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Preface

The Editors
R. Braun, D. Daniels, H. Grundmann, A. Hirsch,

A. Thurmann-Jajes, E. Zimmermann

«In order to translate the understanding of radiophonic space or, rather, spaces
into present-day artistic practice it is important to remember that during the early
twentieth century it was common to think of wirelessness in terms of communica-
tion because it existed prior to the redundancies of contemporary mass media,»
Douglas Kahn wrote in 1994.! More than a decade later, the rise of W-LAN,
satellite communications, GPS, and other wireless technologies—and especial-
ly the ubiquitous cell phone—have made it possible to talk about a return of
wirelessness or, in the context of art, about a «return of wireless imagination.»
This (deliberate) reference to the Italian Futurist Marinetti—and, by implica-
tion, to the beginnings of the relationship between avant-garde art and radio as
a technology of communication and war—formed part of the title for an interna-
tional conference dedicated to «100 Years of Radio» (in memory of Fessenden’s
«first broadcast» at Christmas 1906). The conference—a collaboration between
the Ludwig Boltzmann Institute Media.Art.Research., Linz, Austria, and Kunst-
radio—became a key point of departure for the realization of this book, in which
media theory, art history, and the practice of international artists interlink.
Some authors in this volume have been part of earlier international events and

conferences, periodically organized by Kunstradio in the nineteen-eighties and
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nineties, on aspects of the theory and practice of radio art. A communicative
relationship between media and art theory and artistic practice is also a feature

of this publication.

A unified history of radio art is still missing and may be impossible
to write. One, if not the dominating, strand of the many potential histories of
radio art deals with the work of artists in and for large broadcasting institutions.
Klaus Schéning, founder and longtime producer of the Studio Akustische Kunst
at WDR (West German Radio), Cologne, coined the term Ars Acustica for this
mostly commissioned type of art. In 1989, Ars Acustica was adopted as the name
of a newly founded group of producers of radio art in the member organizations
of the European Broadcasting Union (EBU), with its associated members in Aus-
tralia, the United States, Israel, and Canada. The Sound Workshop of the then
Yugoslav National Radio in Belgrade was a founding group member, and at the
beginning of the nineteen-nineties producers representing experimental depart-
ments of Eastern European radio corporations joined the group.

But since the end of the nineties, several well-known and particularly prolific
Ars Acustica program slots in public radio have been closed down or altered be-
yond recognition. They are among the victims of the fundamental reorganizations
with which many broadcasting corporations react to the onslaught of the forces
of liberalization and commercialization, digitalization, convergence, and reme-
diatization. Today a majority of the remaining Ars Acustica programs are based
in music departments, and such programs increasingly define their content as
sound art (a term which is not synonymous with the, by Schéning’s definition,
radiogenic Ars Acustica).

The publication Re-Inventing Radio deals neither with the complex issues of
sound art in radio, nor with the problems of a radio art predominantly bound to
the highly controlled and curated space of public radio corporations in crisis—

nor can, unfortunately, the recent development of a well-functioning network of

1 Douglas Kahn, «Radic Space,» in Rodio 3 See http://www.mediafiles.at, an online
Rethink: Art, Sound and Transmission, information system for Austrian media art.
ed. Daina Augaitis and Dan Lander, exh. cat. 4 Carl Loeffler and Roy Ascott, «Chronology and
Walter Phillips Gallery (Banff: Banff Centre Working Survey of Select Telecommunications
Press, 1994}, p. 111. Activity,» Leonardo 24, no. 2, Connectivity.

2 Erkki Huhtamo, «From Cybernation to Inter- Art and Interactive Telecommunications (1991),
action: A Contribution to an Archaeclogy of pp. 236~-40.

Interactivity,» http://classes.design.ucla
.edu/Fall06/10/CybernationTolnteraction. pdf
(accessed February 8, 2008).

Re-lInventing Radio
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small radio initiatives in Europe be discussed here. However, Re-Inventing Radio
does approach the rich history of radio art in independent and free radio, for ex-
ample in a contribution by Anna Friz, who is familiar with such contexts from her

own practice as a radio artist and, at one point, also as a station manager.
?

«One of the common features of many technocultural discourses is
their lack of historical consiousness. History evanesces as technology march-
es on. This is not caused by some <postmodern> logic; rather, it is a reflection
of the dominance of the <engineer approach> to culture.»* Huhtamo’s words
have inspired the work of the association MiDiHy and its Graz-based archive
mediafiles.at.®* MiDiHy, one of the partners in the production of this book, is
represented by coeditor and author Reinhard Braun: «Positions of the nineteen-
sixties and seventies seem to be of special importance, as they continue to form
the basis of up-to-date discourses on media and art, allowing for a reconstruction
of intermedial forms of art. If so far the emphasis of mediafiles.at has been placed
on Austrian projects from the realms of video, TV, and telecommunications, the
book Re-Inventing Radio not only represents a necessary international evaluation
of the relationship between art and radio, it also closes an important gap in the
understanding of the changing concepts of media in general.»

Re-Inventing Radio explores a radio art whose roots outside an institutional-
ized Ars Acustica were somewhat obscured in the nineteen-sixties and seventies
by the modernist division of communications art into separate and separately dis-
cussed media-specific entities—such as TV art, satellite art, or telecommunica-
tions art and radio art, and so forth—as opposed to an elaboration on their shared
concerns with access to communications technologies and their appropriation
and deconstruction in art projects.

In 1991, Carl Loeffler and Roy Ascott compiled a «Chronology and Work-
ing Survey of Select Telecommunications Activity,»* starting with examples from
1977. Their short introduction illustrates that the experiments of telecommu-
nications art referenced in our book were able to overcome the art-theoretical
separation of artists’ media-specific use of different technologies by incorporat-
ing them as networked elements of temporary fields of action, exchange, and
communication at a distance. Loeffler and Ascott write: «Telecommunications is
hereby defined as electronic transmission of information through computer net-

works, radio, slow-scan video, telephone, television and satellites. The projects

Preface
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listed here ... were interactive, establishing two-way communications.» This cor-
responds with some attempts in the nineties to define the increasingly networked
practice of radio art as part of telecommunicaltions art, rather than as Ars Acustica
or sound art.

The history of radio art, which the material contained in Re-Inventing Radio
partly illustrates with examples from different periods, has its roots in conceptual
art, mail art, Fluxus, intermedia, performance art, and telecommunications art.
There are also connections to the Experiments in Art & Technology (E.A.T.), and
not only in their model of close collaboration between technicians/engineers and
artists of different disciplines, a model which has also played an important role
in several phases of radio art. Billy Kliiver, for instance, relates that the legend-
ary 9 Evenings performances, which took place in 1966, were to a high degree
radio-based and radio-controlled, enabling artists/performers and engineers to
interact and communicate from different corners of the huge New York Armory
Hall venue: «The wireless is like the crown of the whole thing. There’s nothing
like it that exists on the market. Actually what we’re doing is putting radio in
the theatre. We asked the FCC [Federal Communications Commission] for 15
frequencies for continuous performance between the 13th and the 23rd of Octo-
ber [1966]. This is really much more fantastic than anything else that has been
done.»® Seen from a present-day perspective, it is relatively easy to see how Bill
Bartlett—important initiator of a series of telecommunications projects in the
nineteen-seventies and eighties—would, as he mentioned in an informal conver-
sation in 1978, have been influenced by E.A.T.

The majority of the contributions to Re-Inventing Radio were written
in 2007. But it also includes reprints of select earlier texts, interview excerpts,
and project descriptions. The mixture of old and new contributions, theoretical
essays, artists’ texts, portraits, and project descriptions, in addition to the nu-

merous illustrations, has made a straightforward, linear approach to sequencing

5 Billy Klaver, «Theatre and Engineering: 6 There are perhaps more references to
An Experiment. 2. Notes by an Engineers activities in Canada and by Canadian artists
Artforum 5, no. 6 (February 1967}, quoted than one would have expected in this
after Meredith Morse, se-Collaborations in volume. This is due to the nationwide system
Sixties America: 9 Evenings, the Dancer’s of community and campus radio and the
Body, and Electronic Technologies,» Scan longstanding tradition of artist-run galleries
Journal of Media Arts Culture, http://scan and production centres, which have provided
.net.au/scan/journal/display. php?journal the necessary infrastructure for a high level

id=92 (accessed February 8, 2008). of activity in radio and communications art.

Re-Inventing Radio
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the material difficult. So, although the book is loosely structured into three main
sections, there has been no attempt to organize it into clear, visible chapters, as
each section contains texts which could easily find a place in one of the others.
In other words, Re-Inventing Radio is not a linearly structured book but more of
a mosaic inviting associative approaches.

Examples of artist-run festivals, spaces and organizations, and innovative
projects and exhibitions initiated and curated by artists are a recurring motif in
Re-Inventing Radio.® We were ourselves surprised to find that in many cases the
same projects are referenced by different authors in their contributions. We have
decided not to interfere with these overlapping references, trusting that different
views of these iconic events or projects might lead to reflection on the processes
of emerging histories and perhaps encourage more detailed research and eval-
uation.

Such research is to be facilitated in the future through the new archiving
activities of two partner institutions supporting this volume’s publication and of
the editors representing them:

The Ludwig Boltzmann Institute Media.Art.Research. in Linz, Austria under
its director Dieter Daniels pursues, among many other areas, an archivization
and restoration project for early Austrian artists’ net projects and intends to in-
clude the Kunstradio On Line archive, which contains material on over thirty
years of radio art. A new strong impulse for the archiving of radio art originates
from the Research Centreé for Artists’ Publications at the Weserburg—Museum of
Modern Art in Bremen, Germany (director Anne Thurmann-Jajes). The collection
of the Research Centre comprises several archives with approximately 80,000 in-
ternational publications and has thus become the largest and most outstanding
collection of published artworks since 1950 in Europe. Every year four to six
related exhibitions, publications, and events provide a comprehensive overview
on specific artists or topics.

Re-Inventing Radio serves as catalogue book to a first exhibition of radio art
at the Weserburg—Museum of Modern Art, in which the Research Centre for Art-
ists’ Publications features the newest field of its collecting and research efforts:
an archive-in-progress of radio art, comprising at the time of its founding mate-
rial from the archives of radio corporations such as the Ars Acustica archive (West
German Radio [WDR], Cologne), the Kunstradio archive (Austrian National
Radio [ORF], Vienna), the Ars Sonora archive (Spanish National Radio [RNE],

Preface
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Madrid), and the Pro Musica Nova archive of Radio Bremen. Independent radio
archives—insofar as they exist at all—will be added to the digitalized research
databank catering to researchers and, in a less complex form, to the general pub-
lic. The exhibition under its title Art on Air: Radio-Art in Flux (April to August
2008) focuses on radio art from German-speaking countries and its international
connections and influences. The exhibition is accompanied by a conference and
an Internet platform dedicated to the complex issues of archiving a volatile art

such as radio art.

It may perhaps seem that the current interest in archivization and docu-
mentation of radio by artists suggests a period of summarization, signaling that
radio as a medium is somehow at an end. Nothing could be farther from the truth,
for the prediction of radio’s imminent demise has been recurring regularly at
least since the advent of television in the nineteen-fifties. Recent developments
in podcasting, streaming media, and the Internet—together with the obvious
crisis of major public broadcasting organizations—have once again raised the
specter of a senile and dying media centenarian. But by a strange trick of meta-
morphosis, radio seems once again to be eluding its nemesis. For radio, after all,
was never really about «broadcasting» but rather about space and communica-
tion. The new wireless media, which appear to be instrumental in its death, are in
fact an extension of radio. And the new frequencies becoming available through
the digitalization of television are being recycled mainly as wireless (radio) com-
munication frequencies.

As this book attempts to illustrate, artists have long been aware of the excite-
ment of radio beyond its identity as a mass medium. The notion of extended or
expanded radio has inspired artists to integrate radio into exhibitions, public
space, global communications projects, performances, and installations. A close
look at radio work by artists, especially since the beginning of the digital revo-
lution in the nineteen-seventies, is crucial for understanding the shape of the

networked future increasingly dominating our culture.

Re-inventing Radio

Skenovano pro studijni ucely



Acknowledgments

The Editors

First and foremost we would like to thank the authors for writing and contributing
their texts to this volume, having trusted that somehow, against all financial odds,
the book would indeed be published. They have also provided us with valuable
images from their personal archives. Without their ideas, thoughts, projects, and
generous cooperation this publication would not have been possible.

Many of the authors have at some point or other worked with Kunstradio—
a weekly program on the cultural channel of Austrian National Radio (ORF)
and a platform for international radio art for over twenty years. The archives of
Kunstradio were a valuable source for many but by no means all of the projects
featured in this volume.

The lion’s share of organizational efforts for this publication have rested with
the small non-profit association werks, Vienna.

Special thanks go to Dawn Michelle d’Atri, the editing office of this complex
publication. She made the most of it, especially of the many texts translated from
German into English.

We also would like to thank the Ars Electronica Festival as well as the many
different public funding agencies who have, in the end, facilitated this publica-

tion, putting faith in our concept.

Skenovano p%studijnl’ ucely



The Last Radio Broadcast
Friedrich Kittler

Nobody listens to radio. What loudspeakers or headsets provide for their users
is always just radio programming, never radio itself. Only in emergencies, when
broadcasts are interrupted, announcer voices are stifled, or stations drift away
from their proper frequencies are there any moments at all for hearing what ra-
dio listening could be.

«ANNOUNCER: I'm speaking from the---roof of Broadcast Building, I'm
speaking from the roof of the Broadcast Building, New York City. The---bells
you hear---are---ringing to---warn the people to evacuate the city as the
Martians approach. Estimated in last two hours---three million people have
moved out along the roads---to the north---Hutchinson River Parkway still
kept open for motor traffic. Avoid bridges to Long Island, hopelessly jammed. All
communication with New Jersey shore closed---ten minutes ago.---No more
defences.---Qur army's wiped out---artillery---air force---everything wiped
out. This may be the---last broadcast.---We'll stay here to the end.---People
are holding service below us---in the cathedral.---Now | look down the harbor.
All---all manner of boats, overloaded with fleeing population, pulling out from
docks. Streets are all jammed.--- Noise in crowds like New Year’s Eve in city.
Wait a minute the--- enemy now in sight above the Palisades. Five---five great
machines. First one is---crossing the river. | can see it from here, wading---
wading the Hudson like a man wading through a brook.---A bulletin’s handed
me ---Martian cylinders are ---falling all over the country. One outside in Buffa-
lo, one in Chicago--- St. Louis---seem to be timed and spaced.---Now the first
machine reaches the shore. He---stands watching, looking over the city. His
steel, cowlish head is even with the skyscrapers. He waits for the others.---
They rise like a line of new towers on the city’s west side---now they are
lifting their metal hands.---This is the end now.---Smoke comes out---
black smoke---drifting over the city.---People in the streets see it now.---
They're running towards the East River, thousands of them---dropping in like
rats.--- Now the smoke's spreading faster. It's---reached ---Times Square.---

This essay is reprinted in revised transiation from: Friedrich Kittler, «The Last Radio Broadcast,»
in ON THE AIR: Kunst im &ffentlichen Datenraum, ed. Heidi Grundmann (Transit: Innsbruck, 1994),
pp. T1-80.
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People are trying to run away from it, but it’s no use. They’'re falling like flies.
---Now the smoke's crossing Sixth Avenue---Fifth Avenue---one thousand
yards away...it's fifty feet...

OPERATOR FOUR: 2X2L calling CQ...2X2L calling CQ...2X2L calling CQ New
York. Isn’t there anyone on the air? Isn't there anyone on the air? Isn’t there
anyone...2X2L...»1

The War of the Worlds, as Orson Welles called the most influential radio
drama of all times just before the outbreak of the Second World War, is a pure
and simple media war: an empire goes under because the rocket machines of a
foreign and extraterrestrial empire successively take out its infantry, artillery,
and air force; an empire goes under because its public broadcasting stations,
having been universally relegated to signal corps command in the emergency
situation, cease functioning; an empire goes under because not even the non-
public radio message «to everyone,» being in effect of the same source as wire-
less telephony, elicits any responses. And in the precise second that the radio
command center 2X2L likewise suspends its radio messages, all that remains to
be heard «on the air,» which is only a metaphor for the ether, are the the rocket
machines of the Martians, whose roar then blends into-the static. And for a sin-
gle moment, before the Columbia Broadcasting System regains control of the
ether with its signature tune and station identification, everyone is listening to
the radio.

As is well known, this resulted in the biggest radio listener panic in U.S.
broadcasting history on October 30th—or Halloween Eve—of 1938. As if the
«last radio broadcast,» which, incidentally, was ostensibly only broadcast from
the «Broadcast Building» rather than from the CBS Building on censorship
grounds, had truly and honestly issued orders, the empirical radio consumers
precisely followed the example set by the imaginary populations of New Jersey
and New York in the radio drama. Approximately one million people are reported
to have reacted as hysterically on that Halloween Eve as the three million de-
scribed by the fictional reporter. And this in turn was initially followed by, as is
widely known, sociological research projects that ultimately led to data on em-
pirical radio listener behavior, but additionally, as is less widely known, to plans
by the U.S. Naval Command for carrying out the evacuation of the population in
the war with Japan, already foreseeable in 1938, exactly according to the
scheme proposed by the fictional War of the Worlds.

Re-lnventing Radie
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For the Second World War—in contrast to the First World War where signal
corps and inter-brigade communications only appeared with difficulty on the
field and in radio drama fiction—was a high frequency war from the outset. The
path taken by Orson Welles from the old theater stage to the Mercury Theatre
On The Air already anticipated the radio games and multiplex broadcasts of
1942 to 1945. Like Hermes or a messenger from the gods hailing a coming high
frequency war, theater ceased representing the victory message of recently
concluded wars as it had since the Persians of Aischylos’s time. It was not sim-
ply by chance that Orson Welles, following Pearl Harbor, helped support the
American war effort radiophonically: as announcer for the Gl Journal of the
American Forces Radio Service, as dramatist of a patriotic Air Force piece spon-
sored by Lockheed, and finally also as orator for Roosevelt’s final presidential
campaign in 1944.

But The War of the Worlds was already a warm-up for and introduction to
high frequency wars. If the Mercury Theatre on the Air serves as a metaphor for
the ether, and the ether in its nonexistence is only a metaphor for a vacuum,
which as such carries all radio waves, then early warning radio dramas
(Frihwarnhérspiele) of an impending world war bring the high frequencies,
meaning the inaudible itself, to the necessarily low frequencies of hearing. For
once, since CBS had placed itself under U.S. Army Signal Corps command (ac-
cording to an announcement by its technical assistant director), an entertain-
ment program cut in all those signals against whose reception all civilian radio
sets had been systematically sealed since their introduction in the nineteen-
twenties. The two forms of panic—in fiction as well as in reality—therefore re-
sulted not just from the fact that the radio drama, only one month after the Mu-
nich Agreement (appeasement of Hitler by Chamberlain), employed the brand
new radio form of live broadcast,? but also from its simulation of an entire mili-
tary command network: spanning the National Guard to infantry battalions and
field artillery regiments to bomber fleets. For this reason alone, forty minutes
long not a single woman is to be heard. And when, finally, a Secretary of the In-
terior, whose voice—despite all CBS censoring—is an equally quiet and clear
imitation of the Fireside Chat radio voice of President Roosevelt himself, calls
out for the grace of God in defense of his country and of the supremacy of man-
kind, the military radio complex receives the political stamp of approval.

Friedrich Kittler
The Last Radio Broadcast



For the American nation—in the words of its fictional Secretary of the Inte-
rior—being expected to be «united, courageous, and consecrated to the preser-
vation of human supremacy on this earth» already represents that catastrophe
subsequently caused by the landing of the Martian rockets. In his introductory
statement as «director of the Mercury Theatre and star of these broadcasts,»
Orson Welles describes the opening situation as follows:

«We know now that in the early years of the twentieth century this world
was being watched closely by intelligences greater than man’s and yet as mortal
as his own. We know now that as human beings busied themselves about their
various concerns they were scrutinized and studied, perhaps almost as narrowly
as a man with a microscope might scrutinize the transient creatures that swarm
and multiply in a drop of water. With infinite complacence people went to and
fro over the earth about their little affairs, serene in the assurance of their do-
minion over this small spinning fragment of solar driftwood which by chance or
design man has inherited out of the dark mystery of Time and Space. Yet across
an immense ethereal gulf, minds that are to our minds as ours are to the beasts
in the jungle, intellects vast, cool, and unsympathetic, regarded this earth with
envious eyes and slowly and surely drew their plans against us.

«In the thirty-ninth year of the twentieth century came the great disillusion-
ment. It was near the end of October. Business was better. The war scare was
over. More men were back at work. Sales were picking up. On this particular
evening, October 30th, the Crossley service estimated that thirty-two million
people were listening in on radios» (11).

Every word of this description of the opening situation is saturated with
misrepresentation as can only be afforded by large empires in their blindness to
foreign policy: the misrepresentation of the U.S. for the world. After the New
Deal overcame the economic Great Depression and the Munich Agreement allevi-
ated the previous war psychosis, the unity of the U.S. did in fact find its ex-
pression radiophonically. For the listener ratings agency Crossley, which inci-
dentally had regularly supplied Orson Welles's radio drama series and had
predicted The War of the Worlds's success chances at a measly 3.6 %,% had of
course not surveyed thirty-two million listeners worldwide, but only nationwide.

However, a system of comprehensive radio coverage, as «CBS and its affili-
ated stations» claimed to represent, was already in and of itself open to inter-
ception. No «abyss of ether,» which doesn’t exist anyway, protected the su-

Re-Inventing Radio
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premacy of mankind from planetary doppelgéngers. As a radiophonic union, the
U.S. and, a fortiori, the Earth—having become high frequency transmitters—
constituted targets of attack for an enemy, who had only just become conceiv-
able as an entirely different planet through this unity. While in 1938 high-
frequency-sensitive radar astronomy didn’t yet exist—as Jodrell Bank was to
develop it after the end of the World War based on plundered Giant Wiirzburgs
(Wiirzburgriesen)—all optical telescope observatories from Princeton to Chica-
go to Toronto already had their instruments trained on a Mars whose equally
cold and mortal intelligent beings were, conversely, themselves keenly eyeing
the earth from their rockets.

At first these rocket launchings only attracted astronomical ridicule, as had
Schiaparelli’s theory of intelligent Martian channels at the turn of the century.
But as soon as the reputed «volcanic eruptions» being observed revealed their
periodicity, the appearance of a natural catastrophe—in spite of all later infor-
mation theory—fell apart: the chance planetary event turned into a planetary
enemy who, just like the Germans in Peenemiinde (German WW Il rocket launch-
ing base) hardly six years later, were to fire one rocket after the other off into
space. (Also much as the V-2 launches on the Peenemiinde testing pad were to
be observed by camera-equipped Royal Air Force Spitfires.)

The sleepy farmer and radio interview partner in whose fields the first «rock-
et machine» (22) goes down is only familiar with rockets from an Independence
Day and a National Anthem that both reminisce about solid-fuel signal rockets
from the American Civil War. In 1938, air strikes without a previous declaration
of war—as started in Pearl Harbor and, with modern liquid rockets (these V-2
descendants), having become a constant threat—still had to be explained to
the population at large. Not by chance alone did this farmer, an allegory for all
radio drama listeners in the radio drama itself, sleep through the Martian rocket
landing on the radio, of all places. Therefore a fictitious Professor Farrell, as if
the military testing grounds at Peenemiinde had already been observed by espi-
onage, may and must call the fuel of the liquid rockets by its proper name on
the basis of spectrographic analysis: hydrogen.

However once on earth, after their landings in New Jersey and other states,
the Martian rockets display an unusual ability to mutate. The planetary enemy,
as soon as he has left his metaphorical ether, metamorphoses from star wars
weaponry into blitzkrieg weaponry. As «fighting machines» (22) at «express-

Friedrich Kittier
The Last Radio Broadcast
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train speed» (23), the former Martian rockets operate in the metropolitan area
between Princeton and New York precisely as were otherwise only the tank gen-
erals Guderian and Rommel in their operation «Sichelschnitt» (Sickle Cut) prone.

For the blitzkrieg as a combined system coordinating between the indepen-
dent tank divisions and tactical bomber squadrons was, particularly in the
France campaign of 1940, the exact tactical opposite of all the mass destruc-
tion techniques originating in the First World War. «The Schwerpunkt—place of
main effort—was not the place where major resistance was encountered. On the
contrary, the advanced elements by-passed and avoided opposition, wriggling
and infiltrating wherever possible, fighting only where there was no alternative.
The momentum of the attack was vital to success, and so no element would move
off the roads to go cross-country without very good reason, for this would slow
the advance.»*

The strategic emphases of «Operation Sichelschnitt»—and Deighton's excel-
lent analysis forgets to note this—consequently lay in the enemy communica-
tions systems, by which armies are principally trailed, and which, in the case of
the French and British-army, this sickle cut proceeded to systematically eradi-
cate. The enemy position accounts (available to the broadcasting public for
once) have just the same to report from the War of the Worlds: «The monster is
now in control of the middle section of New Jersey and has effectively cut the
state through its center. Communication lines are down from Pennsylvania to
the Atlantic Ocean. Railroad tracks are torn and service from New York to Phila-
delphia discontinued.» (22).

«Langham Field, Virginia: Scouting planes report three Martian machines
visible above treetops, moving north towards Somerville with population fleeing
ahead of them. The heat ray is not in use, although advancing at express-train
speed, invaders pick their way carefully. They seem to be making a conscious ef-
fort to avoid destruction of cities and countryside. However, they stop to uproot
power lines, bridges, and railroad tracks. Their apparent objective is to crush
resistance, paralyze communication, and disorganize human society» (22f.).

With so much strategic vision on the part of enemies, who can hardly cam-
ouflage their operative similarity to Guderian's radio-equipped armed tank divi-
sions,® the assault on American media systems as such can only lead to the de-
struction of the radio medium itself. The historical fact of a high frequency
system with thirty-two million low frequency ears provides the necessary pre-
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rogative for its own annihilation. That a New York reporter declares his micro-
phone transmission to be the «last radio broadcast» just before he and the mi-
crophone crash on the floor, thus heralding through the continued presence of
a contentless transmission channel (in defiance of Freud and McLuhan) the final
disengagement of mankind from technology: all this is not coincidental, but
rather—as previously the periodicity of the Martian explosions—symptomatic of
strategic calculation. Enemies plan while natural events occur at the roll of the
dice. In vertiginous paradoxy, likely only comparable to the state-supporting
victims of «Operation Sichelschnitt,» the radio drama proclaims to its listeners
in the state of New Jersey:

«We are informed that the central portion of New Jersey is blacked out from
radio communication due to the effect of the heat ray upon power lines and
electrical equipment» (22).

The paradox becomes even more dizzying when the heat wave from enemy
rocket machines, hence the general destruction of high frequency systems, hap-
pens to coincide with the silliest and therefore most entreating wish admitted to
by Orson Welles from behind his Halloween mask:

«This is Orson Welles, ladies and gentlemen, out of character to assure you
that War of the Worlds has no further significance than as the holiday offering
it was intended to be. The Mercury Theatre’s own radio version of dressing up
in a sheet and jumping out of a bush and saying Boo! Starting now, we couldn’t
soap all your windows and steal all your garden gates, by tomorrow night...so
we did the next best thing. We annihilated the world before your very ears, and
utterly destroyed the CBS. You will be relieved, | hope, to learn that we didn’t
mean it, and that both institutions are still open for business. So good-bye
everybody, and remember, please, for the next day or so, the terrible lesson you
learned tonight. That grinning, glowing, globular invader of your living room is
an inhabitant of the pumpkin patch, and if your doorbell rings and nobody’s
there, that was no Martian...it's Halloween» (31f.).

Upon which CBS, as if to demonstrate again its continued and uncontested
existence, starts up with the bass drums and trumpets it has usurped from
Tschaikowski's First Piano Concerto as its signature tune and announces the
end of the radio drama: «Tonight the Columbia Broadcasting System and its af-
filiated stations coast-to-coast has brought you The War of the Worlds by H.G.
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Wells—the seventeenth in its weekly series of dramatic broadcasts featuring
Orson Welles and the Mercury Theatre On The Air» (32).

However, not all well wishing will lead to relief and consolation. CBS has, in
the meantime, been swallowed up not by Japan’'s bomber fleets but by its media
companies. And the fictitious Ramén Raquello—lurking in the background of The
War of the Worlds as the mask of the radio drama’s band leader Bernard Her-
rmann, only to have his radio hits interrupted more and more frequently by
emergency reports—has meanwhile, at least in fiction, much as the radio drama
itself due to the Second World War, forfeited any claim once laid to any index of
fictionality. In Pynchon’s Vineland, the husband of the heroine’s mother is thus
described:

«He was back east playing congas with Ramén Raquello the night they inter-
rupted <La Cumparsita> with the news from Mars.»®

1 The War of the Worlds / Der Krieg der Welten: 4 Llen Deigr‘tan‘ Blitzkrieg: From the Rise of
Vier Horspiele, ed. Werner Faulstich (Tlbingen, Hitler to the Fall of Dunkirk (London, 2007},
1981}, pp. 27f. The other page references in p.157.
the text also refer to this edition. 5 On the secret order of October 9, 1939

2 See John Houseman, «Mémoires de la radio: regarding not,wearing out tank divisions with
Extrait de Run-Through,» in La guerre des the destruction of cities, see ibid., p. 159.
mondes d'Orson Welles (Paris, 1989), p. 93. & Thomas Pynchon, Vineland (New York, 1997},
(With thanks to Heidi Grundmann / Vienna.) p.78.

3 Ibid., p.88.
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Orson Welles, The War
of the Worlds, radio
broadcast rehearsal,
New York City, NY, U.S.,
October 10, 1938.

Orson Welles, The War
of the Worlds, radio
broadcast, CBS's
Mercury Theatre On The
Air, New York City, NY,
u.s., 1938.
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Inventing and Re-Inventing Radio

Dieter Daniels

The advent of technical media can never be pinpointed to a specific date or a
single individual. Photography, film, and television illustrate this by example,
as does radio. The initial conceptualization of these media often astoundingly
emerges in parallel, in several different places at the same time, with several
stages of development usually necessary before a functioning medium can be
established. For this reason, the concept of an «invention» must be supplemented
with the aspects of its «relatedness» and «utilization.» «Relatedness» stands
here for various genealogical branches as well as for the possible connections be-
tween completely separate origins by means of «marriage,» out of which emerge
new branches of «relatedness.» «Utilization» in turn denotes the usage to which
a medium is subjected by ils users, a circumstance that cannot be controlled by
the inventor or the producer and is, at times, diametrically opposed to its original
intention.

The year 2006 presented several good reasons to celebrate a century of radio.
For instance, on Christmas Eve 1906, Reginald Fessenden made the first public
broadcast of speech and music. Coincidentally, further technical foundations for
radio were laid the very same year, including the invention of the electron tube

and the detector. Although it would take another fifteen years for radio to achieve
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its breakthrough as mass medium, 1906 nevertheless represents a crucial forma-
tive moment for radio. The fact that this 2006 anniversary was marked by only
marginal public acknowledgement signifies how little historical awareness ex-
ists—in comparison, for example, to the worldwide celebrations of 100 years of
film in 1995—and how weak the theoretical underpinnings of radio still are."

A second reason for now devoting more attention to the dawn of radio history
is the current synthesis of Internet audio streaming, W-LAN, podcast, and mobile
telephony to create a common hybrid medium with breadcast radio. This trend
heralds a dissolution and diversification of the classic mainstream medium of
broadcast radio. The transition from wireless telegraphy to broadcast radio, hav-
ing begun in 1906, is now undergoing a revision one hundred years later, with
the original potential of networked communication for integralingluscrs returning
to everyday life. Radio art has anticipated this trend in many ways during the
past thirty years, developing exemplary scenarios for a non-hierarchical, decen-
tralized, and participative form of radio. Radio art can thus be regarded as the
springboard for a re-invention of radio, having recalled to consciousness the as-
pects of media «relatedness» and their alternative «utilization,» which had been

marginalized by radio as mainstream medium.
The Fourfold Invention of Radio

Four stages can be discerned in the «invention» of radio, spanning over a period

of four decades:

circa 1880: utopia and practice of telephone distribution
1895: wireless technology

1906: broadcast of voice and music

1920: amateur radio boom in the U.S.

The disregard for this date was one theme of
the symposium The Return of Wireless
Imagination — 100 Years of Radio, January 17
to 19, 2007, RadioKulturhaus Wien, hosted
by Kunstradio and the Ludwig Boltzmann
Institute Media.Art.Research. This event
likewise occasioned the compilation of the
essays by Wolfgang Hagen, Wolfgang Ernst,
Daniel Gethmann, and Inke Arns for this
volume.

Norbert Wiener, Invention: The Care and
Feeding of Ideas (Cambridge, MA and London,
1983), pp.7-9.

in this respect, see the essays by Wolfgang
Ernst and by Wolfgang Hagen in this volume,
which examine the technical history of radio
fram an epistemological and media-archaeolog-
ical viewpoint, as well as the essay by Danie!
Gethmann, which explores the pelitical,
economic, and social development of radie.
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Only after this long course of development does one-to-many broadcasting be-
come the «killer application» of wireless, which has ever since dominated the
wave spectrum and further technological progress. The complexity and colorful
history of such «inventions» is retraced by Norbert Wiener in his book Invention:
The Care and Feeding of Ideas. Wiener’s four stages of invention do not com-
pletely coincide with the stages of radio development proposed here, but there

are certain analogies:?

+ Change in the intellectual climate (effectiveness of the individual
is enormous)

+ Existence of proper materials or techniques (not a part of the original
idea but necessary for its execution)

+ Social climate and particular date (often same invention made
independently in many places)

» Economic climate (depending on individual and class as entrepreneurs)

A significant breadth of time and space may lie between these stages, as dem-
onstrated by the centuries-long process of «technology transfer» from China to
Europe, in which paper and gunpowder later proved fundamental to the develop-
ment of printing and firearms.

Consequently, caution is called for when pinpointing the birth dates of me-
dia! By means of the right facts, an inverted order could easily be constructed:
in 1883, Paul Nipkow «invented» an «eleclric telescope»—but only on paper,
for he received a patent but lacked the means for constructing his design. This,
however, did not prevent German television stations from celebrating 100 years
of television in 1983. The year 1895 is recognized as the year film was born. Ap-
plying the assumption that the development of radio began in 1906, the following
odd sequence of media would ensue: in 1883 television, then in 1895 film, and
finally in 1906 radio. In actuality, television as mass medium only became con-
ceivable through the synthesis of film and radio, and its institutional and techni-
cal history as wireless image broadcasting began in the late nineteen-twenties.

Hence, instead of a techno-historical representation, the proposed approach
here can be more aptly characterized as «media anthropology.»* It is only from
this perspective that those social, cultural, and economic factors—decisive for

the above-named «relatedness» and «utilization,» rather than «invention,» as-
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pects of media—become manifest. To provide an example: in 1876 and 1887
respectively, two completely independent discoveries or inventions were made,
which ended up converging in today’s employment of radio as mass medium. In
1876, the electric telephone was invented by Bell and the mechanical phono-
graph by Edison and, in 1887, the experimental measurement and transmission
of electromagnetic impulses by Hertz and the gramophone record by Berliner.
Radio’s commercial success as mass medium of the hit parade can only be un-
derstood through the convergence of these four factors, which led to the «mar-
riage» of Herlz’s laboratory experiments with the mass production of records as
sound carriers, thus having given rise, starling in the nineteen-lwenties, to a
new chain of «relatedness.» As early as the eighteen-seventies, utopias likewise
emerged—parallel to the technical foundations—for radio and television as fu-
ture mass media. These planted the seeds in public consciousness, creating what
Wiener refers to as the first stage necessary for an invention: the right «intellec-
tual climate.» Accordingly, the four stages in the development of radio and their
interconnections will be examined in the following.
1880s
The Utopia and the Practice of Telephone Distribution

A tele-distribution anticipating the one-to-many principle of broadcasting would
already have been possible in principle with the telephone. As a matter of fact,
when Graham Bell introduced his telephone, the American press feared that
news distributed via the faster medium could pose some serious competition.
Soon thereafter, practical attempts were made at using the new medium for en-
tertainment. At the Exposition International d’Electricité (World Exhibition of
Electricity) in 1881, for example, people stood in line to hear music from the
Paris Opéra transmitted for the first time in stereo. Even before the invention of
the telephone, a caricature in Punch in 1849 foresaw the possible consequences
of music transmission via telegraph line, of which there were rumors coming from

America: «The grand point of the invention seems to be, that, if songs can be car-

4 Funch 17, no. 440 (1849), p. 225.
5 Albert Robida, Le XXéme siécle (Paris, 1883).
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ried along the lines, our popular vocalists may treble or quintuple their present
salaries, by singing in four or five places at once.»* What Wiener posits as the
last stage of invention, the right «economic climate,» was thus already imagin-
able over 150 years ago.

Caricaturist Albert Robida sketched in 1883 in Le XXéme siécle a vision of
electrical sound and image transmission via téléphonoscope as part of a complete
media system. This had far-reaching social, cultural, and economic implications,
just as this vision would become a reality in the face of radio and television in
the twentieth century.®* Robida’s most significant thesis lay in the predicted syn-
thesis of telephone, phonograph, and téléphonoscope, forming the foundation for a
new industry using the distribution capacity of these media to propagate a whole
range of new multimedia offers. The tele-theater company he imagined as being
founded in 1945 has 600,000 subscribers worldwide, whose subscription fees
pay the respective theater, which can then reach an audience of up to 50,000 for
each performance. A big music factory in downtown Paris electrically supplies
all subseribers with the performances they have booked. The occupation of musi-
cian, limited to a few factory employees, is therefore virtually disappearing, as is

likewise the piano from the home.

Live stereo transmission
from the Paris Opera

to the World Exhibition
of Electricity, Paris,
France, 1881
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Comparable technical utopias can be found in another futuristic novel on the
twentieth century, Edward Bellamy’s Looking Backward 2000-1887, where they
are, however, tied to socio-utopian ideas.® Here, technical progress and human
insight into the evils of capitalism have given rise to a new form of society based
wholly on the principles of cooperation and equality. Cash has been replaced by
credit cards with equal rationing thereof. The production of goods is centralized;
people order items based on samples, and merchandise is delivered via a pneu-
matic tube system directly to the customer’s home. Making music in the home
has also become superfluous since four programs are available around the clock,
transmitted live from concert halls via telephone to every home, with perfect
acoustics. Interestingly, Robida’s humoristic-capitalist and Bellamy’s moralis-
tic-socialist visions of the future both draw on the same imaginedlmedia distribu-
tion technique.

Returning now from the realm of science fiction back to reality: starting in
1893 until the Second World War, Budapest boasted a program for news and
music called «Telefon Hirmondé.» This operation set a new record as regards the
media-technical acceleration of information distribution, offering brief and pre-
cise news updates twenty-eight times a day.” The most ambitious and disastrous
attempt to use the telephone network for the distribution of electrically generated
music was the Telharmonium, invented and built by Thadeus Cahill in 1900. It
inspired Ferruccio Busoni’s radical musical theory and anticipated the synthe-
sizer by decades, but it never managed to supply the necessary number of lines
with simultaneous audio signals, despite it having been redesigned in 1906 and
1911, causing the loss of significant amounts of venture capital.®

Despite all of these utopias, caricatures, and practical altempts, the expan-
sion of industrial production and distribution methods—aimed at encompassing
a nonmaterial commodity like the electrical delivery of culture and information—
nevertheless did not make substantial inroads during the nineteenth century. The

resulting question of «why» is one of the unsolved riddles of media history.

6 Edward Bellamy, Looking Backward 2000-1887 8 See Wolfgang Hagen on the Telharmonium in
(Beston, 1888). Dieter Daniels and Barbara Schmidt, eds.,

7 See Miklos Peterndk, «Der Beginn der zen- Artists as Inventors — Inventors as Artists
tralen Programmsendung — Budapest 1893 ,» (Ostfildern, 2008).
Lab (Kunsthochschule fir Medien Koln) (1297),
pp. 373ff.
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1895
Wireless Technology

Wireless technology was not initially recognized as a completely new medium,
but as a further development of cable telegraphy for areas that are hard to reach
by cable. In 1895 and 1896, wireless telegraphy, like all important media previ-
ously, was being developed by many inventors simultaneously, of whom we can
only name a few here: Guglielmo Marconi, who received the Nobel Prize for this
innovation; Alexander Popov, honored annually in Russia with Radio Day on
May 7; Oliver Lodge, who is cited in the Encyclopaedia Britannica; Nathan B.
Stubblefield, who despite initial success as an inventor would end up starving to
death, identified on his gravestone in Kentucky as the «Father of Radio»; Pro-
fessor Adolf Slaby, who personally apprised Kaiser Wilhelm and his wife of the
latest developments at Hubertusstock Palace near Potsdam; and finally, Nikola
Tesla, who today enjoys great popularity in media art as well as amongst devotees
of esotericism.

Apart from a simultaneity of ideas that never ceases to amaze, the unpre-
dictable «marriage» of media can once again be demonstrated here: likewise

in 1895, that banner year for radio, the Lumiére brothers in Lyon as well as the

News transmission

at the dining table per
téléephonoscope from
Albert Robida, Le XXéme
siécle, Paris, France,
1883.
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Skladanowsky brothers in Berlin, along with additional inventors in Washington,
New York, and London, all projected films before the public for the first time.
From a present-day perspective, the convergence of the two media radio and film
led to television. But at the time of its emergence, radio initially remained strictly
bound to the paradigm of cable telegraphy and had no connection whatsoever
with the simultaneous practice and utopia of tele-distribution.

On the contrary: for Marconi and all the other inventors, the radial broadcast
capacity of wireless posed a problem, with interferences from numerous stations
not only disrupting military use and jeopardizing the secrecy of classified com-
munications but also making civilian use difficult. Marconi reports: «This defect
preoccupied me to such an extent that my main research efforts were directed for
many years at eliminating it.»° The idea of broadcasting to random recipients was
not even mentioned as a possibility at the international conferences on wireless
telegraphy in 1903 and 1906.

Of all the wireless inventors in the years surrounding 1895, only Nikola Tesla
recognized the potential for radial and global broadcasting. He justified the con-
struction of his Wardenclyffe Tower for international broadcasting (which was
never completed and presumably would never have functioned) by citing the
«moral effect» to be expected from a global communication envisaged to change
the course of history. This socio-utopian dimension links him to Bellamy’s belief
in a happy future through technology. In 1904, Tesla noted:

World Telegraphy ... will prove very efficient in enlightening the masses, par-
ticularly in still uncivilized countries and less accessible regions, and ... it
will add materially to general safety, comfort, and convenience, and mainte-
nance of peaceful relations. It involves a number of plants, all of which are
capable of transmitting individualized signals to the uttermost confines of the

earth. Each of them will be preferably located near some important center of

9 Marconi 1937, quoted in Friedrich Kittler, 10 Tesla in an article in Electrical World Engineer,
Grammophon, Film, Typewriter (Berlin, 1986), March 5, 1904, quoted in Margaret Cheney,
p.363. The fact that a conference celebrating Tesla: Man out of Time (Englewood Cliffs, NJ,
100 years of radio aiready took place in 1995, 1981), p.178.
based on Marconi's invention of wireless teleg- 11 Lee de Forest, Father of Radio: The Autobiogra-
raphy in 1895, can be primarily attributed to phy of Lee de Forest {Chicago, 1950), pp. 86
the fact that the English word «radiow fails to and 449,

differentiate between point-to-point and one-

to-many communication. See the International

Conference on 100 Years of Radio, |IEE CP 411,
ISBN 0 85296 649 0 (1995).
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civilization, and the news it receives through any channel will be flashed to
all points of the globe. A cheap and simple device, which might be carried in
one’s pocket, may be set up anywhere on sea or land, and it will record the
world’s news or such special messages as may be intended for it. Thus the
entire earth will be converted into a huge brain, capable of response in every

one of its traits.'®

1906
Broadcast of Voice and Music
Reginald Fessenden and Lee de Forest

Tesla served as the great paragon for Reginald Fessenden and Lee de Forest, the
pioneers of broadcasting. Like Tesla, both were minister’s sons who from the
onset approached their radio activities with a parareligious touch—the reason
Fessenden decided to hold his first test broadcast on Christmas Eve in 1906. In
the case of Lee de Forest, reading Nikola Tesla’s texts on high-voltage electro-
technology aroused the desire «to myself enter into that tenuous realm that is the
connecting link between God and mind and lower matter.» He later reflected on
his contribution to radio, stating that he was «proud to have had a prominent part
in this new evangel.»"!

Let us try to imagine the fascination «wireless» must have held for people one
hundred years ago. The discovery of wireless telegraphy in 1895 opened up what
is termed the «ether,» an as yet unknown and still mysterious sphere, charged
with just as many hopes and enigmas as cyberspace would be at the end of the
following century. Human and technical communication signals mixed in with the
hissing and crackling of cosmic radiation—the code of the Morse Alphabet freed
itself from the wire and swung its way onto the yet poorly understood waves of the
electromagnetic spectrum. At first, it was considered improbable that modulated
tones, meaning human voices or music, could be transmitted by such waves.

This assumption only changed on that momentous Christmas Eve in 1900,
which Reginald Aubrey Fessenden spent not at home but rather, with his family,
in front of the microphone at his sparely furnished wireless laboratory in Brant
Rock, Massachusetts. He played the song «O Holy Night» by Gounod on his
violin, sang a few stanzas, and read aloud some verses from the Gospel according

to Luke. Listening in were professional radio operators on ships at sea as well as
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amateurs who found wireless telegraphy a fascinating hobby. For many of them,
it must have been surprising to suddenly have heard, instead of the monotonous
peeping of Morse Code, musical harmonies and human voices emanating from
their headphones. Some marine radio operators couldn’t believe their ears and
«called in their officers to listen alongside them; soon the radio cabins were full
of people.»'? Fessenden had alerted listeners to the date and frequency for his
experiment per advance telegraph in order to ensure that an audience would wit-
ness the success of his test.'® After all, the experiment was also designed to act
as an advertisement for his development of the «wireless telephone,» without him
even having yet contemplated a mass medium.

The first inventor to have used the term «broadcasting» for a transmission
of music and speech to all those with a receiving device was Lee de Forest.'
He made a further important discovery applicable to radio in 1906: the first
electronic amplifier tube, or triode. He dubbed it «Audion,» alluding to the new
acoustic world of sound that it could facilitate through transmission. Replac-
ing the extremely expensive, large, turbine-like high-frequency transmitter used
by Fessenden—which generated allernating current frequencies through a high
number of revolutions—a small vacuum tube entered the picture, affordable
even for amateurs producing an audio signal strong enough for broadcasting.'s
This invention ushered in the transition from electromechanical to electronic
broadcasting and receiving, making radio’s route to mass medium possible in the
first place. The types of inventor embodied by Fessenden and de Forest are just as

distinct as their technologies: Fessenden and his team worked with scientific ad-

Significantly, this first use of the term takes
place in 1907 in a love letter from the aspiring
poetry writer de Forest. The term originally
stems from agriculture, indicating the scat

12 Erik Barnouw, A Tower in Babel, vol. 1, A History 14
of Broadcasting in the United States (New
York, 1966), p. 20. See also Daniel Gethmann's
essay in this volume,

Christopher H. Sterling and John M. Kittress,
Stay Tuned: A Concise History of American
Broodcasting (Belmont, CA, 1878), pp. 28-29
and 40. Fessenden maintained that he had
already made 2 test broadcast on December
11, 1906 for invited specialists and the press;
see Reginald Aubrey Fessenden, The Deluged
Civilization of the Caucasus Isthmus (Boston,
1923), p.117. He broadcast again on New
Year's Eve, comparable to his Christmas
broadcast; Barnouw 1966 (see note 12}, p. 20.

tering of seeds by hand. See Dieter Daniels,
Kunst als Sendung: Von der Telegrafie zum
Internet (Munich, 2002}, p. 97

The radio tube is another parallel invention,
developed simultaneously by Lee de Forest
and Robert von Lieben in 1906 (see the essay
by Wolfgang Ernst in this volume). The Audion
tube was, starting in 1907, initially used for
amplification anly on the receiving side; only
later did de Forest discover that it can also
amplify the broadcasting signal. Likewise in
1906, the simpiest and least expensive form
of receiver was discovered, the crystal
detector that would find widespread use well
into the nineteen-twenties,
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vising and industrial capital, whereas de Forest began as an amateur and, despite
his intermittent successes, remained a solitary figure. Lee de Forest is the last
hero in a long line of inventors-as-tinkerers, who, like Edison and Marconi, pro-
duced results through mere trial and error, without a scientific background and

above all without mathematically calculating the physical processes involved.

1920-22
From Radio Amateur to Radio Boom
Even after the experiments conducted by Fessenden and de Forest, the transmis-
sion of sound remained the exception, while Morse Code continued to prevail
as the lingua franca of the frequencies. This also applied to the networked com-
munity of amateur radio enthusiasts spread out across the entire North American
continent, as described by Francis A. Collins in his book for young readers, Wire-
less Man, of 1912: «An audience of a hundred thousand boys all over the United
States may be addressed almost every evening by wireless telegraph. Beyond
doubt this is the largest audience in the world. No football or baseball crowd, no

convention or conference, compares with it in size ... The skylines of every city

TRUNK LINES

Proposal for the network of the amateur
association American Radio Relay League (ARRL)
by Hiriam Percy Maxim from QST, February 1916.
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in the country are festooned with the delicate antennae of the wireless opera-
tors. They will be found skillfully adjusted to thousands of barns or haystacks
in the most remote parts of the country.»'® Until the Radio Act passed in 1912,
no rules or regulations restricted amateur use of the ether. In North America of
that era, the frequencies of the electromagnetic spectrum might even be called a
natural resource. Many amateurs were only acquainted over the air, making for a
true grassroots community beyond industrial or state control. Just before World
War I, the amateur association American Radio Relay League—anticipating that
telephone and telegraph lines might be damaged by hostilities—proposed a na-
tionwide amateur network, which in some aspects prefigured the distributed relay
network of the Internet. But instead, all amateur wireless stations were ordered to
close down for security reasons and did not go back on-air until 1919.

Wireless telegraphy has opened up a new communications space that is in
principle accessible to everyone. The «tech talk» of the amateurs often makes
the social and aesthetic dimensions of the medium appear less significant.'” The
medium itself is their primary theme: just as the e-mails exchanged by hackers
usually center around computers, radio amateurs generally communicate over
the airwaves about radio technology. McLuhan’s dictum’ «the medium is the mes-

sage» can be taken quite literally here.'® But the point is in fact less the actual

16 Francis A. Collins, The Wireless Man, His address, call-letters, and discussion of
Work and Adventures on Land and Sea (New equipment—and radio amateurs are regularly
York, 1912), p. 26, According to estimates monitored, and prosecutions for infringements
made by the New York Times, several hundred can result in confiscation of equipment or
thousand amateurs were already active worse) have resulted in a ghetto mentality
by 1912, See Susan J. Douglas, Inventing by radio amateurs, which makes them extremely
American Breadcasting 1899-1922 (Baltimore suspicious of outsiders and frightened of
and London, 1987), pp. 199-200, coming into conflict with the authorities by

17 See (5T, the magazine for amateur radio trying anything new-—such as working with
enthusiasts that has been published regularly artists.» See http://alien.mur.at/rax/
from 1915 to the present. KUNSTEUNK/index.html (accessed October 22,

18 Later on, this even becomes part of the state 2007).
requlations imposed on amateur wireless to 19 See Dieter Daniels, «The Miracle of Simultaneity:
prevent them from interfering with broadcast Anticipations of Globalisation at the Beginning
radio. This had lead to frustration on the part of the 20th Century,» in Ohne Schnur: Art and
of artists trying to collaborate with radio ama Wireless Communication, ed. Katja Kwastek,
teurs for the project Kunstfunk in Vienna in exh. cat. Kunstverein Cuxhaven (Frankfurt am
1984: «In a sense, Kunst-Funk was a senti- Main, 2004), pp. 36-61.
mental attempt to experience what radio might 20 In Europe, starting in 1919 several broadcasting
have been like if it had not become a central- pioneers likewise begin making regular music
ised mass medium. But the strict licensing broadcasts, however these did not culminate
regulations and restrictions en content (e.g., in as widespread of a movement as in the U.S,
no meaningful information aside from name, due to the fact that in Europe the state

maintains control over all broadcasting and
reception activities.
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content of the communication than the way the communication process itself is
used and structured—a process whose networked, international, and simulta-
neous presence implies eminently aesthetic experiences. While American ama-
teur radio fans were perfecting their technique, simultaneity was being propagated
in the poetry and paintings of the European avant-garde. Guillaume Apollinaire,
Robert Delaunay, and F. T. Marinetti, in particular, related the idea of simultane-
ity directly to wireless technology, without however putting this idea into media
practice.' Not until the radio art of the last thirty years, for example the proj-
ects Chipradio (1992) and Realtime (1993), has a comparably explicit aesthetic
self-reflection of the changing medium occurred within the medium itself. In the
heroic age of media and modernism, this connection between American amateur
practice and European aesthetic reflection has failed to materialize.

The American radio amateurs would end up playing the decisive role in the
breakthrough of broadcasting as a mass medium. Following the caesura of World
War I, during which all private radio was prohibited for reasons of national se-
curity, the so-called «radio boom» emerged in 1920 in the U.S. and Canada, as
pioneers began to step up broadcasting of music and speech.?® In addition to the

networked community of amateurs sending and receiving Morse Code, a «normal

Cartoon from the
magazine for radio

“Wait until the dumb-bells get poisoned with these amateurs ST, May
litle dit-dit’s” 1922,

Dieter Daniels
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audience» also began to take an interest in sound broadcasting. A then-contem-
porary cartoon illustrates how the amateur apparatus operated by a male radio
fanatic was all at once transformed to a new center of attraction for the entire
family, all wanting to listen to the music emanating from the device. The amateur
movement thus gave birth to the first radio listeners in a genuine sense. This tran-
sition from medium of communication amongst initiates to medium of reception
for anyone forms the true moment comprising the «invention» of radio as mass
medium.

Only after some delay did the industry also recognize this chance to revive
demand for radio technology, which had been flagging since the end of the war.
This is the reason for the second date that is often cited as the first radio broad-
cast: a live report of the counting of votes in the American presidential election
of November 2, 1920, broadcasted by the station KDKA, operated by the Wes-
tinghouse Electric Company engineer Frank Conrad, who had spun his hobby as
a radio amateur into his profession. But neither does this famous political live
broadcast, heard by several thousand listeners in 1920, mark a concrete begin-
ning of the mass medium of radio—because where did these listeners actually
come from? The history of the broadcasters therefore does not answer the ques-
tion of the actual driving force behind the radio boom. There is no «first radio
broadcaster,» and radio does not have an «inventor.» The idea behind it was not
born of a single mind, nor of several minds in parallel, as with so many other
media inventions; instead, it has grown as a phenomenon out of a social process
that is based in heart not on a new technology but rather on a new utilization.
The audience was already there before broadcasters even got started. Or, to put it
more dramatically: radio was invented by the listeners.*!

For the first time in media history, the users were the force dictating the
launch of a mass medium. The do-it-yourself community of wireless amateurs
created the basis for the «early adopters» among radio hobbyists, who, however,
were no longer interested in Morse communication but rather only in receiving

sound broadcasts. In this way, the avant-garde, so proud of its autonomy, ulti-

21 Foramore detailed description, see Daniels 2002 23 See Patrice Flichy, The Internet Imaginaire
(see note 14), pp. 131ff. (Cambridge, MA and London, 2007).
22 On the commercialization of radio, see Dieter
Daniels, «A Hundred Years of Radio's Poten-
tial,» in Relating Radio. Communities.
Aesthetics. Access, Beitrage zur Zukunft des
Rodios, ed. Golo Foellmer and Sven Thiermann
{Leipzig, 2008), pp.34-49.
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mately paved the way for its own marginalization. Starting in 1922, the electron-
ics industry began to manufacture ready-to-use radio receivers for the consumer
and was soon unable to meet rapidly escalating demand. Six hundred new sta-
tions went on the air that year, and the radio boom grew into a mass movement,
from which there was no turning back. The sound of the new medium gave the
«Roaring Twenties» its name. This spelled the end of the once open, communica-
tive, and networked structure of the medium, with the new «killer application»
of broadcast radio forming a centralized transmission medium, whose further
«formatting» would soon be geared toward commercial criteria.?*

Broadcasting would go on to become the most powerful instrument for mass
distribution in the history of mankind, yet this did not come about based on
an industrial or state mandate but rather through its own bottom-up momentum
stemming from the amateur movement. This is a process that could only have
taken place in the U.S., where a large quantum of legal freedom provides the req-
uisite leeway, while in European countries, radio was not to prevail until two or
three years later, introduced top-down as a state-controlled instrument. This dif-
ference between the U.S. and Europe was repeated in the nineteen-nineties with
the breakthrough of the Internet as a mass medium, likewise emerging from a
grassroots community.?® In both cases, the varying legal regulations are merely an
expression of the fundamentally different role media technology plays for society:
in the U.S., the terrain of the ether and also of cyberspace have been conquered
and marketed based on individual initiative, in keeping with the tradition of the
«go west» mentality, while in Europe the state has always taken it upon itself to

intervene as a regulating and cultivating force.
Re-Inventing Radio

The birth of radie was based on a new way of implementing existing technologies,
shaped decisively by the users and not by industry or individual inventors. This
is what makes media archeology and radio theory so pertinent and necessary for
the present return of the wireless and the new role of the user in the Internet. The
current signs of dissolution of the centralized mass media radio and television
make the initial ideas hatched one hundred years ago, at the beginning of the
era of broadcasting, seem quite up-to-the-minute again: «Broadcast Yourself» is
the motto chosen by youtube.com, words that could also have formed the central

Dieter Daniels
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message of radio pioneers like Fessenden, de Forest, and the radio amateurs.
Today, this promise made by YouTube pulls millions of short videos onto the most
successful video distribution platform on the Internet, worth the immense sum
of 1.65 billion dollars to the operators of Google. Many of these videos were shot
with mobile phones, and they can be called up and viewed wirelessly as well.
This convergence of the media television, radio, Internet, and mobile telephony
is no longer a coincidence of technological history but alternately a hotly con-
tested development goal in the industry, with the ultimate aim of fusing market-
ing strategies for the requisite technologies and products. But even for this new
developmental push, the impetus came not from the industry but from the us-
ers. Podcasting, the precursor to platforms like YouTube, experienced a boom in
2004 comparable to that of radio in the nineteen-twenties, arising primarily from
linking blogs with other forums for user-generated content.** Along with Tom
Sherman, Andrew Garton, and Matt Smith, in this volume artists from different
generations comment on this situation of yet another «paradigm shift.»

With the breakneck speed of digital media developments, it’s easy to forget
that many of the concepts that are today changing and reformatting the principle
of broadcasting under the catchword Web 2.0 have already been around for de-
cades, in a similar form, in the realm of media art. This includes early pre-Inter-
net telecommunications art (see, for example, Daniel Gilfillan on Robert Adrian
or Candice Hopkins on Hank Bull in this volume) and, since the mid-nineties,
models for the connection of radio, Internet, telephone, and ISDN lines, such as
State of Transition (1994), Horizontal Radio (1995), and Other Voices (1999).
In these projects, Daniel Gilfillan discovers not only a serious consideration of
migration issues but also strategies of «subverting broadcasting practices of stan-
dardized content and transmission procedures» and a demonstration «that alter-

natives to a globalized telecommunications structure and homogenous cultural

24 On the emergence of podcasting, the daily 25 See Daniel Gilfillan, «Broadcast Space as Artis-
newspaper USA TODAY writes: «Big tech and tic Space,» in this valume.
media companies could not have foreseen this 26 See August Black, «An Anatomy of Radio,» in this
potentially disruptive hitch to their grand volume,
strategies... Like the blogging phenomenaon, 27 Bertolt Brecht, Werke XXI, Schriften 1
podcasts have come out of nowhere to attract (Frankfurt am Main, 1992}, pp. 217 and 553.
an enthusiastic grassroots following.» Byron The speech «Der Rundfunk als Kommuni-
Acohido, «Radio to the MP3 Degree; kationsapparats («Radio as Communication
Podcasting,» USA TODAY, Feb. 9, 2005, http:// Apparatus») was held in 1930, not in 1932,
www.usatoday.com/tech/news/2005-02-09 and has only been accessible again since
-podcasting-usat-money-cover_x.htm. 1966. See Klaus-Dieter Krabiel, Brechts

Lehrsticke (Stuttgart, 1993), p. 108.
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content are possible.»?® Even more radically, the concept of centralized broad-
casting is put into question by examples of artist-developed and artist-run open
platforms for user content like ORANG-Open Radio Network Group, until 2002,
or the Cultural Broadcasting Archive of the Federation of Austrian Free Radios
and radioqualia’s Frequency Clock, as discussed by August Black.?
Looking back, we can today regard these media art practices as an anticipation
of the current sea change in the media hierarchy of broadcasting.

From this present-day perspective—against the backdrop of the develop-
mental history of radio as sketched above—the development of radio art can be
considered on the whole an ongoing re-invention of the medium and of its lost
aesthetic and communicative potential. This history of re-invention was already
initiated in 1927 with Bertolt Brecht’s criticism of radio as an «antediluvian
invention.» The demand he voiced in 1930 that «radio must be transformed from
a distribution apparatus into a communication apparatus» has, since its reitera-
tion by Hans Magnus Enzensberger in the nineteen-seventies, become a standard
postulate in all left-wing media criticism.?” Ten years after the American radio
boom, Brecht actually should have been calling for a return of radio to its com-

municatively networked origins—but he fails to make this connection. Brecht’s
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settling of accounts with radio rests upon his experience with «Lindberg’s flight,»
a failed attempt at a participatory radio play just one year before. Brecht thus
also stands for the conflict between institutionalized broadcasters and artistic
interventions running through the entire continued history of radio art.

That radio art, just like other forms of art, transpires in the mind of the be-
holder—and not in the hopeless attempt to change the broadcast institutions—
can be concluded from John Cage’s approach. After having created a few radio
pieces under contract, Cage subjected the medium to a radical re-invention in
1952, at the high point of the Top 40 format, using it no longer as programming
source but rather as randomly generated raw material. In Imaginary Landscape
No. 4, for twelve radios and twenty-four performers, he turns reception into com-
position by means of a live remix of stations. «It is thus possible to make a musi-
cal composition the continuity of which is free of individual taste and memory
(psychology) and also of the literature and «traditionss of the art. The sounds
enter the time-space centered within themselves ...» is how Cage describes his
goals.?® Questions of authorship and public, as they come to fore in the networked
radio art of the nineties, are already in evidence here. At the same time, this
re-empowerment of the listener/receiver is a reaction against the slackening of
format radio into mere background noise: «You can leave the room, and when you
come back, you've missed nothing,» writes Time magazine in 1958, sounding
almost like a paraphrase of Cage’s programmatic redefinition of radio reception
as creative process.?®

Max Neuhaus’s series of broadcast works, starting in 1966, marks the begin-
ning of the artistic re-invention of radio as a temporary appropriation and mis-use
of the technical broadcasting system infrastructure. For Public Supply (1966)
and Radio Net (1977), Neuhaus first found access to a regional broadcasting
studio (WBAI New York), and later to the network of National Public Radio, for
experimenting with a fundamental redefinition of their basic media-technological

structures. By re-staging the «relatedness» between radio and telephone, lost in

28 John Cage 1952, quoted In John Cage, Silence 31 The internationality and permanence which
(Cambridge, MA, 1967), p. 59, Neuhaus intended for Audium was an inspi-

29 See on format radio Wolfgang Hagen, Das ration to internationally networked projects
Radio: Zu Geschichte und Theorie des Hor- such as Immersive Sound (1998) and Sound
funks — Deutschlond / US4 (Munich, 2005}, Drifting (1999}, both of which streamed
p.326. nonstop from different locations over longer—

30 Max Neuhaus, «The Broadcast Works and potentially infinite — periods with a generative
Audium,» in Zeitgieich (Vienna, 1994). «soundpools/f«sound drifters taking over in

absence of people.
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the mists of media history, Neuhaus opened up the broadcasting communica-
tions space to the audience. The dedicated lines over which stations exchange
programming, generally not heard on-air, were turned into circulating, listener-
based audio loops in Radio Net, creating a collective compositional instrument
spanning a width of 2,400 km and a length of 4,800 km. Neuhaus additionally
constructed new control devices and interfaces, enabling live mixing of the si-
multaneous audio sources. His goal, though, was not to achieve artistic control
over these broadcasts as author/composer, but rather to install a self-executing
system, unfolding—through the aesthetic participation/interaction of the user/
listener—a social dimension. Radio no longer functions here as distribution me-
dium, but instead as an autopoetic feedback system and as a «virtual place» for
open communication «programmed by the people who use it,» as Neuhaus writes
of his more recent autonomous telephone-radio installation, the yet unrealized
Audium.®® Here, Neuhaus explicitly refers to the anthropological component of
his broadcast work by which he aims to emphasize the emotional and cross-cul-
tural aspects of the human voice based on intonation and inflection.®* This can
be regarded as the practical counterpart to the earlier postulated necessity for a

media-anthropological theory of radio.
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A further chapter in this synthesis of technical and conceptual re-invention
of radio can be ascertained in the amalgamation of broadcast medium, Internet,
data lines, and telephone for the projects initiated and organized by Kunstradio
since the nineteen-nineties, especially in the Horizontal Radio project of 1995
as well as in others mentioned above.*® This ongoing artistic and programmatic
practice was labeled «Re-Inventing Radio» for a meeting of radio artists and
radio activists at the Garage Festival in Stralsund (2004) as well as a subsequent
conference and the Long Night of Radio Art at Ars Electronica the same year.
Finally, the potentially ever-progressing Re-Inventing Radio project gave rise to
the initiative for this book. The concept of re-invention is explored by several of
the authors in this volume. «To rethink, reconceptualize, and revive the radio me-
dium as an active, thinking, and engaged medium» is how Daniel Gilfillan sums
up the objectives of these projects.?* According to Anna Friz, this context also al-
lows for «revisiting and reimagining trailing edge or residual> technologies such
as terrestrial radio.»* And Tetsuo Kogawa goes even further by deconstructing
the «casting» in both broad- and narrowcasting by reminding us that radio is «not
only a media form but also a phenomenon of radiation» and resonance.?s

These experimental models of radio art in the nineteen-nineties are acting
in a «time window,» where the liberating potential of the new technologies is
emphasized, similar to the nineteen-sixties concepts of self-empowerment by
media. Some artists see it as their task to keep this «time window» open as long
as possible.?® But is not the final affirmation for any avant-garde its going down
in history while its models and proposals concurrently dissolve into the sphere
of daily cultural practice? Today, the new paradigms of radio are comprised by
the hybridization of the former mass medium with Internet and mobile phone
technologies—as well as by the new role of the users and their active selection

(exchanging, tagging), modification (remixing, sampling), and production (pod-

32 We will forgo a more detailed analysis here 37 The current interest shown by media artists in
since several authers in this volume expound media archeology is therefore, as in Inke Arns’s
on Horizontal Radio. See, for example, Gilfillan, view, not nostalgic but rather a retrospection
Dald, and Arns in this volume. on the never-realized utopias of the media

33 Daniel Gilfillan, «Broadcast Space as Artistic and, in this sense, a corrective for contempo-
Space,» in this volume. rary and future developments. See Inke Arns,

34 Anna Friz, «Becoming Radio,» in this volume. «The Realization of Radio's Unrealized Poten-

35 Tetsuo Kogawa, «Radio in the Chiasme,» in this tial,» in this volume.
volume.

36 See Robert Adrian, quoted in Kwastek 2004
(see note 19), p.33.
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casting, blogging) of content. The current hype of Web 2.0 is a testing ground
for methods of commercial exploitation of this potential, where, if successful,
the models developed by media amateurs and artists would ultimately be used to
contravene their own goals, similar to the media transformation prompted by the
radio boom of 1922. Are the radio and media artists hence the legitimate succes-
sors to the amateurs, who one hundred years ago reveled in the fascination of the
ether, experimenting with a new application for radio, thereby unwittingly trig-
gering the emergence of electronic mass media? Taking this perspective, some
of the following contributions on the invention and re-invention of radio can be
correspondingly read as part of a cyclical movement of twentieth-century media

history, today echoing certain motifs from its early days.®
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Blanking
Tom Sherman

There is a new psychological phenomenon emerging in this era of hypertele-
media, information abundance, and information overload. People of all ages and
walks of life are blanking; that is, they are shutting down or experiencing mo-
mentary ruptures of consciousness or, in very severe cases, blanking sometimes
lasting for days. Blanking is not attention deficit disorder (ADD) or daydreaming
(dd), but a sudden breakdown of consciousness brought about by sensory and
cognitive overextension induced by hyperconnectivity.

These days, we rarely choose to focus on one coherent stream of informa-
tion. Rather we simultaneously gather data from multiple sources. Instead of
simply listening to the radio or watching TV, we listen to the radio and watch TV
and read a newspaper, magazine, or book, while we have something to eat, while
we have a conversation on the phone, while we stroke our dog’s tummy with our
bare foot. This is how we function in leisure time: we choose to compose our im-
mediate information environment from multiple sources, mixing our multilayered
reality on the spot.

We've become good at packing more and more sources of data and informa-
tion into shorter and shorter days. In school or the workplace we have learned
to concentrate on specific, required tasks in chaotic environments character-
ized by high levels of noise. We are always in training, learning to swim in more
and more confusing, turbulent currents of data. Successive generations have
become better at coping with louder, busier, more crowded, more discordant
surroundings. When we come home to a dark, quiet apartment, we need to flip
switch after switch, turning on our info-appliances until we achieve our pre-
ferred quota of information. We panic without this pressure, a media presence
that is akin to atmospheric pressure. We sleep as an escape from exhaustion,
but with our televisions and radios and computers left on.

Many of us have multimedia workstations to turn up the volume day and
night. Many work at home, with our workstations transformed into playsta-
tions and vice versa by simply pointing these machines in different directions.

This essay is reprinted from: Tom Sherman, Before and After the |-Bomb: An Artist in
the Information Environment, ed. Peggy Gale (Banff: Banff Centre Press, 2002).
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Perhaps more accurately, the difference between work and play is determined
internally, psychologically, as we adopt these different attitudes. We mix our
multichannel, multidimensional realities internally, in a private place, wet and
cool and blue with bioelectrical equilibrium.

Hyperconnectivity is the buzz. When we're flying high, we tie into anything
and everything, and we enjoy building bridges between audio and video and da-
ta, and touching and looking and tasting and being here and there, while want-
ing to be somewhere else, alone together in sweet intensity. We're strong and
immense and spread out in tandem with the forces of the universe.

But then we blank, and it's frightening to go down, to crash without sound
or punctuation. To terminate into emptiness. First, it's scary, and then it's dis-
appointing, an experience racked with futility. [A loved one strokes our hair in
the distance.] Our fingertips are frozen in the curl of our empty hands. Emerg-
ing from blanking you realize that overload has been achieved. You've gone fur-
ther than ever before. You have pushed yourself into the organic reset mode.
You'll have to stay quiet or disconnected for a while, but step-by-step, you’ll
begin to reload again. Then you'll progress as if dancing through a series of in-
evitable contacts; tying yourself into this and that until you feel whole again;
up and running, functioning, expanding, turning up the volume, finding the
rhythms, opening your eyes, wider, stepping out farther, reaching across, bridg-
ing impossible distances and differences, until again you blank.

«Blanking» was originally written for the online project SUBVERTICAL ORG, October 1996.
SUBVERTICAL ORG was the title of a2 web work Sherman made as part of a show called Temple
of the Third Miflennium, Urban Exile, Sydney, Australia, January 1996. Urban Exile's web
archives have unfortunately vanished.

«Blanking» is included on Tom Sherman and Bernhard Loibner, PERSONAL HUMAN, compact disc,
ORF Kunstrodio, Vienna and Ars Electronica, Linz, @ 1997, See also http://www.kunstradio.at,
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Tom Sherman,

Ganzfeld #2,

The ordinary ping-pong
ball, cut in half, pro-
vides an even field of
white light. That's the
definition of a ganzfeld,
«an even field of white
light,» 1975.

Tom Sherman
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Alternating Currents and Ether

Two Paradigms of Radio Development
U.S. vs. Europe

Wolfgang Hagen

It is a strange circumstance that a symposium on 100 years of radio in 2007 in
Vienna causes us to remember a long-past and distant event in American history.
Ultimately, we will have to clarify what this event has to do with the history of

European radio.!

Qur starting point: two broadcasts, if they actually existed and if the term «broad-
cast» makes sense at all in this context—if, then, on Christmas Eve and New
Year’s Eve of 1906 in Brant Rock. From the east coast of Massachusetts, 150
miles south of Boston, Reginald A. Fessenden, the lone engineer, eccentric, out-
standing theorist, and equally ingenious experimenter, transmitted peaceful vio-
lin music and recorded singing to a few ships at sea. He had pre-announced the
transmission by telegraph. This he told us himself a few decades later. A few
earwilness reports, arising after another few decades, would nail the forgotten
event down more firmly.

What did Fessenden do? He transmitted clearly audible modulation with the

aid of an alternating current transmitter with amplitude modulation. It probably
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sounded like a better telephone line. Today, we would say: Fessenden used the
first longwave transmitter to transmit speech and sound on a frequency of about
one hundred kilohertz. Because it was a special transmitter that he was working
with, we also know: if anyone could do it, then only Fessenden.

His longwave transmitter, then, was simply a steam-driven machine generat-
ing alternaling current—a current generator. The frequency of its alternating cur-
rent was very high, that is, the machine rotated very quickly and was, at the same
time, extremely stable in terms of torque. The microphone that Fessenden used
modulated the strength and voltage of this alternating current. If Fessenden’s lips
had touched this device, he would have been dead on the spot. Fessenden used
an electromagnetic sine wave modulated by speech and sound. He knew what he
was doing. Epistemologically, he was pursuing a radio mechanism based funda-
mentally on the wave paradigm.

Here we must clearly distinguish the technological from the epistemological
aspect. Fessenden’s current generator, built by Ernst Alexanderson, a pupil of
Charles Steinmetz, was mechanically still extremely unstable. It could not take
more than a few hours of running at one hundred thousand rotations per minute. And
its power was weak. Broadcasting power? Maybe tweniy-five watts or a few more.

So if it was the beginning, at Brant Rock in 1906, then technologically it
was a very precarious one. Altogether it was a very civilian, partly amateurish,
thoroughly experimental event with a low range. The first test run of a little local
radio, as it were.

The very non-amateurish epistemology behind this experimentation was
alternating current. Fessenden knew precisely what he was doing, even if his
means were humble. Epistemology means «knowledge of knowledge.» The chain
of knowledge that knows something about the knowledge of alternating current
goes back seamlessly from Fessenden to Alexanderson, who built the machine for
him, to Charles Steinmetz, who supplied the theory and the necessary character-
istics of the machine, to Nikola Tesla, the great propagandist and spiritualist of
alternating current in the U.S. of the eighteen-eighties and nineties. «In almost
every step of progress in electrical engineering, as well as radio, we can trace
the spark of thought back to Nikola Tesla,»* Alexanderson later said, thus clearly

defining the context of Fessenden’s experiment.

1 Wolfgang Hagen, lecture, ORF Broadcasting 2 Quoted in Margaret Cheney and Robert Uth,
House, Vienna, January 19, 2007; see his Tesla: Master of Lightning (New York: Barnes &
essay (n this volume. Noble, 1999), p. 157.

Re-Inventing Radio

Skenovano pro studijni G&ely



Thomas Edison,

Electrocuting an Elephant,
film, 1903.

Participant sitting in

Nikola Tesla's laboratory,
publicity photograph,
Colorado Springs, CO, U.S.,
circa 1900,
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Nikola Tesla invented the induction motor and the induction generator. He
built the first practicable alternating current transformers. His patents, marketed
by Westinghouse, allowed the electrification of the U.S. by safely transporting
electricity over distances of hundreds and thousands of kilometers. For instance
from the Niagara Falls to New York. Tesla was the winner of the «Battle of Cur-
rents» in the U.S. in the eighteen-eighties and nineties, beating Thomas Alva
Edison, who strictly refused any dealings with alternating current, operating with
his direct current generators only in wealthy districts, as direct current can only
be transported without loss for a few hundred meters.

And indeed, a fierce social dispute concerning access to electricity took place
in the U.S.—and notably not in Europe—shortly before the 1900 turn of the cen-
tury, a dispute fought with images conveying the essence of electricity that are
nothing short of supernatural. Tesla put on a real show, launching loud bangs
and eerie sparks into the universe, while Edison demonized alternating current
as a deadly evil, electrocuting an elephant in public on an alternating current
platform. For only his direct current devices, only direct current was «good»
electricity. The battle for electrification was inflated with illusory images—and
with deceptive arguments and notions. For concepts such as essence, substance,
and form, that may have held good for the mechanical world of the Modern Age,
cannot be applied 1o electricity.

His whole life long, Tesla hence believed in telepathic phenomena—and not
only upon the death of his mother. He made all of his inventions by means of

imaginary inspirations.

On one occasion, ever present in my recollection, we were enjoying our-
selves in the City Park, I was reciting poetry, of which I was passionately
fond ... «Sie riickt und weicht, der Tag ist iiberlebt, Da eilt sie hin und
fordert neues Leben, Oh, dass kein Fliigel mich vom Boden hebt Ihr nach
und immer nach zu streben! Ach, zu des Geistes Fliigeln wird so leicht kein

kérperlicher Fliigel sich gesellen!»* As I spoke the last words, plunged

3 The sun retreats—the day, outlived, is o'er 4 Nikola Tesla, Lectures, Patents, Articles, sine
It hastens hence and lo! a new world is alive! loco, sine anno, p. 198,
On, that from earth no wing can lift me up to
soar And after, ever after it to strive!

Alas! To wings that lift the spirit light
No earthly wing will ever be a fellow.

(Goethe, Foust |, Faust monologue «Outside
the gate of the towns)
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in thought and marveling at the power of the poet, the idea came like a
lightning flash. In an instant I saw it all, and I drew with a stick on the
sand the diagrams which were illustrated in my fundamental patents of
May, 1888.*

The outcome (supposedly): the most important of the numerous induction mo-
tor patents held by Tesla, with which he secured his lifelong wealth, sporting
new suits, spats, and shoes everyday and enjoying lifelong residence in the best
hotels. The history of radio in the U.S. is epistemologically founded upon the al-
ternating current wave from the context of Nikola Tesla. It is multiply overloaded
with the specter and madness of a psychotic inventor, who delivered largely prac-
ticable, detailed blueprints for his dynamos, circuits, and motors, the origins of
which, however, are shrouded in the dark mystery of visions, delusions, and tele-
pathic phenomena. What Tesla describes in these crazed visions is the un-place
of electricity. It simply cannot be described with the means of modern science.
The following words stem from Heinrich Hertz himself: «We form for our-
selves images or symbols of external objects; and the form which we give them

is such that the necessary consequents of the images in thought are always the
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images of the necessary consequents in nature of the things pictured. In order
that this requirement may be satisfied, there must be a certain conformity be-
tween nature and our thought.»? Electricity can only be «represented» in the four
Maxwellian equations. They describe with mathematical precision the interrela-
tionship between electric and magnetic vectors in four-dimensional space.

In all other respects, electricity eludes any ontological definition. At best, we
can find correspondences between images and follow-up images of images. The
fact that classical metaphysics is overtaxed in terms of model theory when facing
the problem of electricity is what resounds in Tesla’s delusions but also paves the

way for building innovative electricity machines.

The fact that radio history is not just radio history—and American radio history
is certainly not European—is illustrated by the example of Hans Bredow. Not
that he failed to notice Fessenden. All of these very young radio pioneers around
the globe were watching each other very closely. In his memoirs Im Banne der
Atherwellen from the nineteen-fifties, Bredow could not help but declare Fes-
senden as the first person to make radio with high-frequency generators because
he was able to modulate undamped vibrations. The go-getting young gentlemen
from Telefunken were only too familiar with Fessenden's American patents.
Bredow hastens to add that a certain Professor Goldschmidt in 1911 and Count
Arco from Telefunken in 1912 had done it better and more effectively. The old
father of German radio from 1923, slave-driven and deprived of power by the
Nazis, but as loyal to the Emperor as ever, wrote this as late as 1954. Right down
to his choice of words, he repeats in detail what he had already written as editor
in his Telefunken newspaper back in 1910.¢

The young Telefunken boss Bredow, the later-to-be radio founder of the Wei-
mar Republic, was forced to deal with Fessenden for the simple reason that his
was an inexpensive and simple system, weak in range but of high electroacoustic

quality. Telefunken was forced to copy Fessenden’s patents because the company

5 Heinrich Hertz, Die Prinzipien der Mechanik 6 Hans Bredow, Im Bonne der Atherwellen, vol. 1,
in neuem Zusommenhange dorgestellt: Drei Daseinskampf des Deutschen Funks (Stultgart:
Beitrdge (1894 repr., Thun et al.: Deutsch, Mundus Verlag, 1954), pp. 267-68.

1996), p.67. 7 Telefunken-Zeitung 1, no. 6 (1911}, p. 81.

8 Bredow 1954 (see note 6), p. 200.
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had been wanting to get in on the exploding colonial world markets of electric
wireless telegraphy since the first decade of the twentieth century. Fessenden,
the technologically so dangerous rival, had to remain a footnote. As of 1911, ev-
ery two months the Telefunken-Zeitung, with director Bredow as editor in chief,
would above all praise the company’s own sales in Asia, Africa, Latin America,
China, and the South Pacific.

German colonialism was, even then, for Bredow simply a question of domi-
nating the ether. At the last international radio conference before World War I,
in London in June 1913, Telefunken handed out a paper in which it read: «Of
the approximately 3000 radio stations in operation [around the world], some
459 use the German system, while all the other systems, Marconi, de Forest,
Fessenden, ... Rochefort, Poulsen, etc. divide up into the remaining 55 %.»" And
he adds in his memoirs of 1954: «One could thus have claimed, without any ar-
rogance, that German radio had taken the lead before World War I and won an
international standing.»®

As early as 1906, radio had become a colonial instrument of power both in
Imperial Germany and Victorian England. If the discourse of «postcolonial stud-

ies» were more conclusive in terms of media analysis, we could leave it at this

Telefunken Wireless
Transmission Station,
1906.

Walfgang Hagen
Alternating Currents and Ether
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diagnosis. The European dispositives of early radio development were aggres-
sively militaristic and colonialistic, while the American ones proved amateurish
and overloaded with the paradigm of alternating current as energy and salvation
for humankind/civilization/nation. Bredow, Marconi, Telefunken, and all the other
European «electricians» were not concerned with transmitting music and speech
but rather with imperialist control of the command codes of power, military logis-
tics, and trade information, that is, technologically speaking: with telegraphy.
When, likewise in 1906, one somewhat eccentric but ingenious engineer at
Telefunken by the name of Wilhelm Max Schloehmilch began to experiment with
and talk about wireless telephony—even demonstrating transmission of Caruso
records to the Emperor—he was sharply reprimanded by Telefunken boss Arco to
refrain from this fooling around. His equipment ended up in a museum just three
years later, where it can still be viewed today.

Ever since Marconi had demonstrated it to European engineers in 1897, al-
though he himself did not understand enough of it technically, all wireless sys-
tems in Europe were geared to achieving extreme ranges. Again, postcolonial
discourses would find much food for thought in the Telefunken newspaper as of
1910. Every issue outdid the previous one in the ecstatic hysteria of ranges. To
transmit from Nauen to German South West Africa, that is victory. Technologi-
cally, this was only possible with gigantic spark transmitters, exploding out into
East Havelland with sparks as thick as a man’s arm and deafening bangs at the
transmitter site. It would not have been possible to secure the majority of radio on
merchant ships with high-frequency alternators & la Alexanderson or Fessenden.
That would not have made the radio operators trained by Telefunken proud. And
Bredow was sitting in the middle.

But in questions of media, to take a postcolonial perspective is to take the
easy way out. It both overrates and underestimates colonialism prior to 1914.
The European radio dispositive is the spark, but not (only) because its oscillation
generates electromagnetic waves that reach as far as the South Pacific.

Rather, the radio spark is connected with a complex epistemology that, if
at all, has a structural relationship to colonialism. The radio spark, you see, is

based upon ether. To the extent that nothing more omnipotent than ether existed

9 Adolf Slaby, Entdeckungsfahrten in den
elektrischen Ozean: Gemeinverstandliche
Vortrige, 5th ed. (Berlin: Simion, 1911),
p.118.

Re-Inventing Radic

Skenovano pro studijni ucely



in pre-1900 physics that can be caused to tremble by electric sparks, we may
concede that ether was congruent with colonialism.

«If we cause any kind of electric vibration, it creates a wave motion in the sea
of ether surrounding us,»® writes Adolf Slaby in his Voyages of Discovery into the
Electric Ocean of 1911. Ether and the spark that causes it to move is the para-
digm of European radio epistemology. It is not necessary to cite Heinrich Hertz in
order to illustrate the epistemological dimension of ether in modern-day physies.
Herlz was certain that the sparks in his laboratory in Karlsruhe at Christmastime
in 1887 caused a displacement motion in the ether. As early as the start of the
nineteenth century, Fresnel and Young had indisputably demonstrated the wave
structure of light, thus proving that light must swim in the ether in some way. In
1883, the «Michelson-Morley experiment» had been expected to prove ethereal
drift of the earth through ether, but failed. Yet at first this «dead end» did not
cause any European scientists to doubt the existence of ether. William Thomson,
alias Lord Kelvin, the leading mind in Europe, had, after all, already determined
the specific weight of ether, and his widely accepted atomic model consisted in
eddy structures of ether as the state of matter. By means of his experiment, Hertz
had thus simply confirmed this epistemic figure of ether once again, thus under-
scoring the irrefutability of its existence once more.

The physical properties of ether must have seemed almost crazy. It had to be
a totally transparent substance, finer than any structure as yet known, all-pervad-
ing and invisible. At the same time, however, it had to transport transverse oscil-
lations—oscillations that are transverse to the direction of their propagation. For
it was shown that light is such a transverse oscillation. However, such oscillations
are transported only in the very hardest of bodies, for instance in diamond or
special steel alloys. Invisible and yet as hard as diamond? Reading the contem-
porary descriptions of ether from the nineteenth century, here again the depth of
contradiction of a crazed discourse is no far stretch (from today’s point of view).
For the classical Newtonian mechanics of celestial bodies, this substance was
obsolete. Planetary orbits need no ethereal substance to be explained. But the
deeper the Modern Age penetrated electricity, leading to Hertz’s proof of electro-
magnetic radio waves in 1887, the more this went to confirm a figure of madness
that the concretion of ether was increasingly growing to be after 1890.

Electricity and the media it engendered have one thing in common: both

generate illusory images that are the effect of going beyond understanding. After

Weolfgang Hagen
Alternating Currents and Ether
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all, you do not have to understand electricity to use it. Tesla may have had de-
lusions, but in the end his motors were effective enough to allow Fessenden to
transmit radio. Hertz had to consider the existence of ether proven by his experi-
ments, but his sparking dipoles were effective enough 1o bring Telefunken impe-
rial business until as late as 1914,

Media need not be understood to be used. This is both their degree of free-
dom and their bane. But even one hundred years after Brant Rock, nothing has

changed.

Lecture presented at the conference 100 Years of Radic - The Return of Wireless Imagination,
ORF Broadcasting House, Vienna, a collaboration between Kunstrodio and the Ludwig Boltzmann
Institute Media.Art.Research. The conference was part of Vienna Art's Birthday Celebrations,
January 17-189, 2007.
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Transmission Culture

Brandon LaBelle

There will come a time when in our individualistic
harmonious state all work will consist of
thinking and crystallizing thought into sound or
directionable spheres which will set in motion
machinery or controlled fourth dimensional
design.?

— Buckminster Fuller

The radio transmission conducted atop the Eiffel Tower in July 1913 not only
made possible the standardization of time for the Western nations, it also radi-
cally transformed, and set the stage for, an architectural object: the Tower as a
symbolic expression of modern engineering now turned into an electrified point
from which electro-commuinications is thrown.? The vertical tower, in reaching
for the heavens, now in turn radiates horizontally, reaching out in all directions
to make connection, to signal and transform the landscape from a visible field to
an invisible network. The standardization of time not only sets the clock accord-
ing to a rhythm of production and consumption but also extends poignantly the
relation of such rhythm to the dynamism of communications.

Turning the Eiffel Tower into a transmission tower inaugurates a new form of
architecture, one imbued with a sense of complexity, for transmission must be
understood to both fuel the potentiality of global communications while infus-
ing this with a degree of monstrous imagination. Already, the Eiffel Tower in its
moment of construction in the eighteen-eighties signaled the total upheaval of
the urban skyline by its radical implementation of cast-iron framing developed
for bridge and factory design. As Sigfried Giedion observes, «Viewed from the

standpoint of construction, the whole tower is an adaptation of the lofty supports
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of iron bridges, increased to cosmic dimensions.»* Such cosmic dimensions take
on greater promise with the capping of the Tower with transmitting antennas.
The construction of steel frame towers for radio transmission took greater
hold in the nineteen-twenties, with the construction of the Berlin Radio Tower
in 1926. Standing 150 meters, the Berlin Tower consists of four corner sup-
port structures that sweep upward, gentling tapering to the top. As Moholy-
Nagy’s montaged photograph of the Tower suggests, the jointed tapestry of
metal framework is embraced as an expression of man’s technological rationality.
Such rationality in turn equates with a spiritual mythos according to Kandinsky,
interweaving geometry and abstraction with the poetics of the soul.* Science and
technology were integrated into an overarching project of the imagination, turn-
ing the extravagances of artistic expression into forms of idiosyneratic engineer-
ing: from the synaesthetic to the occult to the pataphysical, modernism is replete
with instances of applying rational thought to the fringes of cultural production,
incorporating the technological as both social and utopian project as well as
harbinger of a new sensorial organization, which, in the hands of artists and
dictators alike, turns transmission into the cornerstone of the new Nation. While
modernism’s techno-spiritualism spawned fantasies of universal languages, a
metaphysics transcending the globe in the potential of connection, it in turn
found balance with the practicalities and entertainment possibilities of reach-
ing the masses, as witnessed with the broadcast of the first regular television
programming in the world beginning in 1935 from the Berlin Tower® Notions of
synaesthetic plenitude, and the inner resonance of spiritual bodies, which for
other modernists, such as Velimir Khlebnikov, find further potential in the prom-

ise of mass transmissions, are counterbalanced by an appeal to the quotidian,

1 Buckminster Fuller, Your Private Sky: R. 4+ In Kandinsky's publications, Concerning the
Buckminster Fuller (Baden: Lars Miiller Spiritual in Art and Point and Line to Plane,
Publishers, 1999), p. 106. the artist theorizes the relation of sensation

2 The event was decided upon at the Interna- and abstraction to questions of inner experi-
tional Conference on Time held in 1912, ence, devising synaesthetic correspondences,
establishing the need to «rationalize public for instance, yellow corresponds to the sound
time.» The Eiffel Tower had been used for radio of middle C on the piano.
transmission beginning in 1903. See Stephen 5 The Eiffel Tower also served as an experimen-
Kern, The Cultures of Time and Space, 1880- tal TV transmitter in 1935, broadcasting on
1918 (1983; repr., Cambridge, MA: Harvard shortwave, marking the beginning of European
University Press, 2003). television broadcasting.

3 Sigfried Giedion, Space, Time, and Architec 6 The Tower is soon to be made obsolete with the
ture (Cambridge, MA: Harvard University Press, development of the new Tokyo Tower to be
1997), p. 281. completed in 2011, which will stand as the tall-

est structure in the world measuring 610
meters high.
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in which news reports, radio dramas, and commercials address the average citi-
zen. The potentiality of transmission is thus placed on an uneven ground where
state control, information and entertainment, and the fantasies that govern both
avant-garde ulopias as well as the imagination of television producers converse.
In Japan, such conversations find articulation with the construction of the Tokyo
Television Tower in 1958. As a symbol of the new Japan arising out of its long
defeal following World War 11, the Tower meant to express the country’s ascen-
dancy as a global power and openly drew upon the Eiffel Tower as a model for its
design. Measuring thirteen meters taller than the Eiffel Tower, the Tokyo Tower is
constructed from an iron frame reaching 333 meters high and has served as an
important transmitting relay.® The symbolic importance of the Tower can be fur-
ther understood in relation to the tensions embedded within transmission: while
seeking to signify the nation’s future promise, the Tower was regularly featured as
the site for fantasies of destruction in Japanese films, with the likes of Godzilla
smashing it to pieces in the various films made throughout the sixties.
Transmission towers thus become galvanizing rods around which intersecting
perspectives converge, bringing together the belief in the power of transmission

to spawn new forms and structures of being—democratic, spiritual, fantastic—

TV Tower,
Tokyo, Japan, 2006.
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while offering new forms of capital gain to the forces of commercialism and mili-
tary might.” As architectural forms, they are suggestive of new possibilities for
inhabitation and urban connection based on the atmospheric and the connective,
and at the same time, they come to burden the spaces of living with the weight
of their messages. To transmit thus is an ideological wager upon which gain and
loss are measured according to technology and its ultimate use and application.
It is around transmission towers that [ want to locate a cultural momentum toward
the medial that drives architectural, electronic, and urban avant-garde projects
throughout the modern period. Such projects may be understood from this van-
tage point to collapse back onto the otherwise banal transmitting tower, haunting
or supplementing the infrastructures of communications from within.
Towers

Electrical Imagination

«The interpenetration of continuously changing viewpoints creates, in the eyes
of the moving spectator, a glimpse into four-dimensional experience.»® Giedion’s
whimsical descriptions of the Eiffel Tower resound equally with the advent of ra-
dio communications, which were to amplify the «interpenetration of viewpoints»
and realize a bolder glimpse onto four dimensions through live media. While
these steel frame constructions exemplify the very move of transmission itself
by architecturally appearing as light, structural, and without interior—the steel
frames are pure form, seemingly immaterial and lightweight, reaching from the
earth out into the sky—the use of concrete in the fabrication of transmission tow-
ers signifies a centralized core.®” Concrete lransmitting towers, initially appearing
throughout Europe beginning in 1953 (with the Southern German Radio [SDR]

Stuttgart Television Tower), allow not only for aesthetic benefits but for struc-

7 One might add the promise in acting as a 10 By the nineteen-eighties, there were roughly
tourist attraction, which both the Eiffel Tower 180 transmission towers spanning the West
and the Tokyo Tower have served radically, with German countryside. See Erwin Heinle and
each receiving well over a million visitors each Fritz Leonhardt, Towers: A Historical Survey
year. (London: Butterworth Architecture, 1989),

8 Giedion 1997 (see note 3), p. 284, p.227.

9 Steel frame towers appear more widely along 11 Jonathan Sterne, The Audible Past (Durham:
highways, as local broadcasting stations, Duke University Press, 2002), pp. 15354,

and as the carrier of electrical and telephone
cabling, cutting through the landscape, as
connecting and relaying towers, appearing less
now as architectural and governmental symbols
than concrete towers.
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tural ones, for concrete is ultimately more resistant to wind change, reducing the
level of transmission interference by minimizing the vacillation of its antennas at
such heights. In addition, concrete profoundly reduces the amount of vibration
through muffling, to which steel frames are particularly susceptible.'®

The vertical apparatus of the transmission antennas finds earlier expression
in telephone and telegraphic poles that draped across the United States begin-
ning in the mid-nineteenth century. With the advent of electric telegraphy in
1837, and Morse Code (invented by Samuel Morse) in the same year, the ability
to transmit messages began to fragment the landscape both by its infrastructural
forms as well as the corresponding medium of electrical current. The first electri-
cal telegraph line was developed in 1844 using thirty-foot wooden poles, follow-
ing railroad lines and roads that would come to dominate the American landscape
by the turn of the twentieth century. The design and appearance of these forms
came to embody the invisible, magical, and ghoulish medium of electricity and its
ability to carry information, to connect by traveling great distances according to
a speed beyond human capability. «Sound telegraphy does not reproduce sound
so much as link it, enmesh it in a relation of correspondences, and organize it

according to the logic of an indexical code—a particular kind of signification.»"

Eiffel Tower,
Paris, France, 2007,
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Marking the development of sound telegraphy—the deciphering of Morse Code
not by its visual marks as in early telegraphy, but by the sound of the mechanism
driven by electrical current from the sender—Sterne emphasizes how sound was
to become a new kind of syntax, a form of communicative code by which listening
would act as a new sensory technique. Such technique, and its related mecha-
nism of the telegraphic machine, has its counterpart in the transmitting towers
and electrical cabling physically linking sender and receiver in an elaborate
network that would become an expansive infrastructure for nation building. Thus,
sound’s signification in turn is further iterated not solely in the mechanics of the
telegraphic machine, the point of reception, but in the expansive infrastructure of
transmitting and relaying poles and towers that would come to speckle the land-
scape and dominate the skyline. The tower made manifest the currents racing
across distance, making tangible, alongside the clatter of the machine, the trans-
mutation of code. With the advent of radio after 1899, both the infrastructure of
the new nation, and its auditory habits and cultures, would intensify as wireless
tower transmission, would lead to constructions with higher and higher antennas
in order to reach more distant points. Property value, information access, visual
beauty, and national borders would all come to synthesize into a complex knot
of social, economic, and political intensity, leading to legislation on all these is-
sues, as well as the very construction of the towers.

The transmitting tower formally echoes an entire mythology surrounding obe-
lisks, monoliths, pyramids, ziggurats, steeples, minarets, and defense towers that
historically come to embody forms of power and magic. As a formal language, the
tower expresses an ongoing relation of earth and heaven, operating to channel
correspondence and communication, between man and god, between church and
society, and between enemies, demarcating time and space while monumental-
izing historical events. It in turn comes to symbolize, as we have seen with the Ei-
ffel and Tokyo Towers, the nation as an identifiable force, enigmatic by being both
physically exact as well as by projecting a sense of omniscience: the tower both
draws in and projects out the spirit of a nation. In its most audacious, the trans-
mission tower continues this legacy by literalizing this connective image, linking

the force of physical engineering with communicational media. One might look

12 Originally standing in its place was the Royal
Palace, which was Initially damaged during the
war and demolished in 1852,
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toward the Berlin TV Tower located in Alexanderplatz to recognize this interplay.
Constructed between 1965 and 1969 after extensive debate throughout the fifties,
the TV Tower aimed to facilitate two functions, namely, to provide necessary
transmission capabilities to East Berlin as well as to act as a symbol for the com-
munist GDR.'? While the GDR struggled to locate the necessary funds throughout
the fifties for such projects, in 1964 Walter Ulbricht, the party leader, was per-
suaded to combine the two projects, inspired by the city proposal by Hermann
Henselmann from 1957 which located the TV Tower in the heart of the city (a rare
gesture in European cities). When finally opened in 1969, the Berlin TV Tower
succeeded in providing television programming to East Berlin, combating the
heavily watched West German television stations as well as boldly marking the
city as a living monument to the communist state.

The transmission tower in turn is generative of methods of sabotage, espio-
nage, spying, and other fringe techniques that supplant or supplement the nation
with medial transgression, turning the national symbol into an ideological and
military weapon. For transmission towers are also receiving towers, enabling na-
tions to monitor each other’s broadcasts and communications, forcing the very

codes of which Sterne speaks to implement more and more covert script, forcing

TV Tower,
Berlin, Germany, 2008.
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the ear into new positions of listening. Electrifying visions of other worlds, turn-
ing up the volume on the interchange between earth and the sky, charging the
medium of air with a radical ambiguity, the transmission tower may in turn bring
us back to Kandinsky’s inner, spiritual resonance. Fuelling the imagination with
new horizons of possibility and communication, the transmission tower sets the
scene for alien communications, utopian fantasy, an interlinking of minds, and a
general unease and paranoia as to what may come speeding through the radio, the
phone lines, the television, to locate itself within the home. Thus, transmission
towers vacillate within the imagination by lending support to the very fantasy of
communicational technology: to extend the limits of the body, whether individual
or political, social or aesthetic. _

Fitted with disk platforms, directional and mirror antennas, and aerials for
wireless and television transmission, transmission towers come to symbolize a
kind of oscillation between the power of state control and the potentiality of
personalized expression, which may be said to reside at the very heart of radio
and other broadcast media. «Transmission towers are tangible manifestations of
our immersion in this cosmos of communication.»'®* As Bertomen suggests, our
«immersion» takes the condition of a cosmic experience, accentuating the field
of radio—radio not strictly as content, but as the very medium of radio waves or
electromagnetism—as intrinsically other, and beyond total comprehension. For
Bertomen, such cosmic depiction subsequently undoes the ability to fully appre-
hend from a single perspective a field of knowledge, replacing the authoritarian
panopticon with a vision of fragmented and multiple points in a leveled field of
exchange. As she continues: «In the dispersed electromagnetic medium, this sin-
gular glance of authority has been fragmented, democratized by the multitudes
that now participate in its formation. The radio network might be considered the
physical heir to the workings of the moral consciousness.»'*

Radio thus comes to embody the very possibility of sharing beyond the par-
ticularities of nation states, governmental offices, and it does so partially by
formalizing such networks through the spindly appearance of the transmission
tower. For «[t]ransmission towers and the network of communications they sup-

port are paradigmatic of a distinctively new conception of the world, one that also

13 Michele Bertomen, Transmission Towers: On 14 |bid., p.52.
the Long Isfand Expressway — A Study of 15 lbid., p.60.
the Language of Form (New York: Princeton 16 Ibid., p.61.

Architetural Press, 1991), p. 9.
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demands new strategies for perception.»'®* While Bertomen locates this radical
alteration away from a single perspective or apex of knowledge, governed by
an architecture of tangibility and visibility, in turn such perspective falls short
in recognizing to what degree such a communications network—of towers and
their ultimate transmission—is fully regulated by an infrastructure of control
and policy: what information can be transmitted and who has access become
questions that undermine the belief that «modern transmission towers suggest
an antithesis to the understanding of knowledge as an immediately comprehen-
sible overview in favor of one in which all points in the system provide equal
and compatible points of access and comprehension.»!® This is nowhere more
poignantly glimpsed than in the mounting of personal transmission devices for
the broadcast of illegal signals. To erect one’s own transmitter not only necessar-
ily infringes upon the landscape of existing towers, it in turn trespasses on the
territorial field of frequency and related law. Transmission towers in themselves,
as a language of form, may indeed point toward an upheaval in the paradigmatic
base for the apprehension and understanding of knowledge, but it equally does
so by implementing new forms of control. As Deleuze has so eloquently sought to

highlight, the technological future of democratized media (which identifies also

Iranton Radio Tower,
transmission tower for
an AM/FM radio station,
lronton, OH, U.S.,
2008,
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a kind of secret passage from a «society of enclosure» to a «society of control»)
only brings forth more striet and stealth mechanisms for maintaining and polic-
ing what may pass through such media.'” According to Deleuze, it would be the
very appearance of freedom suggested by transmission towers, and their related
network of connective and decentralized power, that would warrant a more thor-
ough identification and understanding of the underlining structures or «codes»

controlling this appearance.

The Atmospheres of Urbanism

Situationism and the Promise of Ambience
In following the development of transmission and related infrastructures of towers
and networks, I've been interested to identify a cultural perspective surrounding
notions of freedom and progress, communications and policy, generated by the
aerial imagination. It is my view that such imagination is both sparked by as well
as initiating of technological fantasies and products, fusing cultural visions 1o
scientific research while fuelling such research with degrees of potentiality. How
might transmission towers, as quotidian objects, reveal a kind of material history
of transmission culture?

The development of urbanism following the Second World War not only led to
programmatic shifts in understandings of architecture, exemplified in the CIAM
group initially established in 1928; it in turn fused architecture with a larger set
of coordinates, ultimately leading to embattled arguments as to the social and
connective effects of space itself. While architects such as Le Corbusier sought
to find suitable form for the new city by dealing up cubic volumes, a combina-
tion of vertical towers with open green spaces, the potentiality opened up by the
advent of new electromagnetic communications and technologies of transmis-
sion radically broke apart the conventional understanding of space as based on
cubic volume. The formal and material play of Le Corbusier, while aiming for
the transformation of European cities, nonetheless remained extremely conser-
vative alongside subsequent architectural manifestos and movements following
the war. Exemplified in groups such as the Situationist International, Team 10,

and the later Metabolists, questions of urbanism, architecture, and space be-

17 Gilies Deleuze, «Postscriot on the Societies of
Control,» October 59 (Winter 19932), pp.3-7.
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come infused with the further implementation of electrical ecircuits, networked
technologies, communicational structures, and the potentiality of the immaterial
and the unfixed so characteristic of radio broadcast. While Le Corbusier and
the related CIAM group focused largely on built forms, traditionally gravitating
around the image and notion of the home, the situationists and related Team 10
members found more inspiration from questions of social space and its related
languages and systems. To move to such questioning entailed a more thorough
glimpse onto the structures and infrastructures of city life, from transportation
networks to mobile supports. A number of elements align themselves within this
perspective, notably the automobile, which was 1o become an object of continual
inspiration (and disgust), leading to projects such as David Greene’s Living Pod
(1965) and Ron Herron’s related Walking City (1964), which overlays vehicular
design with urban planning: the city as a continual shifting of bodies and build-
ings, fused in a mobile system. In addition, we might add the increasingly pres-
ent image of the transmission tower and its related antennas, relay stations, and
networks of cabling, circuitry, and transformers thal increasingly intersect with
buildings and their related landscapes throughout the modern period. For these
came to truly embody and make tangible the new frontier of urban experience: in
contrast to architecture as an object located in a fixed landscape, functioning as
part of a larger governmental and bureaucratic office of planning, the functional,
de-aestheticized, proto-proletariat objects of the steel frame tower harnessed all
the romantic fantasies of libidinal desire, the flows and slippages of unconscious
projection, and the continual upheaval of city life, exemplified in the situa-
tionist’s theory of psychogeography. Psychogeography was to come to express an
interpenetrating of subjective rhythms and fevers with an objective study of the
urban landscape; it recognized the two as interlocked phenomena, whereby the
self’s interior presence was both determined by and determining of the external
space of existence. The city itself was to be seen as a living form truly embody-
ing this dynamic. By nature, the city is a controlled and structured territory,
objectified by the material aspeets of its continual construction and decay, while
at the very same time receiving and conducting a heightened sense of embodied
flow, rhythm, and social interaction, fuelling the imagination with mobility, en-
ergy, and the sensualily of a continually modulating and fleeting exchange in and
amongst others. As a practice, psychogeography took the form of drifts through

the city (dérive) as a means of unraveling the script of bourgeois life and infusing
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time with degrees of play and ambiguity. «Drift therefore became a transgres-
sion of the alienated world,»'® allowing the appropriation of existing systems and
official structures for the pleasures of the experiential.

By and large the city represented and offered itself as a magnetized, energetic
field by which new behaviors and new architectures would meet. What this new
architecture would be found its operative language through the notion of «the
atmospheric.» That psychogeographic drifts and encounters sought out particu-
lar regions of a city, highlighting the ruinous, the local, the informal, against the
terrain of the bureaucratic, it did so according to an inexact science, following
intuitive sensations and modes of feeling that often relied upon a sense of the
atmospheric or the ambient (as well as the drunken): the atmospheric is more
an overall condition determined not solely by architecture or specific material-
ity, but by the organization and modality by which space is occurring. As Gernot
Bohme suggests, «Atmospheres stand between subjects and objects ... their great
value lies exactly in this in-betweeness.»'® The atmospheric thus interrupts as
well as complements and completes architecture, and importantly urban experi-
ence, by filling in: where architecture and urbanism fall short, atmospheres lend
dynamic support.

All such instances, of atmospheres and psychogeographies, find ultimate ex-
pression in architectural and urban proposals, such as Constant’s well-known
New Babylon project begun in 1958, which was an elaborate city plan consisting
of sectors determined by mood and ambience. Yet the New Babylon finds early
iteration in Constant’s drawings and diagrams related to playground designs he
was developing (alongside Aldo van Eyck) in the Netherlands in the mid-fifties,
which consist of labyrinths and ladders, all networked together to form a maze
of intersecting lines, arcs, and trajectories. These weave together to suggest a
spatial structure that is more half-object than architectural form, for none of it
adds up to a completed depiction, rather they seem to define a set of parameters

by which individual movement and activity may take place. That is, they are

18 Simon Sadler, The Situationist City (Cambridge, 21 Mark Wigley, Constant's New Babylon: The
MA: MIT Press, 1998), p.94. Hyper-Architecture of Desire (Rotterdam: Witte
19 Gernot Bohme, «Acoustic Atmospheres,» de With and 010 Publishers, 1999}, p.18.
Soundscape Journal 1, no.1 (Spring 2000), 22 Libero Andreotti, sArchitecture and Play,» in
p.15. Guy Debord and the Situationist International,
20 See Yona Friedman, Towards a Scientific ed. Tim McDonough (Cambridge, MA: MiT Press,
Architecture (Cambridge, MA: MIT Press, 1975). 2004), p. 226.
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inherently «in-between» form and function. The playground is conducive in this
regard, not only for being organized around play, but also by operating more as
skeletal architecture recalling the steel frames of transmission towers. Thus, for
Constant and his visions for a new urbanism (termed «unitary urbanism»), the
city was but a network sewn together by a series of girders, ladders, and potential
movements, that itself came to articulate, through a formal language, the real-
ity of broadcast media and its related architecture. The cily was but a medium
for the networking of desire and its related play, and the means to amplify such
elements was to make the city, as Yona Friedman terms, an «extensive infrastruc-
ture» open to adjustment and readjustment.*®

Echoed in turn in the psychogeographic maps produced by Constant and
others, notably Guy Debord and Asger Jorn, the cutting up and montaging of the
geographic resulted in nodes and connective lines, splotches of ambiguous ter-
rain alongside tense vectors, where «parts of the city that lack atmospheric inten-
sily are simply removed» and «zones of intense ambience float free on the blank
page, linked only by unidirectional red arrows that define flows of attraction.»*!
As Wigley’s description of Debord and Jorn’s Naked City (1957) publication out-
lines, the psychogeographic map was a redrawing of the city of Paris according
to a circulation of ambient presence. Such an image is suggestive of transmitted
and radial media, which was to be put to use in a proposed situationist exhibition
for the Stedelijk Museum in Amsterdam for the fall of 1959, during which time
participants were to roam the city over the course of three days communicating
through radio transmission.?* The Museum was to act as a kind of hub around
which vectors and drifts would be inserted into the city by the force of attraction
and repulsion, a kind of primary magnetism by which urban space and embodied
experience would converse, and the street would come alive as avenues of com-
munication, embodied and transmitted.

Constant’s development of The Ambient City finds early influence during his
meetings with the sculptors Steven Gilbert (an earlier member of the Cobra group,
along with Constant) and Nicolas Schioffer between 1953 and 1956, whose ideas
on the future city are radically suggestive of what would later become the New
Babylon project. Schéffer’s early sculptural works consisted of steel frames and
supports enlivened by the incorporation of kinetic movement, sound, and light
projections, expressing his theories of «spatiodynamism» that began to surface in

1948. The use of steel frames for Schéffer provide an optimal structure by being
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«transparent» and «airy, penetrable from all sides.»?® Transparent and airy, they
in turn function to support the application and amplification of temporal media,
such as light and sound, or what he calls «radiation.» Without limit, the work’s
radiation thus becomes the real effect.

These sculptural works he presented to Constant, whom he invited (along
with Gilbert) to collaborate on a large-scale project, which turned into a mani-
festo titled «Neo-Vision» in an attempt to establish a concentrated forum on the
intersection of art and architecture informed by new thoughts on communications
and related technologies. Following these discussions and meetings, a collabora-
tive team was formed for the making of a large-scale sculpture to be exhibited as
part of the International Building and Public Works Exhibition in Paris in 1956.
Consisting of Schiffer, the architect Claude Parent (who was to later collaborate
with Paul Virilio in the Architecture Principe group), composer Pierre Henry
(whom Schéffer would continue to work with throughout his career), engineer
Jacques Bureau, and with art critic Guy Habasque,?* the Spatiodynamic Tow-
er project echoed Schéffer’s earlier sculptures, particularly his Spatiodynamic
City—a construction depicting a networked city consisting of long, translucent
volumes accommodating a variety of functions, transportation arteries with he-
licopters roaming the skies and cars traveling underneath, all stitched together
by an elaborate system of communications and structural supports allowing the
city to grow, and even become mobile. The new Tower work appeared as a series
of steel frames suggestive of ladders, playground objects, and transmission tow-
ers suspended with light beams, sound systems, mirrors, and motorized sections,
all of which were to suggest potential forms to a new vision of urbanism. As Guy
Habasque wrote, «The possibility of animating space in an entirely new way is
indeed coupled with the introduction of a temporal element which had never

been taken into account in the conception of a work of art.»23

23 Nicolas Schoffer, «Definition of Spatiody animated through the movements of mirror
namism» in Micolas Schéffer (Neuchatel: plates and sound, would come to move in space
Editions du Griffon, 1963), p. 20. according to input from the environment, This

24 The project was aided with the involvement of was premiered at the Sarah Bernhardt Theater

the Phillips Company, who built the electronic

brain, which would power the work.

Guy Habasque, «From Space to Time,» in

Schoffer 1963 (see note 23), p.12. It is worth 26
noting that Schoffer also envisioned practical

uses for the Tower, significantly radio trans- 27
mission and radar. Later, Schéffer would

ultimately build the first cybernetic sculpture,

CYSP 1 (19586), which, in addition to being

in Paris along with dancers and later, on top of
Le Corbusier's Unite d'Habitation in Marseilles,
as part of the avant-garde art festival, 1956.
See Henri Lefebvre, The Production of Space
(Oxford: Blackwell, 2000).

Steen Eiler Rasmussen, Experiencing Architec-
ture {Cambridge, MA: MIT Press, 1980), p. 33.
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Schiffer’s work was to become an integral part of what would become Cy-
bernetic Art, by providing an early model of not only how technology might be
utilized in sculptural form, but how sculptural form might become suggestive of
a future built upon an integration of man and technology: the plastic arts were to
become spatialized and dynamic according to the promise and urgency of atmo-
spheres and networks, systems and their organization—communicational bonds
that must be understood to remodel how cilies are imagined and built. In this
regard, Schéffer’s work runs parallel to the ongoing critique of modern architec-
ture, and can be further summarized in the work of Henri Lefebvre.?® According
to Lefebvre, urban planning had succumbed to a belief in opticality by relying
upon the «visible» and «readable.» As a consequence, visions of the urban future
were complicit with a mode of production that overwhelmed and overshadowed
what Lefebvre termed the «tactile» and the experiential—opticality leads to an
understanding of space as inherently «abstract,» thereby alienating everyday life
from the very spaces of its occurrence. As Steen Eiler Rasmussen in turn pro-
claims, «It is not enough to see architecture; you must experience it. You musl
dwell in its rooms, feel how they close about you, observe how you are naturally

led from one to the other. You must be aware of the textural effects ...»*” The tac-
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tile is sympathetic to what the situationists termed «the atmospheric,» for both
seek to undo the reign of opticality in city planning, inserting in contrast a belief
that individual experience within space occurs through a dynamic and sensual
relation to materiality that goes well beyond the apprehension of sight and the
production of space as spectacle. The embrace of moods, atmospheres, and ambi-
ences leads to the use and implementation of electronic media, transmission, and
live circuits, turning space into a temporal medium sensitive and sympathetic
to the fevers of real presence. To refuse the abstraction of city space, and the
subsequent notion of the «spectacle,» the street was to become a live wire for
the passing and exchange of ongoing play and imagination. «The only authentic
communication is the one presenting itself from the outset as a form of common
action, of everyday life collectively reinvented, in an immediacy.dispensing with
all representation ...»*® In this regard, Schéffer’s Tour Spatiodynamique Cyberné-
tique, exhibited in 1961 in Ligége, may similarly express such themes by building
a transmission tower not only for broadcast but for the self-generative organiza-
tion of a feedback system: transmission towers, in representing mass media, were
stitched into the new cybernetic city, where mass media was an interactive tool
for the promotion of new sensations and exchanges. Consisting of a fifty-two-
meter, orthogonal steel tower fitted with thirty-three rotating axes, driven by mo-
tors to put into motion sixty-four mirror plates as well as polished steel blades
that reflect and refract light into a medley of projections and reflections, the Liége
Tower became a living system. In addition, the Tower was fitted with microphones
and other sensing devices, which responded to the environment, feeding the elec-
trical brain of the Tower with information that in turn structures and influences
its movements. Such cybernetic workings suggest methods for the production of
atmospheres and situations that Constant’s New Babylon proposes in model form.
Feedback systems, informational links, and communicational networks thus have
at their core a belief in the restructuring of urban life in the support of temporal

sharing and ultimate modulation.

28 Vincent Kauffman, «Angels of Purity,» in
McDonough 2004 (see note 22}, p. 293.
29 |bid., p. 306.
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Airy City
«In a sense, the boundless games of the situationists are meant to be played out
not in urban space but in the sky...»?? The construction of atmospheres, the net-
working of planes and sectors, the circulation of flows of desire and communica-
tions find a formal language reminiscent of transmission towers, circuit boards,
and playgrounds: the steel-framed structures which were to increasingly dot the
landscape, beginning with the inauguration of the Eiffel Tower as a transmitting
tower in the beginning of the twentieth century, extended upward from the earth
to pierce the skies, constituting a kind of material vocabulary for the imagining
and modeling of future cities based on atmospheres. For as New Babylon and
other works, by Schéffer and Yona Friedman, appear more as structural supports
than completed volumes, they are a series of beams and girders, frames and lad-
ders, by which to support the movements and circulation of bodies and interac-
tions. In this regard, transmission towers provide a key image for reimagining
the production of space that need not result in static form. For they are objects
whose form can only be understood in considering what they generate more than
what they statically represent. In addition, they seem to suggest a radical form
of integration between man and machine, desire and architecture, finding paral-
lel in the development of cybernetics beginning in the late nineteen-forties with
the publication of Norbert Wiener’s seminal Cybernetics, or control and com-
munication in the animal and the machine in 1948. Cybernetics was to wield an
important influence upon following generations working not only with computer
science, mathematics, biology, and zoology, but with art and its involvement with
electronic systems, networking, and transmission, taking off throughout the six-
ties with the works of the art-technology groups such as E.A.T. and Pulsa. Prior to
the actual utilization of electronics and circuitry, we can glimpse sorts of proto-
constructions in marginal architectural projects and proposals, as with the sit-
uationists, where the fusion of bodies and architecture would take on bolder
systematic visions, linking individual behavior not solely to an architectural
object, but to an urban plan that held in its wake the relation of man and ma-
chine. That Le Corbusier would analogize the home as a «machine for living»
underscores a greater inertia within modernism, marking technology as a new
frontier, not only of tools but modes of behavior—situationist attacks against the

Corbusian vision highlight a subtle yet poignant difference. For the situationists,
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machines for living were not only about rational planning and systematic design,
but also about breakdown, noise, dreamy effect, and drunkenness ... Thus, no-
tions of transmission (desire and code), the built (network and architecture), and
their synthesis would appear on both sides of an ideological fence that sought to
define in what way the modern environment was to appear and in itself behave.

«Sociological and cultural theorists so well hide the question of power that
experts can write thousands of pages about communication or the means of mass
communication in modern society without ever observing that this communication
is unidirectional, that the consumers of communication have nothing to respond
to.»3® The situationists’ critique of urban space goes hand in hand with a critique
of mass media, and more generally, mass culture, echoed in understandings of
Schiffer’s work: «The sensations produced by Schiffer’s sculptures belong to
a real therapy for the «mal du siécle> and, in addition, they accord with other
processes, psychophysiological ones, which also exert an influence on exchanges
and blockages of circuits of information.»* '

The city as mass space runs parallel to mass media, as both aim to conduct
the means by which individuals may participate in the formation of both the
structures and infrastructures, by which experienee -and interaction may take
place. It produces junctions of exchange, the meeting place of disparate forces
that come to further the ongoing unfolding of stimulation and play that for the
situationists were at the core of modern life. Constant’s New Babylon is thus both
a model of a future city, which will «make possible the creation of an infinite
variety of environments»?* through technologies of atmospheres, as well as a cir-
cuit board for the construction of a new form of mass media, whereby people will
have something to respond to, for «communication is only ever found in action
undertaken in common.»%

Prior to situationist experiments, the city and electronics find articulation
in the work of Buckminster Fuller, whose architectural and engineering visions
sought to integrate theories of mathematics and communications with questions
of manufacturing and design. Against the prevailing questions of architectural
design, Fuller’s eccentric projects progressively sought to include a sense of com-

munications and time, aiming to model new architecture in support of modern-

30 Note from the editor, originally in Internatio 32 Constant, «A Different City for a Different Life.»
nale situationiste 7 (1962), trans. Tom in McDonough 2004 (see note 22), p. 101.
McDonough, in McDoncugh 2004 (see note 33 See note 30, p. 130.

22), p.129.

31 Doclor Jacques Ménétrier in Schoffer 1963 (see

note 23), p.91.
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lived experience. Curiously, his early work, in particular his 4-D Tower from the
late nineteen-twenties, functions as both an apartment block, designed to sup-
port free movement and the management of affordable housing, as well as strue-
tures of communications technology. Fitted with radio transmitters, the 4-D Tower
could function as a communicative device, stitching the inhabitants together into
a network of related towers, fusing life with being in extensive contact. «In our
individual homes no matter where we may be we can speak into our combination
radio-telephonic-recording-dictator recording our commands graphically (word
or picture) to our machines which will involve only real thinking and study of
statistics by the directors of industries machines.»** Living was thus infused with
the potentiality of technological connection. Such communicational ease seems
to parallel Fuller’s engineering visions, moving his architectural projects into
forms of pure suspension: the construction of buildings based on central axes
from which floors would be suspended down in lightweight materials, opening
up buildings by eliminating the bulkiness of side supports. Apartment blocks
seem to hover in the sky, flowing down in modular patterns which in turn support
a great deal of flexibility. «A room should not be fixed, sound not create a static
mood, but should lend itself to change so that its occupants may play upon it as
they would upon a piano.»** Such open-ended and individualized architectural
visions point toward an overarching cultural question, which would continue to
find argument throughout modernism: the built environment, in being a technol-
ogy, necessarily comes to define (to support as well as limit) the glimpsed poten-
tialities of freedom.

Pirate Radio

Pirate Territories

At the same time Constant’s New Babylon was surfacing in 1958, offshore ra-
dio broadcasting was initiated off the coast of Denmark. Converting an ex-Ger-
man fishing vessel, Radio Mercur started broadcasting in the summer of 58,
anchored off the coast between Sweden and Denmark. Following the steady de-
velopment of radio broadcasting throughout Europe and the United States since

the early to mid-nineteen-twenties, with the British Broadcasting Corporation

34 Fuller 1989 (see note 1), p. 106.

35 lbid., p.111.

36 Matthew Fuller, Media Ecologies (Cambridge,
MA: MIT press, 2005), p. 39.
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being established in 1927, offshore radio transmitting is part of a general cul-
ture of pirate radio broadcasting that aims to usurp the larger media structures.
The early Baltic offshore radio ships, from Radio Mercur to Radio Nord and
Radio Syd, ran between 1958 and 1962, when joint legislation was implemented
among the Scandinavian countries officially outlawing offshore radio transmis-
sion. While pirate stations developed in tandem with state control of radio, and
with the emerging network of commercial stations appearing in the United States
at this time, offshore transmissions offer a compelling version by also occupying
and setting into relief the very question of spatial and national borders: offshore
broadcasts both insert additional content to the media structures while disrupt-
ing the management of national borders. Appropriating and converting ships into
transmitting vessels, dodging the authorities on the seas, and sending out signals
toward coastlines, offshore transmissions function as physical and medial ad-
ditions to given nations: they literally append to the edge of countries as part
of their own extensive communications infrastructures, to mirror back through
broadcast, dropping back in to the territorial specifics extra messages.

The offshore transmitter is a radio on the waves, spread out over this nebu-
lous and vague territory of the water, to interrupt the signal space of national
broadcasting with, what Matthew Fuller terms, the «medial organ» which inaugu-
rates new forms of connection and thus knowledge by always already promising
another consciousness.3¢ Pirate radio is both a broadcast aimed at other cultural
materials while also structuring such materials according to another medium,
that of piraey itself: to he pirate is to thwart the media structures at large, aiming
directly for the public listener set within their own place inside the medial en-
vironment. Pirate listeners are kinds of marooned islanders awash in the greater
medial environment seeking out signals from isolated ships. Such recognition
ultimately led Ronan O’Rahilly to launch the infamous Radio Caroline in 1964.
As a record producer and manager, Ronan had sought to promote the recording
of the artist Georgie Fame, but was continually turned down by the major radio
stations, whose airtime was sponsored by the major record and publishing com-
panies. To combat such restrictions, Ronan had the artist independently recorded
and a record released and was further inspired by the existing offshore stations,
such as Radio Mercur, to develop alternatives to mainstream broadcasting.

Anchored in the Thames Estuary, Radio Caroline was fitted with a 168-foot-

tall mast topped by an antenna aimed to withstand the harsh environment of the
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sea, a 10 kilowatt transmitter, plus generators, record players, tape machines,
and a mixer, all of which were housed in a studio built into the ship. Run by a
crew of ten Dutch sailors, the ship maintained a continual circulation in and
around the Thames Estuary, with the crew working for six weeks straight, and
with DJs being transported to and from the ship by the use of a small shipping
vessel, which also brought mail and supplies. After one week of broadcasting, the
ship received 20,000 letters of fan mail, along with complaints from the Belgian
government that it was interfering with maritime broadcasting.?” Thus, Radio
Caroline was a kind of floating medial vessel, an organ not only interrupting the
circulation of transmitted signals but also transfiguring the very means by which
signals were sent and broadcasting sustained.

Offshore pirate radio stations may curiously fulfill Buckminster Fuller’s vi-
sion of a communicational architecture, echoing his own interest and involve-
ment with ship building, and the management of naval ships. As a naval officer
in Upstate New York in the nineteen-tens, Fuller understood the efficiency and
discipline needed to maintain the movements of life on board. The ship could
serve as a model for how to construct cities, based on the efficiency of design
and engineering, with the sense of essential needs of humanity. The ship, too,
was understood as a moving vessel participating in a larger network of command
and exchange, a transmitting and communicational vessel charting ils course in
relation to the movements and intensities of a larger chain of command and con-
trol. The ship was an autonomous vehicle but one which could serve as a model
for humanity. To support individual taste, Fuller’s 4-D architecture, as a piano to
be played by occupants and driven by individual direction through his «radio-
telephonic-recording-dictator,» mirrors Radio Caroline’s, and others’, desire to
create alternatives to mainstream broadcasting. The tension of media structures
thus drives locational and vehicular expressions, placing ideological viewpoint
onto geographic coordinates whose control is a constant battle. Airwaves are thus
inexplicably about terrestrial culture.

The immediate success of Radio Caroline in 1964 (which continued well into
1967 when the British government passed the Marine Offences Act, erupting into
often-fierce battles between offshore stations and the police, and even amongst

competing pirate vessels) can be understood in relation to the cultural revolution

37 See Ralph C. Humphries, Radio Caroline:
the pirate years (Mon., UK: The Oakwood
Press, 2003}, p. 21,
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emerging within music in the mid-sixties, to which it ultimately catered. Play-
ing records by The Rolling Stones, The Animals, The Hollies, and The Beatles,
striking up a steady base of listeners dissatisfied with the likes of the BBC, whose
monopoly only assured diluted and generalized programming, Radio Caroline
essentially galvanized the cultural momentum at this time, doing so by partially
appearing as alternative, illegal, and pirated. The promise of transmission from
an offshore perspective is also the promise of hearing something one cannot find
elsewhere, and thereby participating, or incorporating one’s identity, into aeri-
al transgressions. Such instances of pirate radio broadcasting contributes to a
perspective on the radiophonic imagination, by not only supplying alternative
content but by defining radio’s borders according to an ambiguous terrain. For
offshore radio floats freely in the waters, situating the alternative as not only be-
ing in the ether, occupying bandwidth space, but by steering clear of terrestrial
borders.

The poetics of transmission towers, in piercing the sky with a potentiality of
electrical extension, finds its complement in the lateral expansion that bursts
the seams of national borders and their related broadcasts: the tower sends the
imagination up into the sky while offshore transmissions bring us back to earth,
and to the tensions of being on the outside. Thus, radio may be understood to
negotiate the unsettled spectrum of the imagination and its realities, granting
fuel to those who seek the outside, through a kind of contagious fugitivity, while

building infrastructures for internal communications.

Brandon Ladelle
Transmission Culture

Skenovano pro studijni ucely



Becoming Radio

Anna Friz

Radio is not a static medium, and so continues to have the potential for unexpect-
ed mutations. Artists are striving to reimagine radio through radio/art practices
that challenge current conventions in terms of form and content. Experimental
radio has never been easy listening, and so has flourished in micro-political
forms: from licensed independent campus/community stations, to temporary,
clandestine, low-watt broadcasts, to online collaborative networks. My own work
as a radio artist has developed within such independent or appropriative con-
texts as Canadian campus/community radio, artist-run media culture, and pirate
interventions, with a focus on'the critical (re)use of terrestrial radio technology.
Though independent radio is largely volunteer-based, the relative or complete
lack of overhead institutional structure has also fostered a unique and eclectic
radio art practice that is able to move radio into unexpected territories.

I am motivated by the belief that radio remains relevant because of its acces-
sibility and its persistent, if commonplace, «magic.» The steady decline of radio
into generic corporate formats does not satisfy the desire for meaningful contact,
nor do state or corporate interests thwart ongoing work by independent engineers
and artists. There has been a remarkable resurgence of interest in radio among
artists and community activists, particularly in the past few years. Revisiting

and reimagining trailing edge or «residual» technologies such as terrestrial ra-
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dio calls into question currently accepted paradigms of communication, while
providing a frame for the hybrid radio networks and various wireless initiatives
spearheaded by independent artistic communities. The radio art projects and in-
terventions described in this essay are created under the rubric of «minor media»
and aim to reconsider the materiality of radio, both technically and ontologically;

proposing an embodied radio practice, or «becoming-radio.»

Minor Media

In the early nineteen-nineties, Gregory Whitehead wrote that «a revitalized
practice of radio art languishes in cultural limbo because today’s wireless imagi-
nation applies itself exclusively—fervently!—to questions of intensified com-
modity circulation and precision weapons systems» (Whitehead 1992, 254). This
was not a new criticism of radio as generic and controlled by state and market
interests: Canadian radio artist and theorist Dan Lander noted that the develop-
ment of radio art and an art of radio were hampered from the early days of radio
history by institutions of command and control, such that artists have historically
had little free access to the airwaves. As a result, «<most practitioners have grown
to accept a level of control and censorship that is not normally tolerated with
forms of artistic and cultural expression such as painting and literature» (Lander
1994, 14). Jacki Apple wrote that even in previously supportive institutional set-
tings in the U.S., «art and the artist have already been virtually banished from
the airwaves» and predicted that «[i]n the 21st century radio as we have known
it may disappear altogether ... or, as an obsolete technology relegated to the sub-
culture fringes, it may exist only in pirate form, a weapon of the world’s under-
classes; a tool for artists, revolutionaries, shamans, and other questioning voices
in our brave new tech world» (Apple, see website). Together these three com-
ments summarized the state of the mainstream North American radio situation
in the early nineties: restricted public access to radio in the name of protecting
the public; radio programming driven by convention, not experimentation; and,
in the language of recent technological developments, radio as the aging horse
who should be put out to pasture. To this Whitehead adds that the public is also
unable to imagine radio as anything more than a tool for command and control.
Over a decade later, twenty-first-century radio artists are still struggling with

these same issues of state and corporate control, generic and syndicated media
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formats, public radio sectors that are steadily eliminating the few programs with
an interest in experimental work, and the public expectation that radio will con-
sist of music, news, weather, and advertisements. However, radio would seem to
be in no danger of disappearing just yet as Jacki Apple’s prediction of activists
and artists appropriating radio technology has come true: a growing number of
people have been busy soldering their transmitters and raising antennas to make
community radio and radio art. In Canada and increasingly in the U.S., there is a
flourishing (though minor) independent radio sector where many artists gain ex-
perience and find latitude to experiment. When theorizing independent radio art
activities in the current radio spectrum, rather than speak of center and margin,
it may be more useful to think in terms of mainstream versus minor networks;
where the two are not necessarily in opposition, but where the minor may operate
both within the mainstream and autonomously from it.

Already in the early nineties Félix Guattari noted that mass communications
were moving toward more conformist, centralized systems as well as toward min-
iaturized systems easily appropriated by marginalized groups (Guattari 1996, 73).
Oft-quoted by radio activists, Guattari’s involvement with the free radio movement
in Italy in the early eighties led him to theorize minor media as an important part
of becoming post-mass-medial: that is, bringing about an end to state and corpo-
rate media hegemony, as «mass media have to be re-appropriated by a multiplici-
ty of subject-groups who are able to administer them on a path of singularization»
(Guattari in Broeckmann 1999, 79). «Becoming minor,» in a community radio
sense, is a strategy of modifying or mutating major technology (technology in
the dual sense of culture and hardware) into readily accessible machines, of-
ten combining analog and digital devices. This conception of technological ap-
propriation and use is better «adapted to group subjects and not to subjugated
groups» (Guattari 1996, 74). Most importantly, micro-radio narrowcasters are not
engaged in radio solely to critique mainstream commercial or state-run radio and
society, but also to enable the expression and interests of alternative or marginal
communities, and to be heard by others in those communities. For instance, the
explosion of unlicensed broadcasting in the United States in the mid-nineties,
enabled by increased public access to terrestrial radio and digital (online) tech-
nology, was an expression of distinctive political, linguistic, and/or ethnic cultur-
al communities as much as a response to the hegemony of corporate interests in

the U.S. radio landscape. When minor media begin to proliferate, they de-totalize
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the major and act as a destabilizing agent in the face of mainstream corporate
control (Broeckmann 1999, 78).

Guattari expressed concern that minor media remain vulnerable to state and/
or corporate co-optation (1996, 106): «ls it possible to envision a proliferation of
«minority becomings> capable of diversifying the factors of subjective autonomy
and economic self-management within the social field?» The emphasis here must
be on «becoming»; that minor media, if they are ever to challenge corporate
behemoths such as Clear Channel Communications or Disney, will do so through
dynamic heterogeneity and experimentation. «The individuals must, at the same
time, become solidary and ever more different» (Guattari in Broeckmann 1999,
82). Here Guattari champions new forms of subjectivity, both oppositional and
creative of new lines of flight. All these minor efforts may be seen as «molecular
revolutions» and «soft subversions» that Guattari hoped would pervade individ-
ual and collective practices to decenter the mainstream institutions of command
and control (Guattari 1996, 111). Community radio must do more than represent
community; it must enact and embody community.

Molecular revolutions tend not to effect dramatic change, but despite the con-
tinued centralization and conglomeration of corporate control in global communi-
cations, today there is a substantial momentum to create and expand autonomous
community radio in countries around the world, and to maintain global networks
of these local efforts. In this way the micro-political has become translocal.

Canadian radio broadcasters enjoy a measure of freedom unheard of in many
countries in the form of campus/community radio.! In Canada, the radio dial is
allotted to three sectors: national public radio (the English-language Canadian
Broadcasting Corporation or CBC and French-language Radio-Canada), private
(commercial) radio, and community and campus-based community (¢/e) radio.
This third radio sector distinguishes itself from the public and private (for-profit)
radio sectors by being single-station operations run almost or entirely by volun-

teers, maintaining non-profit status, supporting multiple modes of address and

1 The first campus station was established at 2 Canadian campus-based community radio
Queens University in Kingston, Ontario in 1922; stations are based on a college or university
subsequent independent radio stations were campus, though members of the station need
not licensed until the mid-sixties. Community not be students. These stations draw a signif
radio had its beginnings in northern trapline icant portion of their funding from student
radio among remote First Nations communities, fee levies and maintain a variable amount of

student involvement on the board of directors
or other maragement committees. Most ¢/c
radio stations are also funded through listener
donation,
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style on-air, broadcasting in multiple languages, reflecting the different needs of
urban or rural broadecast, and often broadcasting on low-power or even micro-
power transmitters.? Though bound by their mandate and license, c/c and com-
munity radio stations vary greatly from station to station, and region to region.
These stations share a mandate to supply programming that is absent from the
mainstream, so in addition to supporting Canadian music and culture (including
a daily average of 35% Canadian content in music programming), no more than
4 % musical <hits» may be played in the music programming, and stations are
licensed only with the submission of a «promise of performance» that details a
significanl commitment to promote cultural, gender, and ethnic diversity reflec-
tive of the community in which the station intends to broadcast.

The spirit of community radio is one of open access. A prospective volunteer
does nol need any previous training in radio to become involved al the station.
Station outreach is targeted toward community and social groups that are woeful-
ly underrepresented by mainstream media, so alternative political and cultural
views as well as modes of address are sought out and featured. As a result, com-
munity radio provides fertile ground for experimental music and radio art, lim-

ited only by the programmer’s imagination and the station’s budget. Community

The Shoebomber and
athers, live radio mixing
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Canada, 2006.
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radio has notably also been a starting point for women into electronic music and
sound production, an area of new media that is otherwise typically dominated by
male producers and artists.?

Campus/community radio provokes the audience into listening for the unex-
pected while encouraging them to come to the station and become programmers,
thus beginning a kind of circle of transception between the listening community
and the radio station. Radio art in this context is not necessarily the purview of
«experts» or «professionals» but instead enacted by a community of listeners
and creators in shared radio space—where space is something actively produced
rather than a vacancy waiting to be filled. The ramshackle character of such
stations (with their small budgets, inherited equipment, used furniture, and anti-
consumer political ethos) encourages a do-it-yourself ethic and aesthetic that is
also common in radio artwork produced on unlicensed airwaves.

One manifestation of transceptive radio art on c/c radio has been 24 Hours of
Radio Art at CiTR 101.9 FM radio station at the University of British Columbia in
Vancouver, Canada. Initiated by Peter Courtemanche in 1992, from 1994 to 1996
24 Hours of Radio Art happened on «Private Radio»—a homemade transmitter
(built by Robert Kozinuk based on Tetsuo Kogawa’s 2-watt transmitter plans and
broadcasting at FM 89.3) located at the Western Front artist-run centre in Van-
couver. In 1999, as program director of CiTR, 1 curated 24 Hours of Radio Art for
Art’s Birthday on January 17th at the station, with our first online stream provided
by First Floor Eastside and the Western Front. While some members of the station
had already been producing live-mixed shows with collage, DJing, and original
composition, 24 Hours of Radio Art provided an opportunity for other program-
mers to step outside their regular show format and try something unusual. The
event also brought in sound artists who were listeners but had never considered
volunteering for the station before. This combination produced the most varied,
eclectic, hilarious, and sometimes downright unlistenable day of broadcasting:
from the regular host of the francophone show, who created a layered mix of three
Celine Dion records played backwards at different speeds, to a show constructed

entirely from tape loops, to Hank Bull and Patrick Ready reviving the HP Radio

3 Dr. Andra McCartney of Concordia University, had previous experience as programmers on
Montreal, who has been conducting a five-year c/c radio. See http://s171807168.onlinehome
ethnographic study of women sound producers .us/civicspace/?g=en/taxonomy/term/15
(In and Out of the Sound Studio), found that (accessed November 13, 2007).

as many as 45 % of the women she interviewed
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Show and roasting wieners on a wire stuck into an electrical outlet in the studio,
to political soundscapes, to a microphone placed in the station’s lounge to broad-
ast us as we all sat back and had lunch. Listeners phoned in, and their voices
were added to the on-air mix.

The model of 24 Hours of Radio Art has since spread to other stations, par-
ticularly during Art’s Birthday celebrations. CKLN 88.1 FM Toronto celebrated
Art’s Birthday in 2007 with a twenty-four-hour event, but rather than preempting
the regular programming for that period, organizer Darren Copeland encouraged
as many scheduled programs as possible to adapt their usual show format to the
theme, thus pushing programmers and listeners to challenge their expectations of
radio on both sides of the dial. CKUT 90.3 FM in Montreal has also participated
in various international radio and network art events such as Radiotopia (2002),
Extended Radio (2005), and Art’s Birthday (2007), preempting regular program-
ming to make way for a more loose, improvised madness in the studio. In each
case, the station is able to create an opportunity to introduce artists to the station
as well as for current programmers to experiment with radio art. At CiTR, listen-
ers and volunteers dropped by the station to witness the chaos in person and

became audibly implicated in the mix. These events also serve as deviations from
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the program schedule that, even at independent radio stations, tends to follow
the standard format of shows beginning on the hour, with talk, music, news, and
station identification. 24 Hours of Radio Art transformed the radio station and its
community into a more spontaneous instrument. Other notable collaborations be-
tween c/c radio stations and artist-run centres include send +receive festival and
CKUW in Winnipeg, Manitoba (1999-2007); This City Is A Radio co-produced
by CFCR and paved Art and New Media in Saskatoon, Saskatchewan (2006); and
Deep Wireless Festival of Radio Art and CKLN in Toronto (2003-2007).

Special events such as 24 Hours of Radio Art also program the strange, beau-
tiful, noisy, and sometimes very abstract radio-making in the middle of the day,
rather than confining uneasy programming to evening or late-night radio. They
provide opportunities for radio volunteers and artists to meel,. observe one an-
other, jam, discuss interests and gear, and begin to build a community of ex-
perimentation at the station. Speaking for myself, first as a listener and (starting
in 1993) as a volunteer, it was through campus/community radio that I became
exposed to collaged and bricolaged audio works, field recording and soundscape
composition, sound poetry, absurdist radio plays, critical remixing of media de-
bris, and improvised radio-making. C/c radio provided the training on recording
and editing equipment, the studios with which to make my own original works,
and the confidence to experiment live on the air.

Micro and Mobile

Campus/community radio had challenged me to create original work and to re-
think what was possible on the radio, so I next turned to the idea of dissolving the
formal studio to take up a more itinerant radio practice. In this sense, I, like other
radio-makers and media artists, became interested in extending radio beyond the
format of broadcasting from a fixed frequency or location to become more mobile
and unstable. Despite the restrictions of FM radio (a one-way broadcast medium),
I wondered if Brecht’s dream of transception might not still be possible in a so-
cial rather than strictly technical reconfiguration of radio. What potential might
there be in bringing listeners and broadcasters face-to-face, in making the trans-
mission process transparent? By pulling radio out of the formal studio, how could
radiophonic space be (re)created, current conventions challenged or highlighted,

and characters or imagined spaces (part radio, part acoustic) brought to life?
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In May 1998, I undertook a project through the Western Front with perfor-
mance artist Sharon Feder entitled B.E.A.R., which was a staged occupation of
the empty bear enclosure in the now-vacant Vancouver Zoo. B.E.A.R. was an ex-
ploration of political protest as spectacle, of increasing public alienation through
commercial mediation, and of the role of media in establishing and forming pub-
lic political identities. First we staged a «take-over» of the CiTR FM airwaves
on two nights leading up to our occupation, where we broadcast political sound-
scapes and spoken word collages. We taped these sessions and then rebroadcast
them, layered with our live commentary, on a 2-watt FM transmitter from the bear
enclosure for the duration of our eight-hour performance. The zoo site was an
elaborate concrete and stone area with a deep, dry moat that had been designed
to house polar and brown bears. We rappelled into this pit, dressed in paramili-
tary gear with our equipment in backpacks, and once inside quickly set up the
transmitter on the highest ground available. The signal was audible throughout
Stanley Park where the zoo was located, and we later heard that some spectators
had been drawn to the site because they stumbled across the radio broadcast on
their car radios. For people who simply wandered by and paused to see what we
were doing, we had installed solar-powered radios along the fence at the edge of
the bear pit that broadcast our mix. During the first four hours, we were dressed
in paramilitary clothing with face masks, and did not speak. The radio became
our ersatz voice, while we, through movement and gesture, embodied the stoic
politics implied by the collaged political, musical, and media debris that com-
prised our broadcast. After four hours, we removed our masks, stripped away the
military clothing to reveal red long underwear underneath. In our more vulner-
able «rebel» personas, we began to talk back to the crowd acoustically and on
the microphone to the radio. Our radiophonic interventions on licensed (CiTR)
and pirate airwaves constituted a real and symbolic occupation of media space,
extending our bodies beyond the confines of the bear enclosure, adding an—at
times aggressive, at times absurd—audibility to our performance, and serving as
an unruly interruption of the regular program. As Montreal media artist Katarina
Soukup notes, «[lJow power and pirate radio are ways of subverting the medi-
ated national corpus by secreting unregulated signals into the sanctioned me-
diasphere. Hence in relation to state and corporate interests in radio, low power

broadcasting can be seen as a kind of grotesque radio» (Soukup, see website).
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For B.E.A.R., we had borrowed a transmitter from Peter Courtemanche, but I
was so inspired by the potential in mobile micro radio that I wanted to build my
own. I participated in a transmitter-building workshop with Rob Kozinuk, who
taught how to make a 2-watt FM transmitter adapted from Japanese media artist
Tetsuo Kogawa’s design.* What I especially appreciate about employing low-watt
transmission is that it is extremely localized media (with a broadcast radius rang-
ing from some meters to several kilometers under ideal circumstances), and it is
highly portable (from palm-size at less than 1-watt to a larger 40-watt transmit-
ter the size of a shoebox that runs off a wet-cell battery or a motorcycle battery).
Broadcasting less than 5 watts of FM does not require a license in Canada, and
pirate broadcasts that exceed 5 watts are prosecuted only if a station were widely
advertised as pirate or if complaints were made about station interference. The
liberal climate of Canadian radio removes some of the political radicalism of run-
ning an unlicensed transmitter (especially considering that campus/community
radio already provides an effective platform for alternative views and music), but
for me working outside of a licensed station means I am able to focus my atten-
tion and transmitter on more ontological and formal questions about radio and the
nature of transmission itself. From 2000 onwards, I have used small transmitters
ranging from 50 milliwatts to 12 watts FM to create performances, installations,
and interventions. As a mobile broadcaster, I have intermittently broadcast pirate
community radio from my house (Radio Free Parkdale), haunted the neighbor-
hood from the roof of a local hotel (Radio Spidola broadcast from the Drake Hotel
in Toronto, 2005), set up a transmitter and microphone on a Montreal street
corner to broadcast political protest soundscapes and solicit testimonies from
passersby following the 2001 Free Trade Area of the Americas protests in Queé-
bec City (VRRF Radio, 2001), and secretly broadcast from atop an abandoned
grain silo in the port of Montreal (The Clandestine Transmissions of Pirate Jenny,
2002-2003).

Other Canadian media artists have embraced the mobility of micro radio,
such as Katarina Soukup’s radio-in-motion projects Radio Bicyclette and Radio
Bicyclette 2: Urban Legends (1998-99). For Radio Bicyclette, Soukup was in-

4 For Kogawa's updated design, see http://
anarchy.translocal.jp/radio/micro/howtotx. htmi
(accessed October 2007).
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spired by stories of pirate radio broadcasts in response to the Soviet crackdown
in Prague in the spring of 1968—particularly of people riding through the streets
with radios blasting the pirate stations on their bicycles as political mayhem
exploded in the city. She traveled to Prague to record oral histories and mixed
these with archived broadcasts from 1968. These compositions were then broad-
cast from a 1-watt FM transmitter installed on the back of her bicycle, while the
audience/participants rode with her and tuned in to radios receivers mounted on
their bicycles. The use of mobile transmission allowed Soukup to reproduce the
political materiality of a historical radio moment in contemporary urban settings
some forty years later. Interested participants were given an active role to play in
the piece (as cyclists with radios, they were also broadcasting to the street acous-
tically). Finally, the format also implicated passersby as inadvertent participants
who witnessed the cyclists and radios. Thus radio is cast as a medium for public
engagement, where participatory public space is actively produced on the ground
and on the correspondingly localized airwaves. With Radio Bicyclette 2, Soukup
employed the same technical system but broadcast compositions of city sound-
scapes and urban tales, with the intent to «invigorate the art of listening in and

to the metropolis» (Soukup, see website).
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In the U.S., the unlicensed low-power FM (LPFM) boom of the nineteen-nine-
ties was a direct response to increased media conglomeration, lack of community
access to local radio (particularly in some towns where there was no longer even
a local commercial radio station), and commercialization and homogenization
of content through syndication. Unlike Canadian ¢/c radio, U.S. college stations
might sound exactly like commercial radio, so the need for genuine alternative ra-
dio was dire. At the height of the LPFM activity, there were over 2,000 pirate sta-
tions operating.’ free103point9.org is a transmission arts center based in Upstate
New York and Brooklyn that was founded as a micro-casting collective in 1997,
some of whose original members had previously been radio pirates in Florida.
free103point9’s hybrid mobile approach to radio (using low-watt transmitters
and online streaming) provides access to the airwaves for community groups and
local musicians, and «most significantly to a group of under-served artists shap-
ing conceptual works specifically for radio transmission.»® The freel03point9
mission statement goes on to advocate for the liveness and presence that may
be enacted by radio: «Transmission practices harness, occupy and/or respond
to the airwaves that surround us. There is an inherent iveness> to this work. In
a performance-based setting, audience members are newly engaged, becoming
participants rather than passive viewers and listeners. Installation or sculptural
transmission works are often dependent on the present, reacting to whatever oc-
cupies the surrounding frequencies in a single instance, or changing that infor-
mation by adding new signals to the spectral environment.»

Two signature events in freel03point9’s repertoire are Tune(In))) and Tune
(Outside))). In each case, four or more low-watt transmitters are set up to broad-
cast on different frequencies, each with a roster of artists creating live sound,
while listening participants are given radios with headsets so they can scroll
through the dial to find to the various frequencies. This event has been hosted
inside galleries and venues internationally, as well as out on freel03point9’s
Wave Farm property in Upstate New York. With everyone listening to radio on
headphones, the acoustic space is fairly quiet, but often participants will share
ear buds (effectively mixing two stations, one in each ear), and their movements
on the dial will take them past conventional stations and interfrequency static. In

this way, radio manifests as a public intervention (everyone is in a space listen-

5 In 2000, the Federal Communications Commis- 2006, LPFM licenses were extended into major
sion (the 1.8, federal radio licensing body) urban areas, though there are rarely any new
established LPFM licenses as a new class given frequencies made available for such licenses
out to small civil society groups for FM 6 freel03pointd mission statement, http://www
stations of under 100 watts. As of June 28, .free103point9.org (accessed October 2007).
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ing to radio together) into private space (intimate listening on headphones), and
the radio spectrum is highlighted as an environment in itself. In particular, it is a
pleasure to «tune outside» to radio art in a relaxed rural setting, reminding par-
ticipants of the ubiquity of radio waves and the need for re-occupation of those
waves, even outside major cities. There is a layering of presence—acoustic and
radiophonic—that allows for interesting juxtapositions and expression.

My recent radio performance works also highlight the shared experience of
listening to radio(s) and seek to conjure imagined radio spaces as a kind of group
dream. | use up to four low-watt transmitters that broadcast on four separate
frequencies, which are received by between twelve and sixty-five radios sus-
pended from the ceiling of the performance space. The four-frequency pattern of
reception in the radio array creates an immersive radiophonic environment with
dynamic panning effects. You are far from us (2006-2007) is a solo performance
for four transmitters and sixty-five radios with no other sound system in use. Here
I consider the interplay of public and private spaces through which the radio
passes, and in this I seek a poetics of radio, made of intimate sounds revealed,
performed by a chorus of receivers. Though the format uses conventional one-to-

many radio broadcasting, and though this is a solo rather than clearly interactive
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performance, my intent is to gesture toward what else radio might become—a
medium for conscience and consciousness as well as dreams. These are the inau-
dible and imagined transmissions in times of crisis. The main sounds in the piece
are sounds from the body (normally unheard in official radio voices and studios)
seeping through the veneer of mediation with a focus on breath: deep restful
rhythm broken by restless or nervous breathing, a series of suspensions and re-
lease, and fragments of tense witness reports from radio news. I recorded human
breathing over baby monitors, walkie-talkies, and other cheap analog electron-
ics, so that they were compressed and degraded to be rendered affectively fragile
and monstrous.

These examples of mobile, micro-radio broadcasting demonstrate the layer-
ing of sonic spaces, imagined and remembered, acoustic and radiophonic,
invoked by all participants in the circuit. Space is activated, and radio may
become embodied in the context of minor media. Gregory Whitehead has noted
that «radio happens in sound, but sound is not really what matters about radio»
(1992, 254). Extended radio is not solely a story about black boxes and wireless
reach, novel programming or unusual listening environments. While cultivating
an experimental radio practice, it is nonetheless easy to refer to and therefore
think about radio always through its technological manifestations—the micro-
phones, transmitters, and receivers powered by human subjects that herald the
deceptively one-way format of radio as we know it. But radio is about traces and
reverberations; resonance of the living mortal desires to communicate. That we
are so often thwarted in our dreams of union realized through profound com-
munication makes this the most mortal dream of all. Whitehead posits «dream-
land/ghostland as the natural habitat of the wireless imagination» but goes on to
state that «mostly, this involves staging an intricate game of position, a game that
unfolds among far-flung bodies, for the most part unknown to each other» (254).
Mobile and micro-radio art bring these formerly far-flung bodies into contact
and context and allow for something else to happen. Through such palpable,
embodied radio presence, | have been inching closer to the understanding that
transmission is us, that the dream and realily of transception is us; and that even

across distance and time, radio is us.

7 | refer to the common notion that the radio was basically at the level of the body... Faced
voice is disembodied: «/ hear voices, but with no-body, the ensuing listener response is
there's noBODY there! As early as 1930, anxiety» (Corbett 1993, 76).

Rudolph Arnheim wrote that the effect of radio
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Becoming Radio

If we see the wireless as implicated in the production of a post-human
subject, we must rethink radio, seeing it no longer as a quaint, nearly
obsolete technology but instead as the leading edge of later develop-
ments in cybernetics. Alternatively, if we hold on to our awareness of the
nineteenth-century roots of wireless technology, we will find ourselves re-
thinking our understanding of the term «posthuman.» We may understand
the posthuman not as a new type of being, part human and part informa-
tional circuit, but as a new perspective on the complex and enmeshed rela-
tions that human beings have always had to the technologies we develop
(Squier 2003, 276).

[ wanl to understand radiophonic subjectivity as imminent, partial, resonant, and
embodied through an aggregate of body and electronics. Recording and broad-
casting technologies allow voices to be heard far from their point of origin, yet
they are not divorced from the bodies that uttered and sustain them.” All discus-
sions of dead or disembodied voices to the contrary, radio is not psychosis. We are
not confronted with the voices of the dead, but the traces of the living, whether
or not they still live. Before recording and broadcasting technologies enabled the
voice to be heard over distance and time, the sound of the voice assured the im-
mediate presence of the speaking subject: the subject was immanent in the voice.
With the advent of radio, the speaker is heard, though no longer present «in the
flesh»; their body is deferred and yet their physicality resonates in the timbre,
tone, and intonation of the voice—a physicality that includes technological reso-
nance as well (choice of microphone, levels, added filters, EQ, or other effects,
the signal transduced to radio waves and back into audible sound through the
receiver, to the ears of the listener). With minor media such as community and
micro radio, the circuit of transmitting bodies is smaller and more apparent—the
broadcast takes place in a localized site such that transmission and reception are
intimately interwoven in situ, while the less conventional format of ¢/c radio al-
lows for more of the «secretions» of this aggregate radio body to emerge: the lip-
smacking, sniffing, coughing, breathing, pauses, and filler words; the uneven mic
technique, the limits of cheap equipment, and the sound of the environmental

context—be that a living room, the street corner, or a forest. Extended or hybrid
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radio practices add digital networks to terrestrial radio, bridging localities to
invoke the translocal. But the materiality of radio need not disappear in these
circuits—we are extending ears and voices through radio, and thereby extending
subjectivity and presence through resonance with radio technologies.

Félix Guattari and Gilles Deleuze note that a history of minorities is always
defined in relation to the majority, and this discussion of radio art has been no
exception. However, what I have sought to highlight through this limited account
is the dual movement of radio as minor media: on the one hand to trouble or with-
draw from the mainstream, on the other enacting the becoming of minor agen-
cy. For Deleuze and Guattari, «<becoming is a process of desire» (Deleuze and
Guattari 1987, 274) and of «modes of expansion, propagation, occupation, con-
tagion, peopling» (239). Thus I propose becoming-radio as antidote to the ma-
jor communications paradigms of dialogue versus broadcast that position sender
and receiver as polar points, as beginning and end. Becoming-radio understands
radiophony as transceptive; where a line of becoming «has neither beginning
nor end, departure nor arrival, origin nor destination» (293), so that becoming
is truly always in motion, in the middle. Becoming-radio is the in-between in
a circuit of transmission that includes listeners, soundmakers, eavesdroppers,
boxes, antennas, keyboards, desires, dreams, and nightmares; where no position
is fixed. Thus transception does not flow from a device that both sends and re-
ceives; rather the transceptive potential of becoming-radio flows from the becom-

ings-minor of embodied radio community and practice.
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Ordinarily Nowhere

GX Jupitter-Larsen

A graffitist who tags the airwaves with noise; his seemingly nonrepresentational
sounds seeping off the speakers: this is my radio art. I am that graffitist. For years,
I seldom documented my radio shows because 1 was perfectly happy with the idea
that the residues of my broadcasts were still zapping through outer space. At the
time, | saw no need to provide evidence of something that was still whole and
still very much active.

In fact, the only reason I ever started to record any of my radio shows was so
that T could reuse key elements in subsequent broadcasts. It was all due to my
enthusiasm for variations on a theme.

Excerpts from a radio broadcast would also then be incorporated into succes-
sive live performance art as pre-recorded audio. Recorded performances were,
in addition, incorporated into subsequent radio shows. Audio from radio would
be used as video or film soundtrack; just as the audio taken from raw video could
be used as the substance of radio broadcasts. Needless to say, occasionally a live
performance, not originally meant for radio, would still end up being broadcast
live over the airwaves.

The idea being that each new broadcast would be built upon the ruins of its

predecessor. During my most active years on the air I was actually homeless,
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traveling constantly all over the world. I didn’t have a routine or regular show of
my own. [ therefore started treating every moment of airtime that I could get as a
cross section of a larger accumulative effect. 1 might not have had my own show,
but I still managed to have my own series. It didn’t matter how or why [ was on the
air. Be it public, pirate, or state radio; local or international; be it for an hour or a
minute; as host, co-host, or guest; every radio appearance I did was manipulated
as another episode of my ongoing run of radiant racket.

It might have been a series in my mind, but I never mentioned this to my
listeners. I wanted to keep them guessing. I wanted them to figure it out for them-
selves. I wanted every broadcast I did to just fade behind the circumstances of
them never really knowing what they were listening to; or even if they had been
listening to anything at all in the first place. .

After a few years of this radiophonic polywave, the contextual translation of
mediums would become so multilayered; any original format-complexion was
long disfigured beyond all recognition. It was a kind of entropy, and such consid-
eration as this could only lead me to do one thing: the live broadcasts of amplified
erosion. Slowly pushing live microphones into power grinders proved very useful.
Sandpaper combined with contact-mics became my most relied upon method.
Drilling also became a recurring motif, as altering wood into sawdust made for
adventurous after-hours radio.

Noise can tell all kinds of different stories. During his life, mathematician
Ross Rhesymolwaith lived on the windy coast of Wales near Portmeirion. He
would always leave all the windows of his cottage open so he could feel the wind
against his face while he did his calculations. To celebrate this image, an ampli-
fied calculator was balanced on top of a small fan. The blades of the fan slapped
against the face of the calculator. An intense reverberation was the sum effect.

It wasn’t a linear progression, but from 1983 to 2006, my radio shows became
increasingly dense with sound. Despite the many different subjects of many of
my broadcasts, and the many different circumstances under which my radio art
occurred, each broadcast was just that much noisier than the one before. After
twenty-three years of ever-intensifying radio, I found the noise had become so
compact that I had to start chipping away at the sound in order Lo obtain yet an-
other kind of hole.

There are many ways to build a hole. Amplified handheld hole-punches

make a nice «clici-clic» sound. Digging in the ground with live microphones are
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also far more than adequate. Once in 1991, at the Museum Moderner Kunst in
Vienna, I dug small radios out of a garbage bin using an amplified shovel. This
performance was later aired in its entirety on the ORF program Kunstradio.

Now, there’s no way I can bring up Vienna or radio art without mentioning
Heidi Grundmann. I had been active in radio for some years before I first met
this cultural analyst extraordinaire in 1987, however it was because of Heidi’s
constant counsel that I continued in radio as consistently as I did. As often as
possible, she included me in the several international symposia and exhibitions
related to telematic art that she had organized and curated. She never wasted a
chance to take me aside to remind me of the importance of radio as an essential
element in my body of work or life experience. I would have kept on doing radio,
but since I’'m so easily distracted by random circumstance, I have no doubt that I
would not have been as methodical, if it had not been for her considerate friend-
ship and support.

Although the radio I did in the Pacific Northwest (Newsounds Gallery) and
Central Europe (Kunstradio) are my best known, some of my most memorable
were aired on KFJC out of Los Altos Hills in the San Francisco Bay Area. During

much of the nineteen-nineties, | was a regular guest on two different late-night

GX Jupitter-Larsen,
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programs. My visits would normally consist of a one-, two-, or even three-hour-
long mix of live radio static and feedback.

The climax of this distortion came in 1996 when I did a collaboration with
Mayuko Hino. A powerful emotional outburst is always the overwhelming ef-
fect given by any performance of this Japanese former porn star, and our radio
partnership was no different. She did her thing with a theremin while I rubbed
a mic against some sandpaper. It went on for twenty minutes, and it was really,
really loud. Really good harsh noise has always made me feel all warm and fuzzy
inside.

Since 1999, KXLU in Los Angeles has been one of my best venues. Damion
Romero’s weekly program, Psychotechnics, has been a highly acclaimed show-
case for contemporary noisicians since 1990. Being able to occ-asionally co-host
Damion’s program has given me ample opportunities to translate my different
performance-art pieces into effective live radio. A prime example of this was in
May of 1999. Earlier that same year I had designed a noise belt. Now, just by
looking at this thing, you would never know it was a sound-generating device. It
looks pretty much like most championship belts of Pro Wrestling, but inside the
belt is something else: a lot of wiring. Damion plugged my Untitled Title Belt
directly into the station’s control broad. The belt was left to feedback on itself
and over the airwaves for the better part of an hour. No effects or processing were
utilized. They were beautiful tones, metallic in nature.

The Untitled Title Belt has been used in radio, performance art, and yes, even
in the theatrical stage of actual Pro Wrestling. Briefly, while I was a performer
with the Oaktown Wrestling Alliance in 2003, I was able to bring my belt into the
squared circle. I never got to turn it on, but it was part of my attire. For me, this
completely legitimatized the device as true Wrestling regalia.

The greatest possibility in radio as a medium is that of the accidental lis-
tener. An accidental listener is someone who, while looking around the dial for
something else to listen to, ends up hearing you instead, and sticks around long .
enough to decide yea or nay. It happens a lot in any kind of true broadcasting.
The potential audience is open-ended and limited only by geographical vicinity.
The accidental listener is important because such audience members encourage
debate. I know this personally, from the kinds of immediate phone calls I would

get during many of my broadcasts.
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[ think debate is very important in any art. If I didn’t know how people mis-
understood my work, I'd have less of an idea of what I was actually about as a
person. By comparing others’ misunderstandings with my original intent, I gain
a deeper appreciation of the workings of my own mind. This helps maintain my
peace of mind.

Narrowcasting, by its very definition, is preaching to the converted. The real
limit to any kind of narrowcasting is the lack of true accidental listeners. Take
podcasting: the only people who will ever hear a particular show are those who
were specifically searching it out in the first place, or, at least, something else
just like it. There’s simply far less chance-operations involved in the audience
composition of narrowcasting; and therefore, there’s far less debate with narrow-
casting.

The only real type of broadcasting possible on any computer network is that
of the computer virus. No other file format can be as successfully disseminated to
a wide and random populace. Viruses don’t have to be malevolence. I myself have
worked with hackers in the past, looking into the possibilities of benevolence
viruses that would go around a network, secretly fixing bugs in other people’s

computers. Therefore I would suggest using something like a worm to transmit

Both radio and entropy are recurring themes in
GX Jupitter-Larsen's visual work.
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something like a podcast. Instead of having a person go around looking for a
podcast, the podcast could actively go around looking for accidental listeners. A
worm is a type of computer virus that self-propagates across a network, exploit-
ing security or policy flaws in a widely used service. Such a virus could act as a
carrier, with a podecast being the payload. The targets being those unsuspecting
individuals who would just suddenly find an unfamiliar podecast sitting on their
desktop. I'm sure such a broadcast as this would certainly spark a debate.

Not speaking of The Totimorphous, are you super, or superceded?

Will future futurists relay on yesteryear’s futurism and continue the tradition
of techno-fetishism, or will the superfuturists of tomorrowland surpass the super-
ceded futurists of the past with a clean and decisive break from history? If so,
what motif will this new superfuturism take on? If our new future will no longer
be measured by technological development, what will it be measured by?

I’'m not talking about a non-technological causality here, just one in which
people have a relationship with technology that is different from the one they
have currently; a kind of relationship that does not appropriate the assembly line
as a calendar.

«The future will be measured in orgasms,» said noise poet blackhumour. He
went on to contend that it was the past that needs to be predicted, and not the
future.

Is the future such an old-fashioned idea? The future, I think, should be our
means of getting past ourselves. It should be about seeing beyond our own con-
straints.

What I think should happen is some kind of non-temporal-based futurism.
Any superfuturist actually living in the future would be forced to look inward for
what lies ahead, and not outward at some calendar for some poetic date that’s

been imagined. After all, anti-time is when time isn’t.
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Airtime

Sergio Messina

When it comes to radio, I’ve been a very lucky man. I’ve often found myself in
the right place at the right time, in the right company. Of course then you help
luck along, but timing in these matters is essential—and that’s mostly chance.
Since the age of nine I was the kid with the tape recorder—it was, along with
a portable turntable, my most precious possession, and I spent my afternoons
recording from the radio. Italian sixties public broadcasting was very formal,
and even when the shows for young people had cool music, it was presented the
old way. The late sixties and early seventies were very restless, and the distance
between young people and the state radio and TV (the only ones available at the
time) became immense. This is why, when pirate broadcasting began in 1975,
the success was huge—and by the end of the year there were already 150 Radio
Libere—{ree radios, as they came to be called. I was fifteen when, in June 1975,
[ walked into the one-room studio of Radio Roma 103 (one of the seven or eight
stations of the city) and declared: «I have a 90-LP record collection: can I work
here?» I have to thank forever Enzo Buscemi, owner, manager, and star of the
station, for his reply: «You have the 3 to 5 p.m. slot, every day (including Sun-
days).» In the subsequent three years, I failed one at school, but I learned a job

I still do. It was an amazing time, when anything on the radio was possible. The
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most radical differences were about music (now you could play, and hear, just
about anything), language that became much closer to how young people spoke,
and the relationship with the listeners that was really different: they could call
and ask for songs or to be put on the air (something unheard of in the media at
the time, but very frequent today). I remember whole shows spent chatling with
listeners on the air and playing wild new music with an eye on the door, in fear
of a Postal Police bust.

By 1980, the Italian broadcasting scenario had changed for good; there were
several thousands of FM radios: commercial stations, who mocked American ra-
dio and played chart music, and local radios (still numerous today), who retained
some of the original free radio spirit (local ads, music dedications, open phone,
ete.) but mostly played Italian melodic stuff. Then there were a few more politi-
cal stations that featured information, had little or no advertising, and played the
coolest music available. It was at that time (early eighties), and through Radio
Citta Futura (a left-wing station in Rome), that I started DJing live. We had a
very popular daily music show, and we simply moved it to a club; the success
was quite large, and I supported myself DJing for a few years. But 1 was growing
restless, and while I loved to play dance music in clubs, I felt that perhaps on
the radio 1 could experiment, I could dare more. I started to mix sound effects
to music, to create sonic ambients where the radio show would take place, to
create pre-recorded clips where music wasn’t the main ingredient, to «open the
window» to the sounds of the world (a few times literally speaking with my head
outside, to catch the traffic).

In 1984 1 came across another very important person in my life (and quite
relevant to this story), Pinotto Fava. He was the curator of AudioBox, the radio art
program of Rai, the Italian public broadcasting company. AudioBox broadcasted
stuff that made my «extravagant radio» sound tame: it was learning time again for
me. I've collaborated on and off with AudioBox for over seven years, producing
other people’s works and doing my own things. Through AudioBox I met three
generations of artists, performers, and radio people, and I've had the chance to
hear unbelievable stuff. Pinotto Fava (who comes from theater and has a very
special sensibility for narrative radio and a healthy skepticism about the word
«art») had an intensely «public service» mentality—very rare in experimen-
tal/art radio. But this attitude (and his nose for 1alent) created variety, provoked

healthy generation clashes, and made AudioBox very adventurous for listeners.
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At one point, in 1988, I had the honor of hosting the first AudioBox live broad-
casts (one-hour shows, four per week, for six months). My format was simple:
I'd spend countless hours listening to the immense AudioBox archive, sampling
fragments (sometimes several minutes long) and mixing them live, with scattered
comments—but full eredit for each sample. Plus occasional live performances
and bits of other media (cinema, TV, ete.). The result was a vortex of radio, some-
times quite solid, often light and diverse. I still meet people that remember these
shows, and I know some artists (very few) hated me: I destroyed the integrity of
their pieces.

In 1990 I was called again by Pinotto Fava, this time to work on a new, impos-
sible project. Besides being a radio program, since the early eighties AudioBox
had also been an international conference on radio and art. It was held at various
universities in the south of Italy. But this time Pinotto had something slightly
different in mind: he planned to take over Matera (an amazing, timeless city in
the heart of southern Italy) and turn it into an immense sound installation. We
held over forty different performances, some technically quite challenging, in a
town whose historic center (the Sassi) is mostly reachable on foot (or by donkey)

but not by car. The program covered a very wide spectrum, from improvised
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music to performance theater, with a common matrix: Matera, its churches (over
120, carved in the stone mountain), courtyards, and public spaces. I've heard
important radio art experts say that we had produced the most perfect amalgam
of landscape and sound art so far. ’'m not sure, but I guess we came pretty close.
Rai didn’t feel the same way, and the AudioBox festival has never happened
again. The end of the festival somehow marked the beginning of the decline for
AudioBox. Year after year the budget cuts, shorter airtime, the move to another
channel, the standardization of Rai’s broadcast standards, and finally Pinotto
Fava’s pensioning (without a replacement) created the conditions for the end of
AudioBox in 1998—after nineteen groundbreaking years.

Meanwhile, in the fall of 1989, I had made RadioGladio. This is an odd story:
an Italian judge had discovered Gladio (or «Operation Stay Behind»), a secret
organization created in Italy in the late forties by the American intelligence, to
prevent a communist revolution and make sure the left stayed at the opposition.
They had money, weapons, explosives (as well as close contact with some danger-
ous right-wing extremists), all apparently financed by the U.S. I asked an Ameri-
can friend if they knew anything about this, having also paid for it, and he said
it wasn’t in their news. So I made a litile reggae beat and, in DJ style, I told the
Gladio story: RadioGladio. I handmade 300 cassettes and sent them to random
Americans, from radio stations to magazines, political organizations—1I even sent
one to Howard Stern (little did 1 know). The cover said «RadioGladio, a radio
message from Italy to USA» and «No Copyright.» It also said «duplication is en-
couraged,» and it spread very fast: people made copies (it was only four minutes
long) and sent them to American friends. Since there were no names on it, people
started calling me RadioGladio (and some still do). Thanks to a common friend,
Frank Zappa also received a copy, and praised it in an interview. Unfortunately,
RadioGladio got me banned from Rai: «It’s too easy to write a political manifesto
and sing it,» was one remark I received. But lots of people picked it up; I have
to thank Andy Caploe for helping me spread it in the U.S., and Heidi Grundmann
for having me play it live on stage at the Funkhaus in Vienna.

I met Heidi in 1991 at the Matera festival and gave her a music/radio cas-
sette demo of what I was doing at the time. She invited me to play in Vienna in
1991, and it was the first of many visits to Austria, and of many great sonic (and
human) adventures with Kunstradio. I have done some solo work for Kunstradio

over the past fifteen years (including a Marinetti tribute in 1991, and an operetta

Re-Inventing Radio

11z

Skenovano pro studijni ucely



in 1999), but the best part for me is having been on some of the teams Heidi
Grundmann put together over the years, culminating with the amazing «Kunstra-
dio All Stars» for Recycling the Future, in 1997. It was a difficult number: take
many different electronic solo performers, from different backgrounds and gen-
erations, and have them do collective work, and radio improvisations. The results
were extraordinary and, as [ have written before, show a possible path that—still
to this day—is seldom beaten but full of potential. Kunstradio has been a very
crucial crossroad for many people besides me: imagine clever acoustic and ra-
dio curatorship, combined with a sharp political perception of art. Mix it with a
tireless curiosity about the future and top it with Austrian technical excellence
(showecased in endless Kura productions): that’s hard to beat.

Meanwhile, in Italy I made over 150 concerts between 1992 and 1996 (be-
sides making two albums, producing a few with other bands, and scoring a hit
single). These shows were basically live radio on stage, where I was the speaker
but also made the music. And the more it went on, the less music I had: it was
going toward a digital version of Lenny Bruce, with lots of talk and samples of
voices, odd music, television, and so on. All very radiophonic, but quite un-

touchable by most Italian stations. So I figured I’d have my own private radio.
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1 had found out about web streaming in 1995, thanks to Horizontal Radio (and
Kunstradio). Then I played with it again in 1997 during Recycling the Future, and
this time I was sold. Not only that summer did I put a whole album in MP3 online
(one of the first legally on the web, and still there), but I started developing an
idea that combined a certain AudioBox spirit with webcasting. In 1999, Radio
Lilliput was born. It had two simple missions: to provide free counseling for Ital-
ian musicians on copyright, contracts, publishing, management, and so forth, and
to offer public access web airtime to anyone. All you had to do was choose a free
slot, and you’d get a login and password: that slot was yours every week, forever.
Slowly, quite an interesting community of webcasters developed around this (now
defunct) website, that had also become a music/tech webzine. The success of
Radio Lilliput was also its poison: for broadcasting, we «borrowed» bandwidth
from a large commercial webfarm, thanks to their simpatico webmaster. One eve-
ning in 2000 we simply used it all, blacking out the whole server for a night. We
got kicked out; but by that time, there were commercial services that offered the
same type of access, so Radio Lilliput was no longer necessary.

Much of my work today is still closely related to radio. I run a Sound Design
course in Milano; we teach students how to use sounds, music, and technology
to make soundtracks for many occasions, from fashion shows to installations,
from music selection to video soundtrack mixing, commercial or otherwise (the
techniques are the same). While teaching, I realize 1 have an edge over pure
musicians, an additional perspective: tempo for me can be both musical time,
the metronome, and radio time, the clock. It’s known that radio can twist your
perception of time, making the clock seem wrong (both ways: ten minutes can
become one, but also thirty). This is also true for music, but it’s very difficult for
music authors to become their own audience, while for me is natural: when you
do live radio you have to do it all the time, as listeners take no prisoners. Also,
I haven’t stopped to put music in acoustic locations. I use soundscapes to place
my tracks somewhere: in a park, in a large cave, or on the beach. And finally, last
year I went back on stage after a long time. I picked it up from where I left: talk
and digital. I'm touring with Realcore, a one-hour, stand-up anthropology show,
an infotainment talk (with one hundred slides) on the digital porno revolution
and its peculiarities. People say that two of the effective elements of this perfor-
mance are the rhythm of the presentation and my voice. I'm glad to hear that, and
I have to thank radio for both. So, I might have made some of it, but—as you can

see—when it comes to radio, I've been quite a lucky man.
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Landscape Soundings
A Project by Bill Fontana

In May 1990, Kunstradio (Austrian National Radio’s radio art program) and the
Wiener Festwochen (Vienna's annual international festival) collaborated to as-
sist in the realization of Landscape Soundings/Klanglandschaften, a live sound
and radio sculpture by Bill Fontana. For two weeks, sixteen microphones that
had been most carefully positioned by the artist captured the sound events tak-
ing place in the Stopfenreuther Au, a protected part of the Danube marshes
near Hainburg on the Slovakian border.

By means of a collage of various old and new transmission technologies,
these sound events were delivered live to an improvised studio at the Museum
of Art History in Vienna and distributed to seventy speakers, again carefully
placed and arranged, along the fagades and in the cupolas of both the Museum
of Art History and the Museum of Natural History, and in the formal garden

Bill Fontana,
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between them with its monument to the Empress Maria Theresia. A stereo mix of
the live signals was transmitted simultaneously and continuously to the ORF
Broadcasting House in Vienna, where program producers were free to use the
sounds at all times. Within a few days, and with increasing frequency, the live
sounds could be heard on all of the radio channels of the Austrian National Ra-
dio. The success was so overwhelming that, following a suggestion by Ernst
Grissemann, the radio broadcasting director at the time, the last five minutes of
the sculpture were eventually broadcast live on all ORF radio channels simulta-
neously: for five minutes the space of Austrian radio (at the time a monopoly)
became the site of a live sound sculpture blotting out any other radio content.

During the fourteen days of its realization, Landscape Soundings developed
into a project which paradigmatically touches upon some of the most important
aspects of telematic radio art: the phenomenon of simultaneity as well as the
dissolution of the traditional concept of the finished work of art; the co-
authorship between artists and non-artists as well as the new definition of the
role of the artist who—when preparing his or her work within the public, that is,
the institutionalized domain—becomes an initiator, (project) manager, and facil-
itator, responsible for motivating other people involved to find, if necessary,
highly unorthodox solutions. Landscape Soundings not only highlighted the po-
etics of a fragile and endangered natural environment by and through the live
transmissions but, by eavesdropping on nature, also addressed the surveillance
character of new recording and transmission technologies which are infiltrating
every aspect of the social space.

An introduction to Landscape Soundings/Klanglandschaften can be accessed on
http://kunstradio.at/FONTANA/LS/index. html. The documentation was designed

by Robert Adrian in 1999. Two CDs were produced by Bill Fontana in connection with
the project: Londscape Soundings (1990) and Virtual Nature (1994).
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Radio Art as Interference

José Iges

Through their conscious action in the context of the radio medium, artists quite
often try to «interfere» in the standardized and therefore nearly always too pre-
dictable broadcast schedule by endowing the content of their projects with a
greater capacity to alienate. We use that term in the sense of ostranenie (defamil-
iarization) as enunciated by Russian Formalist Viktor Shklovsky: «If we reflect on
the general laws of perception, we notice that as actions become habitual they al-
so take on a mechanical character.» In this context, the concept, which Shklovsky
referred to as ostranenie and which originally came from literary theory, is ca-
pable—if used as a method—of restoring the intensity, originality, and capacity
of transmitting information to an element that, according to Italian theorist Gillo
Dorfles, «would otherwise remain automated, devoid of interest, unless it is ex-
tracted, alienated from its habitual associative context by means of an artifice.»

Quite a considerable number of radio works have been proposed from that
point of view. In short—and by way of paraphrase of what artist Marcel Duchamp
enunciated about the intentions behind his Readymades—it is a communicative
strategy that forces the listeners to question their conventional approach to the
decoding of messages supplied by the medium, which predisposes them toward

creating «new thoughts» for those messages in their minds. For instance, it be-
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came impossible to continue to listen in the usual way to the news coming from
the Gulf War in 1991 after having heard the BBC’s «fake news report,» which
British artist Rod Summers had created under the title Sad News. In i1, one could
hear the mechanically rendered statement, «I'm sad, very sad,» whenever the
announcer introduced the comment from a politician.

Thus, we refer to works which have been intended by the artists as interfer-
ences by the artists in and/or with the radio medium as a source and/or target,
although, given the customary nature of radio programming content, one could
be tempted to state that, in the current state of radio broadcasting, the whole of
radio art constitutes an interference in that medium. We are fully aware of the fact
that in radio, and in telecommunications in general, interference is understood
as any process that alters, modifies, or destroys a signal during its transfer be-
tween sender and receiver. If in wave mechanics such a phenomenon takes place
through the superimposition of one or more waves, we will try to ascertain in the
following that in a broader sense the efficiency of the communicative strategy of

interference occurs through the friction between notions, uses, or assumptions.
Historical Examples

All too often, we artists have resorted to the conventions peculiar to the genres
of radio news services—mainly bulletins, reports, interviews, and documenta-
ries—for our acts of interference.

The first example brings us to 1924, the year in which French engineer Mau-
rice Vinot, under the pseudonym Gabriel Germinet, carried out rehearsals for the
final broadcast of a radio drama titled Maremoto (Seaquake), jointly designed
with Pierre Cusy. With this piece, its authors had won one of the two prizes given
in a contest, launched by the newspaper L'Impartial frangais on May 3, 1924, un-
der the title Radiophonie. The work was to be broadcast by Radio-Paris on June
23 of the same year. Two days before, there had been a rehearsal of Maremoto,
but someone had left the broadcast antenna plugged in. Thus haphazardly, the
listeners who tuned their receivers to Radio-Paris’s wavelength (1780 m) on that

June 21 at 6:15 p.m. thought they were picking up what clearly seemed to be a

1 See Friedrich Kittler's essay, «The Last Radio in ON THE AIR: Kunst im dffentlichen
Broadcast,s in this volume, originally Datenraum, ed. Heidi Grundmann (Innsbruck:
published in both German and English as Transit, 1994), pp. 71-80.

Friedrich Kittler, «The Last Radio Broadcast,»
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shipwreck: noise of strong winds, falling objects, heavy seas, distant Morse tele-
graph signals, and, all of a sudden, a woman’s voice repeating, «Hello, hello ...
this is steamer Ville de Saint-Martin, in danger at 23° 15' 25" latitude North and
14° 35' 40" latitude East...a serious leak has sprung...request for immediate
help ...»

As radio author and critic Roger Richard points out, the excitement caused
was such that the Department of the Navy indicated to Radio-Paris, through the
Department of Telecommunications (PT.T.), that «in order to ensure safety at
sea, as well as to guarantee public order and the smooth running of everyday
life, it would be in the public interest to ban the radio script titled Seaquake.»
This proves the effectiveness of the realization and the magnitude of the illusion,
although it should also be noted that, in those days, radio was taking its first
steps as a medium, and its users were accustomed to the primitive, horizontal
communication between amateur radio operators, a field where it was common to
encounter distress signals coming from vessels in danger.

The most famous outcome of this kind of practice to date was the CBS broad-
cast of Orson Welles’s adaptation of The War of the Worlds by H.G. Wells in
1938.! Two superimposed strategies lent verisimilitude to that work. The first
consisted in the use of radio news genres, so obviously different from radio dra-
ma, within a broadcast that, according to the schedule, was a radio drama. Some
of the settings in the play were borrowed from such genres as the report, the
news bulletin, or the interview. Others came from the practices of entertainment
radio in those days: broadcasting of dance music from a dance hall, airing of
records. The second strategy consisted in the rendering of the above-mentioned
with painstaking realism, or rather «radiophonic realism,» since the simulated
reality was the «norm» within the medium for those genres. In sum, the singular-
ity of Welles’s work relied on «radio-within-radio,» or better, on the specific ap-
proach to producing radio in the forms accepted in certain genres of radio news.
That is to say, a seemingly veritable entertainment program was created and later
interfered with fake news flashes: this double simulation was central to granting

credibility to the message.

) José Iges
Radio Art as Interference
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Mirages
Disorientations

The strategy of interference produces in the listener a feeling of disorientation
equivalent to finding oneself in a no-man’s-land or a landscape covered in fog.
Contours aren’t safe, references have worn away, and the rules to be followed in
order to move around that territory aren’t clear. Along with the general siluation
that results from the works currently being analyzed, there are other specific in-
stances that generate a certain kind of acoustic «mirage» in the audience, a point
referred to in the following.

We will begin by placing ourselves in 1990, when Kunstradio and the Vienna
Festival produced Landscape Soundings by American artist Bill Fontana.? The
act of bringing to the center of Vienna nature sounds that could be considered
to be «archaeological» in that location in 1990 was the aim of Fontana, whose
installations are characterized by transmitting sound environments from one lo-
cation to another. Along with that «mirage,» another one took place: for a few
minutes, the live mixes created by Fontana unexpectedly entered through some
«windows» opened in the program schedules of ORF’s O1 and O3 stations. The
impact that such organized nature sounds would have as it interfered in the usual
daily programming of any FM station—devoted to broadecasting general news and
cultural information, literature, classical, and/or up-to-date musie, pop music, as
well as sports—-can easily be imagined.

Another such case, featuring a remarkable palette of nuances, was Trafic,
a broadcast belonging to the project Droit de cité, produced by Mario Gauthier
and Claire Bourque for the CBC in Montreal, June 15-21, 1992, as part of the
7th Electroacoustic Spring, in a section entitled Radio Sound Ecology. With a
duration ranging between ten and thirty minutes, the various authors—among
them Gauthier, author of the proposal himself—interrupted the music programs
being broadcast with their «sound portraits» of various aspects and places in the
city of Montreal. In all cases, the sounds were brought live into the studio and,

once there, were mixed and partially transformed according to the criteria of the

2 See Bill Fontana's project description, 3 The Ars Acustica group consists of the radio
«Landscape Soundings,» in this volume. art producers within the public broadcasting
crganizations of the EBU, the Eurcpean
Broadcasting Union,
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various authors. In Trafic, which was aired on the morning of June 15, 1992,
starting at 7:30 a.m. and lasting seventeen minutes, interference took place in
a program that usually broadcast classical music: the announcer was presenting
a Beethoven quintet and, in an extremely long cross-fade, the live sounds of the
city traffic began to come in over the musie, until they disappeared. Thus, the
rumble of road traffic became for a few minutes the musical protagonist, although
almosl as an acoustic mirage, since the process ended up being reversed and
normal broadeasting resumed.

Since its inception, the Ars Acustica group® proposed its first public appear-
ances outside radio itself, following the example of Acustica International (WDR,
Cologne) or Rassegna AudioBox (Rai, Matera, 1988 and 1990) and, subsequent-
ly, of symposia such as Geometry of Silence (Geometrie des Schweigens, ORF,
Vienna, 1991). Thus in 1992, organized by the BBC, papers and productions by
most active radio stations in the group were presented at a forum held in London
under the title Radio Beyond between May 28 and 29 of the same year. Dur-
ing the first day, radio art producers presented their lectures or performances,
depending on the case, while on the second day short radio pieces, dedicated
to «the sound of the continent,» could be heard through the public address sys-
tem of Liverpool Street Station. The juxtaposition of those artistically organized
sounds and the customary train service announcements occurred as interferences
in the aforementioned channel—the public address system—and, in a certainly
remarkable, almost metaphorical manner, the alienation caused in the chance
listener ran parallel to the one experienced by audiences when exposed to radio
art genres. In both public spaces—the station concourse or the radio—art acted
by turning a topical communications space into an heterotopy, in a space for
«otherness,» for the unusual and the diverse, in the sense defined by French phi-
losopher Michel Foucault. Let’s recall another two such experiences occurring in
the nineties: one of them took place at the I’ Arte dell’Ascolto Festival, where its
director, Roberto Paci Dald, brought the sound of radio art to the beach in Rimini
through its public address system. Something very similar was implemented by
the author of these lines at the 1998 edition of ARCO (Contemporary Arts) Fair in
Madrid, by using the public address system of the trade fair—halls, transit areas,

car park—for a whole week.

José Iges
Radio Art as Interference
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Ars Sonora Productions

The next examples are two works by Spanish authors produced in 1993 in Ars So-
nora (RNE Radio Clasica): Clases de misica en la granja by Catalonian composer
Lloreng Balsach and Zambra 44.1 by Madrilenian Adolfo Nifiez.

With Clases de misica en la granja, its author creates a parody on two levels:
on the one hand, it adopts the formal attitude of the typical radio show featuring
an interviewer and a guest—the latter being the imaginary Doctor Liebermann.
This is a characteristic format in what is known as «generalist» radio, that is to
say, the type of radio usually made in mediumwave. On the other hand, as we
shall see, the strictly musical contents broadcast are part of a musical tradition
ranging from Rossini’s Cat Duet and Mozart’s Musical Joke to -part of Balsach’s
own instrumental music. The work, mixed at the RNE studios, Madrid—though
the author had previously created the musical fragments using a sampler and a
computer at his own studio—begins with precisely the Cat Duet by Gioacchino
Rossini. The presenter points out to us that, in fact, two real cats are interpreting
the score. And stemming from that assertion begins the interview with Doctor
Liebermann, who proceeds to unfold, before an astonished audience, the sonic
results of her research on drugs aimed at enabling farm animals to sing. The
interview format is absolutely customary—Questions and Answers, with a tone
of fake openness so peculiar to that kind of announcer—and dealt with by the
interviewee with great soberness. The examples featured become increasingly
unbelievable and hilarious, since they develop from the musical ambiguity of the
grunts of some pigs, the bleating of sheep, or the neighing of donkeys or horses
to the creation of a true orchestra with all the animals, which Balsach himself
would assumedly accompany on the piano. In reality, it is all sheer emulation,
from the interview to the music fragments, which are created by means of a music
notation program where the notes are substituted by samplings of animal sounds,
thus enabling their feigned «musicality» as interpreters.

In Zambra 44.1, composer Adolfo Nifiez draws up right from the beginning
three types of radio programs, without intending to pass them off as authentic.
The intention is to look for a certain structural and linguistic legitimatization
for his proposal by being ironic about certain ways of making radio from within
the very medium. The piece begins with a news report where the introductory

music has been substituted by a burst of dynamic clapping and flamenco guitar
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strumming. Over these sounds, the announcer says: «The truest information in
Onda Veré.» Thus, right from the outset it is obvious that there is no intention
to mislead the audience by simulating an authentic news report in order to slip
other content into it, but rather to take on—for that section of the work—the form
of a news report. Apart from this, all the major sections typical of current affairs
broadcasts—including sports and crime news—are featured, being broken up by
means of little jingles allusive to the various themes.

The two remaining sections—which are fully composed, meaning that all the
things we hear have been either literarily written or electroacoustically realized
by the composer in the studio—include a fake program by an equally fictitious
pop radio station and a contemporary music concert broadcast by a radio station
like RNE’s Radio Clasica. Throughout the piece, the texts, read by two announc-
ers (a man and a woman), use terms from calé (the dialect of gypsies in Spain)
or flamenco coplas (Spanish folk songs of Andalusian origin) and are pervaded
by humor. The work unfolds progressively, like an increasingly faster zapping, in
which we find, however, that from one station to the next those texts remain as

invariances, reaching from comments of a newscaster to those of a commentator

on the latest pop hit to those of an electroacoustic music concert announcer.

Concha Jerez and
José Iges, Argot,
performance installa-
tion view, Geometry
of Silence, Vienna,
Austria, 1991.

José Iges
Radio Art as Interference
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The Notion of Interference in the Radio Works of

Concha Jerez and José Iges

The concept of interference runs as a leading thread through the sound and vi-
sual installations that Concha Jerez and the writer of these lines have authored
since the late nineteen-eighties. A notion that, conceptually articulated through
the reflection of a given space and the dialogue with its features, has reached
formulations and results that are also found in several of our radio works.

The first piece we will tackle is Argot, created in November 1991 at the Geom-
etry of Silence symposium curated by Heidi Grundmann. The piece was realized
at Vienna’s Museum Moderner Kunst (at its former headquarters) as an installa-
tion piece as well as a radio performance for Kunstradio. It could be considered
an interaction between two powerful media contexts, the radio and the museum.
While the female performer progressively activated different sounds throughout
the various rooms of the museum, the basic text of the work unfolded, in turn
being broadcast to twenty-six radio receivers located at the central space of the
above-mentioned building. The process of adding both sound sources resulted
in the creation of the piece as an interaction between the spaces of the museum
and that of radio, since the basic text—in four different languages—was gradu-
ally subjected to transformations with the passing of time, while the remaining
sounds—vowels and consonants—were used for an acoustic «sounding» of dif-
ferent rooms of the building, both processes being superimposed in the radio mix.
The text itself entailed a self-referential connection with the piece and related it
to the museum space and thus resulted in a reflection—play of mirrors—by the
authors on the role of art and artist in modern society.

In October 1993, the live broadcasting of Bazaar of Broken Utopias—like the
previous work, a co-production of Kunstradio (ORF) and Ars Sonora (RNE)—took
place at the ORF studios in Innsbruck within yet another radio art conference.*
It featured the live appearance of the authors and of special effects technician
Bernardo Mingo. In this case, the work interfered with itself and was thus being
morphologically organized: sounds from various electronic toys ironically under-
lined, or caused to disappear, the reading of a text—just passed—Dby the Europe-
an Conference on Security and Cooperation, while sounds taken from shortwave
stations as well as a montage of interviews on utopia as an abstract notion and

personal aspiration also interfered and intervened.

4 See Grundmann 1994 (see note 1).
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The case of Limites du décor is different, for it initially was a performance—
Limites del decorado—in 1999, that as a result of an invitation by René Farabet,
who produced it for Radio France’s Atelier de Création Radiophonique, became
a radio piece the following year. In it, the interfering element came from the
cross play of its content: a cynical text, whose roots lay in pataphysics, vaguely
vindicating child labor and some genocidal acts, was linked to the threatening
sound of an air raid and the sudden apparition of a shapeless mass of national
anthems and sounds of electronic toys. By way of counterpoint, brief fragments
of our radio piece The Whistling of Iron Horse Crossing the Threshold of Heaven,
which had actually been created in Paris in 1994 in relation to the migration
phenomenon toward Europe, were included.

The last example dates from October 2003. lIts title was Noticias en Tierra de
Nadie/News on a No-man’s Land, and it took place in fifteen interference mini-
spaces, as we called them, ranging between two and three minutes in length and
that, always featuring different news items and for a span of three weeks, were
daily broadcast at the same time in Radio Circulo (belonging to the Circulo de
Bellas Artes de Madrid), in particular after their morning cultural news service.

The actual news items were almost entirely fictitious and dealt with burning

Concha Jerez and José

|lges, Bazaar of Broken
Utopias, live radio
performance, video still,
On the Air, Innsbruck,
Austria, 1993,

Jose lges
Radio Art as Interference
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issues related to politics, economics, and modern society, both national and in-
ternational. Some of those news items—the most unbelievable ones—were, by
the way, real and thus contributed to spreading a certain shadow of doubt over
the remaining ones, since listeners could from then on enter a critical—reflexive,
alienated—frame of mind in relation to every piece of news they subsequently
read or listened to. Between each of the two news items, a short musical section
in which fragments of various national anthems were mixed—partially modified
by electronic means but, in any case, recognizable—could be heard.

Thus, there was an aestheticization of the genre as in the already mentioned
piece by Niifez. However, the basic intention was different, since it attempted, on
the one hand, to critically emphasize those current issues forgotten by the news
media and, on the other, to point out the difficulty in telling the real from the fake
in what the media daily furnish. Furthermore, a frequent difficulty of establishing
that distinction exists, even for newscasters themselves, who, being increasingly
overloaded by the flux of information circulating online, have begun to claim for
themselves a filter status, that of validators of the information being provided. It
is the old argument between horizontal communication and vertical broadcasting,
experienced in the early days of radio and now reemerging on the Internet. At the
end of the day, they are different approaches to politics: approaches of which art
is not unaware. And neither is radio art, as we have attempted to illustrate in this

essay.
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Concha Jerez and
José lges, Food for
the Moon, inter-
media intervention,
Zeitgleich, Hall in
Tirol, Austria, 1994.

José Iges
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Art without Time and Space?

Radio in the Visual Arts of the
Twentieth and Twenty-First Centuries

Katja Kwastek

In the Futurist Manifesto of 1933, Filippo Tommaso Marinetti and Pino Masnata
propagate «La Radia» as «A new art,» as «A pure organism of radio sensations,»
as «The reception amplification and transfiguration of vibrations emitted by living
beings living or dead spirits...» and finally as «An art without time and space
without yesterday and tomorrow.»"

The fact that invisible electromagnetic waves in space can contain and trans-
mit information—worldwide and simultaneously—had inspired in artists such
enthusiasm that they anticipated a sweeping renewal of the arts.

Even though the new media technologies in use today in the mass-media
information and entertainment industries seem to have effectuated much more
far-reaching changes in society than in the visual arts (although the possibility
that Marinetti and Masnata would have viewed the present-day media industry
as precisely this new art shouldn’t be ruled out), their significance for the de-
velopment of the art from the twentieth and twenty-first centuries should not be
underestimated.?

The nineteen-sixties marked a moment in art history when impulses stem-
ming from the Futurists and Dadaists, from Marcel Duchamp and the Surrealists,

began to ripen into a completely new concept of art: on the one hand, as part of
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the development that art theorist Lucy Lippard terms the «dematerialization of
Art»* and, on the other, through the increasing incorporation of everyday and
found objects, of materials from nature, industry, and media, into artistic work.
Lippard describes the dematerialization more precisely as an expansion of the
conceptualization of art to include «art as idea» and «art as action,» that is,
encompassing purely conceptual approaches as well as performative projects
(and thus incorporating temporal components). With the integration of every-
day objects in their artworks, proponents of pop art and the Nouveaux Réalistes,
in particular, proclaimed presentation to be an artistic strategy of equal value
to representation. Both tendencies, in terms of intention initially appearing al-
most diametrically opposed, played a decisive role in the genesis of so-called
media art.

And although one might have expected the realization of the new radio art
propagated in the above-quoted Futurist Manifesto o take the form of demateri-
alization as described by Lippard, it has been the detour through object art which
has enabled the immaterial radio waves to first gain entry into the visual arts.

Yet as will become apparent in the course of the following remarks, the

boundaries between performative and object-focused’ arts are becoming—with

Whitehead, eds., Wirefess Imaginotion: Sound,
Radio, and the Avant-Garde (Cambridge, MA,
1992}, p. 267.

Up until the mid-twentieth century, social
forms of communication made their way into
the visua! arts only as motifs (ranging from
Johannes Vermeer's Woman Reading a Letter
to the depictions of Morse Code and telegraph
lines by the Futurists), with a few significant
exceptions in the early twentieth century, such
as the design of transmitting and receiving
stations in Russian Constructivism, for
example the Rodio Orator, designed by Gustav
Klucis for broadcasting radio messages to
large crowds, or Vladimir Tatlin’s design for

a «Monument to the Third International.» See
Dieter Daniels, «The Miracle of Simultaneity:
Anticipations of Globalisation at the Beginning
of the 20th century,» in Ohne Schnur: Art and
Wireless Communication, ed. Katja Kwastek,
exh, cat. Cuxhavener Kunstverein (Frankfurt
am Main, 2004), pp.37-61.

1 Quoted from Douglas Kahn and Gregory 3 Lucy Lippard, «The Dematerialization of Art,»

in Changing: Essays in Art Criticism (New York,
1971). pp. 255-76.

Interview with Tom Wesselmann from 1964,
quoted from the exhibition catalogue Pop Art,
ed. Marco Livingstone (Munich, 1992), p. 58.
See Thomas Buchsteiner, ed., Tom Wesselmann
1959-1993 (Ostfildern, 19%4), p. 21; on the
integration of radios, see also ibid., p. 15.
Broadcast, 1959, Slg. Powers, Carbondale,
Colorado, in Robert Rauschenberg: Retro
spektive, ed. Walter Hopps and Susan
Davidson, exh. cat, Museum Ludwig Kdln
(Ostfildern, 1998), p. 290, fig. p. 291. Many
thanks to Heidi Grundmann for alerting me

to Rauschenberg's radio works.

Robert Rauschenberg, Orocle, 1962-65, Musée
National d'Art Maderne, Centre Pompidou,
Paris, in ibid., fig. pp. 296-97; description pp.
312-13. In the meantime, technology has been
updated for electronic scanning and infrared
transmission.

Billy Kluver on Oracle. See hitp://www
.artmuseum.net/w2vr/archives/Kluver/04
_Oracle.htmi (accessed February 8, 2008).
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the increasing mobility of devices—more and more blurred, with publie space
now taking on greater consequence as a material stage for wirelessly communi-

cated sounds.

«Confront Art and Life Directly»
Radio in the Object Art of the Sixties and Seventies

While Richard Hamilton’s 1956 collage Just what is it that makes today’s homes
so different, so appealing?, celebrated as an incunabulum of pop art, still repre-
sented the new entertainment media of television and cassette player in picture
form, Tom Wesselmann and Robert Rauschenberg would soon incorporate the
actual devices into their collage compositions.

Starting in the early nineteen-sixties, Wesselmann integrated not only radios
but also television sets into his pictures. He was interested in «the dimension ... it
gave a picture, something that moves and emits noises.»* Being able to receive
actual radio and television programs was important to him, as he wanted, accord-
ing to Marco Livingstone, «to confront art and life directly.»®

As early as 1956, Robert Rauschenberg had hidden a working radio behind
the canvas of one of his paintings, which visitors could operate using controls
at the front of the picture,® and from 1962 to 1965, in collaboration with sound
engineer Bill Kliiver, he created an installation titled Oracle, comprised of five
mobile sculptures made of scrap metal (car door, window frame, stovepipe, etc.),
with radio programs emanating from their interiors. The frequency scanners in
these radios were, aided by motors, in constant operation, generating ongoing
channel changes. In this work, Rauschenberg was searching for ways to integrate
sound into his sculptures that could be influenced by the viewers:” the viewers
could regulate the apparatus volume and the frequency search speed at a special
console, connected to the objects via radio control. Additionally, the viewers were
invited to shift the various objects in space. Bill Kliiver describes the effect of
this work as follows: «The impression was that of walking down the Lower East
Side on a summer evening and hearing the radios from open windows of the apart-
ment buildings.»®

Wesselmann and Rauschenberg reflect in these works on radio’s status as
mass medium, on its potential, in terms of both aesthetics and content, as an

inexhaustible sound producer, a supplier of entertainment and information. At

Katja Kwastek
Art without Time and Space?
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|ization of
the same time, they effectively dralt maﬁﬁ&%\h%\h\%‘\“\:\\xx\\%

art: for they are not simply integrating everyday objects in their works but rather
functioning technical devices. Hence, they ignore the traditional boundary be-
tween visual and acoustic art, and moreover, with the live broadcast, they incor-
porate into their works a component over which they themselves have absolutely
no influence.® Apart from the radio apparatus itself, this component does nol age
along with the works themselves. The insertion of various everyday objects or
newspaper clippings in the scope of object art have still allowed for a deliberate
selection of the latter, based on formal and conceptual criteria. Here, however,
the acoustic material used in the work is continually updated, meaning the ge-
stalt of the artwork changes perpetually with the alternating radio programs.

The fact that here a live medium is being tied to an art form of an object-
based nature is not to be underestimated as regards its significance for art theory.
This phenomenon can be examined more closely by contrasting the works above
with a piece by Edward Kienholz. In his series of «Volksempfingers» (Nazi-era
radio receivers), Kienholz addresses the sociopolitical function of radio. In the
nineteen-seventies, he had purchased a few of these mass-produced, nineteen-
thirties radio devices at the Berlin flea market and incorporated them into various
installations. While he first considered having Hitler’s voice sounding from the
radio, he soon changed his mind and instead integrated passages from Wagner’s
The Ring of the Nibelung, one of the reasons being that, as a foreigner, he didn’t
want to presume he could select the adequate National Socialist speeches.!® Al-
ternatively, he chose Wagner as something «weighty,» corresponding to his idea
of the cultural situation of the time." The installations in question thus deal with
the role of radio in the Third Reich’s propaganda machine, yet expressly as an
American’s analysis of his own conception of German history.

Unlike the works of Wesselmann and Rauschenberg, these radios do not pick
up live broadcasts—device and sound are instead witnesses to, or merely sym-

bols of, history. Most of Kienholz’s installations using radios make obvious show

9 The substantial influence of the works of John Edward Kienhoiz: Volksempfangers, ed. Jorn
Cage is evident here. Cage had already com Merkert, exh. cat. Nationalgalerie Berlin
posed his Imaginary Landscape No. 4 for (Berlin, 1977), pp.12-19, here p.13.
twelve radios and twelve performers in 1951, 11 According to Jérn Merkert, Kienholz was not
Rauschenberg and Cage were close friends. aware of Hitler's enthusiasm for Wagner. See

10 A statement made by Kienholz in a discussion «Jorn Merkert: Ed Kienholz und die Sprache
on January 30, 1970, quoted from Reland H. der Dinge,» in Merkert 1977 (see note 10},
Wiegenstein, «<Ed Kienholz, die Volksemp pp. 20-53, here p. 34,
fangers» und der «Ring des Nibelungen,»» in 12 See Wiegenstein in Merkert 1977 (see note 10},

p.16.
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of their antennas and stage diverse communication situations. The fact that the
broadecast sound is produced by a tape is disguised, creating the impression that
even on the electromagnetic frequencies the artist has succeeded in turning back
time.

In Die Bank (The Bench, 1976), seven older radios (six of them Volksempfin-
gers) are lined up on a bench, while an eighth, a contemporary one, stands on
its own pedestal. The seven radios play Wagner and the eighth modern musiec.
Kienholz himself views the installation as a portrait of a man traced from the
National Socialist seizure of power to the present. The man’s changing political
and social attitudes are mirrored in the various devices and how he treats them

(manipulation, wear and tear, rubbing out the swastika emblem, etc.).'?

Three aspects fundamental to the integration of radio technology in the
visual arts could be elucidated through an analysis of the above-described works
from the nineteen-sixties:

They pertain to function and instrumentalization, the mythification and identi-
fication potential of the medium of radio. They incorporate immaterial elements
in their works which cannot be influenced by the artist and which are subject
to constant change. And they develop various strategies for dramatizing time in
visual art, including juxtaposing the work’s time of origin, its thematic time, and
its reception time.

As far as the concrete form taken by the works is concerned, they adhere to
the object in two ways: firstly as regards the radio as apparatus in its function
as information source and symbol carrier (only Rauschenberg hides the device
in sculptures, which in turn evoke their own worlds of symbolism), and secondly
by holding fast to the artwork as a material object to be installed in an exhibi-
tion space. The (current or historical) media environment—or, in the case of
Wesselmann, «life»—is integrated into the artwork in the guise of the apparatus.

In the following, whether, and to what extent, present-day media artworks
have advanced from object to «art without time and space» will be explored along
with the relationship these projects have to developments in radio technology and

culture.

Katja Kwastek
Art without Time and Space?
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From Object to Space
«Hertzian Space» in the Media Art of the Nineties
The 1992 piece Radio-Aktiv'® by Christian Terstegge visualizes the dense net-
work of frequencies with the help of a series of household sponges, in which
radio receivers and speakers are embedded—viewers see only the dipole anten-
nas hanging down below the sponges. A random generator constantly changes
the broadcast frequency of each individual radio, enabling the installation to
make the variety of voices and melodies potentially present in the space audible,
overlaid by noise on the unoccupied frequencies. Like Kienholz, Terstegge un-
derlines the visibility of the antennas in the installation. But while in Kienholz’s
works the antennas merely refer to the potential for reception or contribute to its
pretense, Terstegge’s piece is a live artwork that takes on distinctive qualities
with every visit, in every new exhibition: not only are the character of the radio
programs and the content of the broadcasts subject to constant change, but the
number of received stations differs greatly depending on the exhibition loca-
tion." In technical terms, the work thus displays analogies to Rauschenberg’s
Oracle, with both utilizing the station search function'in a sculptural inslallation
with numerous radio receivers. But while Rauschenberg turned the cacophony of
the stations into a modern oracle, staged the scrap metal sculptures as «gifts of
the street,»'s and gave high priority to the influence exercised on the work by the
viewer, Terstegge is concerned with the emerging, almost abstract soundscape.
The household sponges serve as a mere metaphor for sending and receiving, no
longer first and foremost objects but rather media, mediators, underlining the
transient and ephemeral nature of the sounds flowing through them. This impres-
sion is enhanced further by their serial arrangement, The objective is to make
the ubiquitous multiplicity of information perceptible as such and to demonstrate
its spatial dimensions. The radio device is no longer a window to the world or
a mouthpiece of the world in private space, for here the electromagnetic waves
themselves as the bearers of the frequencies, along with a not clearly delimited

data space, are the protagonists of the work.

13 1992, collection of the artist, see Kwastek is likewise metaphorically transformed. See
2004 (see note 2), pp. 149-53. http://ace.uci.edu/penny/works/loyoyo.html
14 Simon Penny had already developed an— (accessed October 16, 2007).
unfortunately no longer existant—installation 15 Robert Rauschenberg, interview by Billy
in 1888, in which reeds were hung to form Kluever, March 31, 1991, quoted in Hopps
a kind of mobile, set into motion by the radio 1998 (see note 6), p.313.
waves surrounding them, seemingly picking 16 Roy Ascott, «Gesamtdatenwerk,» Kunstforum
up information from them. Here, the receiver International 103 {1989), pp. 100-106.
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Focusing on the data space as subject reflects a nineteen-nineties trend react-
ing to two developments in media technology: firstly, the increasing significance
of digital data and its networking, which Roy Ascott for instance describes as a
Gesamtdatenwerk (comprehensive data work),'® and secondly, the rise of mobile
technology, namely the application of wireless transmission technology not only for
the distribution of information but also for communication, via telephone and later
portable computer. The immaterial data space has thus experienced a quantitative
and qualitative expansion and, above all, a new meaning in human consciousness.

The logical consequence follows that artists no longer limit themselves to
reflecting on radio in their works but also accommodate the entire breadth of the
electromagnetic spectrum, while increasingly incorporating mobile devices into
their work.

In order to make visible the entire bandwidth of what is also known as «Hertzian
space,» British architect and artist Usman Haque, for example, visualized the
frequencies through light. In his project Sky Ear (2003-2006), he lets a «cloud»
of helium-filled balloons float up into the sky, whose integrated LEDs react to the
changing electromagnetic currents in the atmosphere. He makes the influence

people wield on the Hertzian space surrounding them particularly apparent by

Robert Rauschenberg,
Oracle, interactive
sculpture (1962-65),
installation view, Leo
Castelli Gallery, New
York City, NY, U.S.,
1965.
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having visitors call the cloud using mobile phones, thereby exerting a visible im-
pact on the electromagnetic spectrum. The result is an ever-changing, crackling,
multicolored glowing light display, as beautiful as it is unsettling,

The fascination and unease that results from comprehending the existence of
the information inscribed in the electromagnetic waves also provides the spring-
board for Marko Peljhan’s projects, which are described in more detail in this
volume by Inke Arns and which represent a direct political aspiration. Through
radio performances and his own mobile laboratories, Peljhan taps into all acces-
sible radio frequencies, intercepts local and global transmissions, and analyzes
them in his artistic research projects and performances.

In comparison to the projects of the nineteen-sixties, a shift in interest can
thus be discerned from the device as theme to a preoccupation with the frequen-
cies such devices allow us to pick up, and then further to a general exploration
of the electromagnetic spectrum. Hertzian space is not explored as a neutral data
carrier, however, but rather in its relationship to real space, in the varying shapes
it takes in different places: Christian Terstegge is interested in the distinctive
appearance of his installation depending on its exhibition venue; Usman Haque
leaves the exhibition space behind and lets his Sky Edr rise up into the sky over
public spaces on different continents; and Marko Peljhan constructs a mobile
laboratory in order to research the spectrum of frequencies in a wide variety of
localities and the information encoded therein.

British artists Anthony Dunne and Fiona Raby, in turn, put the receiver itself
in constant motion, detecting the wirelessly present information in public space.
In the project tuneable cities, they employ what was long the most widespread
mobile receiving device: the car radio. They start from the observation that the
driver in a vehicle traverses regions without receiving any information about
them: car radios are generally programmed to always return to the frequency of
the station first entered, that is, the radio program at the point of departure. But
if the radio were instead to switch over to local stations, the changing radio pro-
grams would afford the driver impressions of the regions and cities of travel.

Elaborating on this idea, the artist duo built a broadband scanner into a car
(which in addition to radio can also pick up other frequencies) and drove through

the streets, not only aiming to receive local radio stations but also to discover how

17 Anthony Bunne, Hertzian Tales: Electronic 18 |bid., pp.1 and 21.
Products, Aesthetic Experience and Critical
Design (Cambridge, MA, 2005), pp.137-42.
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much information residents radiate into their surroundings by means of electro-
magnelic waves, emanating from installed bugs, mobile phones, baby monitors,
and so forth. In fact, the car trip demonstrated that more than half of the houses
were broadcasting «domestic soundscapes.» The artists also equipped birds with
radio transmitters and wired radios to receive atmospheric radio sounds. Finally,
they constructed car radios configured for the selection of the «new stations»
(birds, atmosphere, baby monitor) in place of the buttons for normal channels.'?

The projects of Dunne and Raby provide us with an occasion for an excursus
on the persistent meaning, but the altered role, of objects in media art. The object
as found device, in which form it played the leading role in radio-related works in
the nineteen-sixties and seventies, can no longer be found in more recent works.
But the object is still prevalent in a new guise, for instance as interface design
or taking the form of critical pseudo-devices such as those created by Dunne and
Raby, who describe their works as «Design Noir» or «post-optimal objects.» Ac-
cording to Anthony Dunne, the classic task of the designer of electronic objects
is to create semiotic interfaces for incomprehensible technologies, transparent
interfaces'® making device operation easy and understandable. Dunne quotes

Virilio, who has described interactive user friendliness as a metaphor for human

Christian Terstegge.
Radio-Aktiv, installation
view, Ohne Schnur, Cux-
haven, Germany, 2004.
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enslavement 1o supposedly intelligent machines, since people unconditionally
accept the necessity of such machines and their functionality." Dunne thus re-
gards post-optimal objects to be those that make the distance between human and
machine visible again, emphasizing moments of irreconcilability.2® In addition to
the aforementioned modified car radio, Fiona Raby also constructed, for example,
the Faraday Chair, which protects the sitter from electromagnetic radiation. The
two artists additionally developed a series of so-called placebo objects, which are
purported to react to electromagnetic radiation, or shield the user from it, but in

actuality investigate people’s anxieties and their limited grasp of technology.?!

From Distribution to Communication Medium?
Interactive Radio Art

Dunne and Raby center their considerations on the human as producer and con-
sumer of electromagnetic waves as well as on the relationship of real space to the
data traffic.

As was already the case with Wesselmann and Rauschenberg, the electromag-
netic waves are Readymades, though not static objects selected once but rather
constantly changing. Nevertheless, they remain found elements of our everyday
culture. The artists make the information already existing in space visible or au-
dible, while exerting no influence over the information type and content. This at
first corresponds with the idea of the radio as broadcasting medium, receivable
but not participatory, followed later by the concept of abstract data space, which
can be visualized or intercepted but not actively changed. Attempts to involve
the receiver in the process of data traffic have been repeatedly undertaken—
whether by manipulating the station scan speed as in the case of Rauschenberg

or by exploring the possibilities of the telephone call in Haque’s electromagnetic

19 |Ibid. 22 Referenceis due here, however, to Max Neuhaus,
20 «By poeticizing the distance between people who in 1966, in his work Public Supply, had
and electronic cbjects, sensitive scepticism already connected radio and telephone
might be encouraged, rather than unthinking technology in order to broadcast sounds
assimilation of the values and conceptual generated through the telephone receivers
models embedded in electronic objectss; ibid., directly over the radio. This work had no
p.22. visible components, however, and found its
21 See Kwastek 2004 (see note 2), pp.193-99 way out of the broadcasting studio via the
and Anthony Dunne and Fiona Raby, Design traditional broadcasting channel.

Nair: The Secret Life of Electronic Objects
(London, 2001), pp. 75-157.
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cloud—but a true reciprocity of information exchange has not been achieved.
This is a characteristic of radio, already criticized by Bertolt Brecht, that has—
in the medium of radio—never been successfully changed: the demand for a
communication medium has not been met by radio. Other media, such as the
telephone and meanwhile the Internet, fulfill this function notably better. While
as early as the nineteen-sixties forms of communications art were created that
explored possibilities for reciprocal interaction, for exchange, and for common
action, they used not so much radio technology? as mail and telephone, later also
fax and satellite, and then finally the Internet.

Using hybrid forms and exploiting the increasing mobility of end devices, art-
ists have nevertheless found ways of carrying out a public dramatization of com-
munication even using radio technology, while still preserving the radio-specific
characteristics, The Radio Ballet, a performance having been put on by the Ham-
burg artists’ group LIGNA in various German cities since 2003, astounded the
unsuspecting observer, when suddenly several hundred passersby standing on
the platforms of the Hamburg or Leipzig main railway stations synchronously
raised their hands, all sat down on the ground, or stretched out their arms, as if

controlled by magic hand. These purportedly innocent bystanders were actually

LIGNA, Radio Ballet,
Leipzig, Germany, 2006.
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all equipped with mobile radio receivers with headphones and had been instruct-
ed beforehand via Internet to show up at the train stations at a specified time,
with the receivers set to a specific frequency, in order to carry out the gestures
conveyed over radio. This performance is related to the idea of the flash mob,
particularly prevalent in the summer of 2003, consisting of lightning-fast mass
assemblies collectively carrying out brief actions (coordinated ahead of time via
Internet or mobile phone).?* Equipping the participants in the LIGNA radio bal-
let with radio receivers allowed for a more extensive repertoire, however, and a
more precise temporal coordination of the various actions. The actions and ges-
tures called for by LIGNA were all activities prohibited at German train stations,
such as begging or settling down with the ostensible intention of staying there.
LIGNA’s intent was to show how the common action of a group (organized through
a combination of various media technologies) could undermine such rules of
conduct, while at the same time pointing out the kind of behavioral discipline
imposed on us in supposedly public space.?* The radio ballet can be understood
as mobilization of the masses, as constituting a protest against prescribed rules
by means of spontaneous solidarity, but also as a measure for surveillance or
heteronomy. The «listeners» play the decisive, active role in this project but are,
on the other hand, merely the extended arms of the radio instructions they imple-
ment in public space.

In another performance project organized relatively spontaneously by a group
of artists during the 2004 ISEA (Inter Society for the Electronic Arts) Festival in
Helsinki, the distribution of roles is not defined quite as clearly. Here, the rela-
tions between listeners and participants, public and private sphere, are reflected
upon on various levels, The project took the form of a city tour, the theme being
the so-called Grillis, traditional snack bars of long-standing tradition in the city.
Originally, mobile sausage sellers hawked their wares from converted bicycles,
but nowadays the Grillis are usually permanent stalls, some nearly one hundred
years old. What was unusual about the tour was less the theme than the means
chosen to communicate it. Various group participants carried portable radios and

the guide herself spoke into a mobile phone connected to a local radio station,

23 See Howard Rheingold, Smart Mobs: The Next 24 See «Radio Ballett: Ubung in unnétigem
Social Revolution (Cambridge, MA, 2002), Aufenthalt erfolgreich,» http://www
in which the smart mob is distinguished from .ok-centrum.at/ausstellungen/open_house/
the flash mob by the claim that the assemblies ligna.html (accessed October 16, 2007).

organized as smart mobs pursue a political
or social aim, that is, do not merely serve
entertainment ends.
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as did other assistants interviewing passersby. The project was broadcast live on
the radio, hence enabling participants to either follow it directly or via their ac-
companying radios. The listeners ascertained in the process that sound emanated
from the radio with a slight delay. Live voice and supposed live broadcast re-
doubled the tour in a disruptive manner. Most notably, however, this performance
engendered a subtle encounter with media-age communication forms: although
the group participants were together physically in one place, communication took
place by means of radio, so that the activity could potentially be followed by any
resident of Helsinki regardless of location in the city. The group itself was, just
like the radios the people had with them, extremely mobile in contrast to the
Grilli stalls, having converted from mobile sales vehicles to permanent stalls. At
the same time, the accompanying radios made the outing more open than tradi-
tional guided tours, since the devices, like a loudspeaker, amplified the voice of
the guide and alerted passersby to the situation. The action thus consisted of a
subtle mix of face-to-face communication and its mediation through the media,

of private tour and public broadcast.

While the issues of media criticism and the temporal structure of the
medium addressed here stem from a long tradition, as illustrated above, the rela-
tionship between material components and immaterial information is today being
reconceived in such a way that neither the object nor the data space, as material
or immaterial components, constitute the focus, but rather the recipient, who is
localized in real space, forming the interface with the data space.

Another important innovation lies in the fact that both latter projects do not
solely implement radio technology but also combine it with other media. The
combination of Internet and radio, or radio and mobile phone, is an indication
of a general media amalgamation, making it increasingly difficult to render an-
swerable the question as to the specificity of the medium of radio in comparison
to other media. The «institution of radio» is reacting to these developments with
podcasts and net radio, programs which can be called up as needed at any time,
and also saved and thereby heard anywhere the user happens to be. This person-
alization of media results in the connection between data space and real space
increasingly being created by the individual recipient, who calls up or broad-
casts information anywhere, at any time, using the accompanying mobile devices.
The technologies employed for this purpose are manifold and prove difficult to
differentiate distinctly.

Katja Kwastek
Art without Time and Space?
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Radio Art
From Apparatus/Object to a Mode of Spatial and Aesthetic Experience

The fascination with Hertzian space superimposing real space is tendentially
strengthened rather than weakened by the fact that the former is extremely het-
erogeneous and has long since been detached from the radio as apparatus or
institution. This becomes apparent in the last project under consideration here:
American artist Teri Rueb’s Drift (2004), a site-specific installation designed for
the Cuxhaven Wattenmeer (tidal flats) on the German North Sea coast. At an issue
station, the visitors are each given a small backpack with headphones and then
instructed to make their way through the tidal flats. During the hike through this
unique topography, there are long phases where no sound at all emanates from
the headphones, forming a contrast to the natural sounds of the landscape: sea
birds, wind, water, ship motors, and sounds of their own movements across the
sandy, soggy ground. '

Suddenly, however, the visitors hear footsteps and realize these are not their
own. After a while, a voice begins to tell of hikes, landscapes, pathways. Oc-
casionally the visitors hear an entire train of thought, but at other times the text
suddenly breaks off, lost along with the sound of the footsteps. Some time later,
they hear a further text, also accompanied by walking sounds, dealing with ques-
tions of roaming, searching, or being lost. These are fragments of literary texts,
for example by James Joyce, Thomas Mann, or Dante.

Listeners who turn around, heading back in hopes of hearing a text again,
will be disappointed. Finding the text again may well prove impossible, and the
listeners wonder if this is due to their own lack of orientation skills, or to the
technology used, or whether it is perhaps a conceptual component of the work.
Searching and roaming are consequently not only themes of the texts but are
likewise inherent in the experiential mode of the work itself.

The reason why the sound fragments are so transient can be discovered in the
accompanying graphic projection in the exhibition section: the texts roam—anal-
ogous to the North Sea tides—across the landscape. The visitor hence happens

completely at random upon the texts, only to be heard in a completely different

25 For more on Teri Rueb, Drift, see Kwastek 2004
(see note 2), pp. 211-19,
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place a few hours later. The ephemeralness of the data space corresponds with
the character of the landscape in which the data is audible: it, too, being subject
to constant change, flooded by the sea in a regular rhythm, emerging again—de-
pending on weather conditions, wind and currents—in new form. Hardly any
points of orientation are offered by this vast expanse inviting the walker to roam
aimlessly. Sounds and landscape thus enter into a symbiosis, the audio space
indissolubly interwoven with the material space.*

The aesthetic experience of this installation consists in roaming through wa-
vering clouds of sound, seemingly wandering through a mysterious data space.
Yet technically, one carries the data space along in the backpack—all sounds
are saved on the small computer inside. The only direct connection with Hertz-
ian space exists through an integrated GPS device which constantly plots the
listener’s current position. The computer subsequently plays the sound data ac-
cording to this position and to the time determined by the tidal situation.

This work thus technically has little to do with radio technology as a constant
stream of information transmitted over electromagnetic frequencies, picked up
by receivers and made audible. But the visitors’ aesthetic experience is nev-

ertheless like wandering through clouds of sound or text that they themselves

Teri Rueb, Drift,
locative art project,
Ohne Schnur, Cuxhaven,
Germany, 2004,
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render audible. This experience unfolds the work’s intention of making tangible
the wandering data streams and relating them to the constant changes in nature

as well as to our own real and emotional movements.

Surely it is not «art without space and time,» as invoked by the Futurists,
that is presented to us here. Nonetheless, Rueb raises the question of whether the
ideas of a continuous space and a linear time are still the constants governing our
society—a society in which an entirely man-made information space seems to be
crowding the malerial world into the background.

The aesthetic the artist devotes to this purpose is an aesthetic anchored in the
tradition of radio art. The immateriality of the information, its accessibility and
temporality, and its strange, varying localization between real space and Hertzian
space, between present and past, are elements thal have motivated the incorpora-
tion of radio into artistic projects from the very beginning.

The days of scanning for a station, of the apparatus-bound capacity, of radio
as dominant information channel are now definitely of the past. Innumerable
radio programs offer—via traditional stations, Internet connections, or mobile
phone—individually consumable information and entertainment, as do many
other media. Yet the fascination of Hertzian space—information floating invisi-
bly through space—is today more pertinent than ever. Facilitating the experience
of this fascination, shaping it or illuminating it critically, is one of the important
themes of contemporary media art. As to whether this is accomplished with tra-
ditional radio technology or by means of other devices, which after all create a

related aesthetic experience, seems to be of secondary importance.
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Audiomobile
A Project by Matt Smith and Sandra Wintner

AUDIOMOBILE® is a project for mapping cities with sound. AUDIOMOBILE invites
small audiences to explore «sonic maps» by riding in a multi-passenger vehicle
which is equipped with surround sound and GPS (Global Positioning System)
technology. The sonic maps consist of audio samples created by local sound
artists and are superimposed onto selected landmarks in the city, according to
locations chosen by them.

The individual audio elements are triggered by matching the output coordi-
nates of the onboard GPS with the geographical location of the vehicle in the
city as it glides through various urban scenarios. As a result, an array of audio
samples, sound clips collaged with looping ambiences and complete narratives,
generate an ever-changing audio «cityscape» projected into the vehicle in sur-

Artist Run Limousine (ARL), Audiomobile, Artist Run Limousine (ARL), Audiomobile,
view from inside the car during a ride, interior and two guests of the Artist Run
Quebec City, Canada, 2005 Limousine, Yancouver, Canada, 2003.
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round sound. The position of the vehicle determines not only which sounds are
being played but also from which direction (loudspeaker) they originate.

AUDIOMOBILE has been performed with the Artist Run Limousine? in Vancou-
ver (2003), Saskatoon (2004), and Winnipeg (2004). In Linz (2004), Quebec City
(2005), and Vienna (2005) it took place in luxury minivans with onboard naviga-
tion systems. In each of these cities, between five and ten local sound artists
contributed an average of 150 individual sound files and corresponding loca-
tions.

The versions created by the local artists in the individual cities were com-
pletely distinct from each other, not only due to the individual samples, played
through AUDIOMOBILE, but also because both traffic patterns and geographical
features of each city are instrumental to the project—it is a sound sculpture
that comes into existence by driving around within the sonic map created by the
local artists. Every time AUD/OMOBILE goes on one of its tours, a new version of
that city’s performance is created. Participants directly influence the AUDIOMO-
BILE «score» by choosing routes and directing the driver into areas of their
choice. The intimacy of the passenger compartment also promotes dialogue be-
tween individual passengers, which adds a further layer of communication to
each tour, AUDIOMOBILE encourages exchange between people and the environ-
ment and attempts to replace anonymity and detachment with familiarity and
identification.

A strong inspiration for AUDIOMOBILE was the idea of creating an «alterna-
tive soundtrack» for a city, by people who inhabit it for people who inhabit it,
rather than developing a guided tour concept, which has since been realized
commercially by numerous companies and cities. The inspiration was certainly a
cinematic one, in which the view out of the vehicle onto the passing city be-
comes the context for the unfolding soundscape. AUDIOMOBILE allows for artis-
tic expression that directly associates place with sound and uses movement
(travel over time through space) as a temporal and sequential base. As such,
AUDIOMOBILE is a truly nonlinear media experience, with every performance be-
ing original and unique.

1 The AUDIOMOBILE project has involved, along 2 The Artist Run Limousine {ARL) was a mobile
with Matt Smith and Sandra Wintner, many artist run space in the shape of a white
other artists at each location. For more Cadillac Fleetwood stretch limousine run
information, see http://www.firstfloor.org/ by Matt Smith, Sandra Wintner, and others,
ARL/Audiomobile/ In October 2004, the original Artist Run

Limousine unglamorously broke dewn in
Golden, BC and has since been abandoned.
See http://www.firstfloor.org/ARL/Z
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Radio as Exhibition Space

Doreen Mende

Listening to music is listening to noise, realizing
that its appropriation and control is a reflection
of power, that is essentially political.’
—Jacques Attali

More and more often, established art institutions are hosting shows on the theme
of sound.? To date, radio art has received little attention in this context. But in
recent years, interest in this field has been increasingly reflected in small-scale
conferences and exhibition projects, and in the founding of numerous free radio
stations.® Could radio technology provide a presentation space that reexamines
exhibition strategy? Using the example of the EAR APPEAL show,* I will discuss
the relationship between the presentation of art in a physical exhibition space
and the specific qualities of radio-based exhibitions, as well as an «Audio Cul-
ture»® in contemporary art practice that argues in social terms.

If one goes back in time a little, then—in art from the nineteen-fifties through
the seventies—Audio Culture plays a decisive role in artistic practice on a par
with other media. It is no coincidence that Henry Flynt—philosopher, anti-art
activist, and coiner of the term concept art—begins his «Essay: Concept Art»®
with the words: «<Concept art> is first of all an art of which the material is <con-
cepts,> as the material of for ex. music is sound.» The dematerialization of the
art object, in whose terms Lucy Lippard described art between 1966 and 1972,7
corresponds to the spirit of Audio Culture. The development of art in this period

features a coming together of heterogeneous positions that are united by their in-
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Lerest in the division between art and life. To name just a few examples: as a key
figure in Fluxus and concept art, John Cage used sound and silence in his compo-
sitions based on the principle of chance; every detail of the surroundings became
matlerial for a composition whose objective was nothingness. In the fifties, Ray
Johnson developed «correspondence art»—later mail art—as an artistic praxis
that produces process, activity, and networking. From the early seventies, the
dematerialization and placelessness of art became more differentiated thanks to
the simplification of electronic recording technology. Christine Kozlov, another
pioneer of concept art in the U.S., chose the tape recorder as a test setup in her
piece Information: No Theory (1970) as a way of questioning the credibility of
information in the dawning age of mass media.? At the beginning of the seventies,
William Furlong and Barry Barker founded the magazine Audio Arts,? a program-
matic format for sound recording as artistic practice and for the creation of a
public outside of institutions. All of these are practices that push up against the
boundaries of the institutional exhibition space.

Nonetheless, the white exhibition space became the matrix for artistic de-
bate. The visible architecture became the frame of reference for the negotiation
of territorial, contextual, and metaphorical boundaries between inside and out-
side. From the ideology of the White Cube, artists derived material for their ex-

aminations of the art institution in postwar modernity. Debate focused, however,

In Jacques Attali, Bruits: essai sur l'economie

politique de la musique (Paris: Presses Univer-

sitaires de France, 1977). English version:
Jacques Attali, Noise: The Political Economy
of Music (Minneapolis: University of Minnesota
Press, 1985).

Sonic Boom (Hayward Gallery, London, 2000),
Sonic Process (Centre Pompidou, Paris, 2002-
2003), Anti Reflex (Kunsthalle Schirn, Frank-
furt, 2005), and in particular the mediaspe-
cific Sonambiente shows in Berlin (1996 and
20086).

Resonance FM (London), reboot.fm (Berlin,
2004), Radio_Copernicus (Warsaw and Berlin,
2005), Garage Festival (Berlin, 2004), Bienal
Internacional de Radio (Mexico City), Radio
Gallery (London, 2006).

From October 19 through November 18, 2006
at Kunsthalle Exnergasse in Vienna. Artists:
Rashad Becker, Justin Bennett, Benjamin
Bergmann, Elisabeth Gribl, Arthur Kdpcke,
Genesis P-Orridge, Ultra-red, Ruszka
Roskalnikowa, Paula Roush, Mika Taanila,

Annette Weisser, Curator: Doreen Mende. EAR
APPEAL ON AIR broadcast on Kunstradio

on October 29 and November 5 and 12, 2006.
Audio Culture: Readings in Modern Music,
edited by Christoph Cox and Daniel Warner,
was published in 2004. In the following, «Audio
Cultures will be used to refer to artistic work
with sound.

In 1961, Flynt spcke of conceptual art for
the first time; the essay was published in 1963
in An Anthology by La Monte Young.

Six Years: The Demateriolization of the Art
Object from 1966-72, edited by Lucy Lippard,
published 1973, reprinted 1997, contains

a bibliegraphy listing interviews, documents,
artworks, and symposium papers that make
up a chronological index.

Susanne Neuburger, «...with their own intrin-
sic logic,» springerin, Theory Now issue
(February 2006).

For more information on Bill Furlong and the
Audio Arts project and archives, see Bill
Furlong at http://kunstradio.at/BREGENZ/
KIDS/index.html.
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not on its visibility, but on a conceptual questioning of space-defining reality.
Art became a seeing machine, an instrument for the analysis of that which takes
place both outside and inside the institution.

After World War II, the technical perfection of radio technology increased
and its popularity grew. This period was characterized by the arrival of a mass-
media toolkit: the transmission of information in the form of electromagnetic
signals from broadcaster to receiver allowed private homes to connect with the
outside world at the push of a button: private space became the venue for public
presentations. But the content changed, too. The range of themes grew to include
audience participation and a focus on individual concerns: the public domain
became private. Radio was just the beginning of this transfer.

The aim of the EAR APPEAL show was to bring an invisible element of reality
into the exhibition space and to discuss links between audio and society without
falling into the trap of a media-specific exhibition. Instead, the focus was on the
possibility of portraying our society in audio, and on sound as a potential instru-
ment for the control of individual actions. What interests me in particular about
Audio Culture—following concept art—is its potential for analysis and place-

lessness combined with its rendering visible of social issues by using sound as

Mika Taanila, Thank You
For the Music, film still,
EAR APPEAL, Kunsthalle
Exnergasse, Vienna,
Austria, 2006.
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analytical and conceptual material. So when an exhibition focuses on the links
between Audio Culture and society, then the presentation space must be con-
ceived of and examined in terms beyond its physical architecture. Nonetheless, a
museum-like exhibition architecture was necessary at the Kunsthalle as a coun-
terpoint to the immaterial space of radio, in order to—drawing on the experience
of nineteen-nineties artistic praxis—deal with institutional manifestations. A
space-filling display system using grey partitions structured the exhibition ac-
cording to a topological principle.

In addition to their pieces for the show at the Kunsthalle, several of the EAR
APPEAL artists—Justin Bennett, Rashad Becker, Paula Roush/msdm, Ultra-red,
and Annette Weisser—were asked to devise works for radio to be broadcasl by
Kunstradio on Austrian public radio’s cultural channel Osterreich 1 (01), while
the show was running, and to remain available online as downloadable MP3s.
EAR APPEAL ON AIR was explicitly part of the overall exhibition concept in that
the series of radio programs was designed not as an accompanying program but as
an extension of the exhibition space. The radio pieces all featured one of two as-
pects: working with found urban sounds or reflecting on the technology of the ra-
dio as a way of achieving an impact at the point of delivery in the external world.
This created a concrete interrelation between inside and out that was put into
practice and continued within the space of radio. What makes the presentation
of Audio Culture on the radio significant? Assuming that the presentation of art
consists of a complex mesh of spatial, technological, institutional, and situational
conditions, the specific character of presenting Audio Culture on the radio lies
above all in its placelessness, situation-specificity, and everydayness. A radio
set can be installed in various places and remain switched on around the clock:
a radio set can host an instant, immaterial, and transportable exhibition, just as
hats, publications, and boxes'® have become exhibition venues. The inside and
outside of the radio space are manifested in the radio receiver’s on/off switch.

But making an exhibition also means creating a space characterized by selection

10 Robert Fitliou, Galerie Légitime (1962); Seth 11 Jacques Ranciére, Le Partage du sensible.
Siegelaub and John Wendler, eds., The Xerox Esthétique et politique (Paris: La Fabrique,
Book (New York, 1968); see also, Ina Conzen, 2000); translated into English as Jacques
ed., Art Games: Die Schachteln der Fluxus- Ranciére, The Politics of Aesthetics:
kiinstler (Stuttgart: Staatsgalerie Stuttgart, The Distribution of the Sensible: (New York:
1997). Continuum International, 2004).

12 From érgon (Greek) eworks and onomatopoiein
(Greek) «create a name.»

Re-lnventing Radio

152

Skenovano pro studijni ucely



and presence. If, depending on broadcasting times, radio can be listened to on
the street, in the car, at work, at home, or while jogging, then more than anything
else, art becomes totally mixed up with the casual nature of everyday life. But
this blending of art and everyday life is distinct from that activated by conceptual
Fluxus artists like George Brecht and John Cage. Does art have a chance in the
everyday white noise of radio if the listener does not have to give up his or her
passive, receptive role? How can a «distribution of the sensible»!! be both called
into question and reconfigured?

In the context of EAR APPEAL, the brilliant reading /work piece No. 1 by
Fluxus artist Arthur Kopcke represented an important historical reference.
Made as early as 1963, his instruction piece music while you work, part of his
chef-d’oeuvre manuscript (1963-65), takes social norms to absurd lengths: piece
No. 1 music while you work parodies BBC radio’s Light Programme which, from
the war years until well into the nineteen-sixties, was designed to increase the
productivity of factory workers by means of animating, functional music: «Ar-
tistic value must NOT be considered. The aim is to produce something which is
monotonous and repetitive» (BBC). In a version documented on video, Kopcke
begins by sweeping a room to music coming from the radio: the text instruction
requires that he interrupt his work whenever the music stops—so that neither the
music nor the work can ever be brought to an end.

For his new sound installation Ergonomatopoese,'? Berlin artist Rashad Becker
interviewed around forty working individuals to obtain an acoustic portrayal of
what is understood by «work» based on the activities that typify professions rang-
ing from trader through artist. After an introductory exchange, Becker asked the
interviewees to reproduce the sounds of their work using their own sound-pro-
ducing organs. Although it comes as no surprise, it is significant that the phonetic
vocabulary is far less developed than the ability to portray working conditions
using optically coded words. Woven together collage-style, the recordings of the
onomatopoeias produced a space within the exhibition in which to think about
the concept of work, which is as diverse as the sounds that buzz, rustle, and whis-
tle around the space, triggered by the visitor’s movements. Another striking thing
is that the more neoliberal the structures of the work in question are, the harder
it is to capture the notion of work, something which cannot be attributed solely to
the phonetic inexperience of the participants. For his Kunstradio piece entitled

Radio kenn’ ich nur vom Hérensagen—Ohranwendung in der Wertegemeinschaft

Doreen Mende
Radio as Exhibition Space
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(I only know radio from hearsay—the use of ears in a community of shared val-
ues), Becker edited the interviews and onomatopoeias into an experimental radio
play consisting of sounds and distorted but recognizable language. Instead of
commenting on the knocking, snapping, and hissing noises, the fragments of
the original spoken passages all revolve around the transition from language to
sound: «Do I make a sound like ...,» «For a sound like ...,» «Would I dress up for
a sound like ...,» «With a sound like...,» and so on. The radio piece cannot be
separated from the work at the Kunsthalle. Whereas the latter achieves a sense
of three-dimensionality using hypersonic directional loudspeakers—creating an
auditory experience entirely different to that of listening to the radio, which the
artist puts in context in a text in the accompanying booklet—the radio piece in-
cludes the level of everydayness that can only exist outside and in the immediate
physical vicinity of the listener.

Both Paula Roush/msdm (mobile strategies of display & mediation) and the
Ultra-red group (for EAR APPEAL, Dont Rhine and Manuela BojadZijev) used the
Kunsthalle as a meeting place and discussion venue. Generally speaking, radio
took on the role of postproduction as well as that of publication and distribution.

After periods in London and Leipzig, London artist Paula Roush localized her
Protest Academy in the show in Vienna as a vital structure for cooperation, ex-
change, education, and information-gathering about audio tactics that articulate
social or political resistance. When does sound become information and protest?
As the setting for a workshop and as an installation in the exhibition, visitors
had access to the protest archive begun in London in 2005 containing newspaper
articles, CDs with songs of protest and peace, an opera libretto, theoretical texts
by Toni Negri and Gilles Deleuze, and a variety of projects and documentation by
artists including Oliver Ressler, Temporary Services, and Melanie Jackson. For
her performances and collaborations, Paula Roush used the archive, with entries
divided up into the four categories «What are we doing? What’s happening to us?
What needs to be done? I prefer not to.» At the same time as being a collection

of materials, the archive also acts as working material. On the radio, a record

13 From the Spanish: gathering, meeting. In the
context of the anti-globalization movement,
especially in Latin America, this form of
political meeting has evolved where relevant
social themes are discussed publicly on the
basis of networking.
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produced by Paula Roush and the artist Isa Suarez was played which brings to-
gether the contents of the archive in edited form. Like the archive, the four tracks
on the record are ordered using the four categories, allowing the sound material
to be presented in different contexts, such as live jam sessions or performances.
Protest slogans can still be heard among the sound collages, but this reworking
questions the degree to which information must be comprehensible if a praxis of
resistance is to become effective protest.

As well as being the focus of research by Ultra-red into migration and its im-
pact on social structures, Surveying the Future is also the title of the radio piece
by the group for EAR APPEAL ON AIR. The radio piece is an edited version of
an «Encuentro»:'* on October 21, 2006, Ultra-red theorists, activists, and artists
organized a public gathering to discuss «What is the Sound of the War on the
Poor in Vienna.» With Tania Martini, Roland Atzmiiller, Jakob Weingartner, and
Fahim Amir, Ultra-red explored various locations in Vienna like the Lugner City
shopping mall, the Giirtel, or the Brunnenmarkt, which were presented at the
Encuentro in the form of talks and audio recordings. The way the question was
framed actively encouraged a differentiation of concepts and attributions. What
is sound? What is war? Who are the poor?

Paula Roush,

Protest Acodemy,
installation and
intervention, EAR
APPEAL, Kunsthalle
Exnergasse and
Kunstradio On Air,
Vienna, Austria, 2006.
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Both the audio recordings and what was said during the discussion were used
by Ultra-red as analytical material to explore links between social structures
and planned urban development. In a method of «militant investigation» de-
vised and used for political analysis above all by the Marxist labor movement in
Italy (Operaismo), the activation of debate and network-building are central ele-
ments in the artistic audio praxis of Ultra-red. The aspect of informal education,
influenced by the theories and praxis of the Brazilian pedagogue Paulo Freire
(1921-1997), as laid out in his main work Pedagogy of the Oppressed (1968),
also plays a key role. The piece by Ultra-red for Kunstradio uses radio technology
as an instrument for the creation of a public. In addition, the radio also provides
a place for the activation of communal learning that is negotiated on a collective
level and which articulates critical awareness. The radio transports the public
brainstorming session at the Kunsthalle back to the locations in question.

The transfer of content from the exhibition to the scene of the action—to con-
crete places in Vienna and, in conceptual terms, out of the institution—marks
an important aspect of the overall exhibition concept, implemented directly via
presentation on the radio. The British artist Justin Bennett, based in The Hague,
has been working since 2003 on his piece entitled Sundial: in major cities like
Barcelona (2003), The Hague, Rome, Guangzhou, Paris (2005), and Vienna (EAR
APPEAL, 2006), over a twenty-four-hour period the same number of individual
sound recordings were made, forming an edited acoustic panorama of the cit-
ies in question. But it is not so much about merely documenting a specific ur-
ban soundscape or making an interpretative study of the diverse connections
between people in the city and their surroundings. Instead, in edited form,
Bennett indexes the specific characteristics of the sonic environment of Kunst-
halle Exnergasse as a kind of cartographic inventory, but without prescribing
a definitive legibility. Transferred to the radio, the subjective city map becomes
a piece of musique concréte.

EAR APPEAL commissioned a new piece by Annette Weisser on the theme
of radio as a place of cultural production and cultural coding: in one of the
old broadcasting studios at Austrian State Radio, she cooperated with Kunst-

radio to produce the audio and video work Kanon based on the old children’s

14 «C-A-F-F-E-E, trink nicht so viel Kaffee. Nicht Turkish drink is not for kids, it weakens your
fur Kinder ist der Turkentrank, schwacht die nerves, makes you pale and . Don't you be
Nerven macht dich blass und krank. Sei du like 2 Moslem who can't do without it}. Set to
kein Muselmann, der das nicht lassen kann» music by Carl Gottlieb Hering (1766-1853).

(C-A-F-F-E-E, don't drink so much coffee. This
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song «C-A-F-F-E-E.» Instead of the original lyrics,'* Weisser sang and whistled,
in a five-voice canon with herself: We Know What We Are By What We Are Not—
a line taken from a magazine article about the «clash of cultures.» Various film
sequences show the artist recording her voice parts, scan murals featuring idyllic
Austrian nature scenes, or wander around the space, lingering on the décor and
the control room window. The recording studio, originally built as a broadcasting
studio in the nineteen-thirties, becomes a matrix for the construction of cultural
identity and refers to the place where it is produced and duplicated. The daily
broadecast of the radio piece made affirmative use of the way radio functions, at
the same time as reflecting on it via the audiovisual feedback to the presentation
at the Kunsthalle. In the exhibition space, then, we experience something like a
double making-of: specifically, the making of the piece itself and, generally, the
development of radio technology as a mass medium for the shaping of political
opinion. Using the melody of a well-known children’s song, Weisser plays with
the programmed recognition effect with which we are familiar from ubiquitous ra-
dio. But the cultural canonization is undermined by the rhythmic new lyrics, thus
activating more attentive listening, something that comes as more of a surprise

when listening to the radio than it does in an art space.

Annette Weisser, Kanon,
video/DVD/Kunstradio
broadcast, installation
view, EAR APPEAL,
Kunsthalle Exnergasse,
Vienna, Austria, 2008,
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Radio is almost unparalleled among media in its ability to provide indepen-
dent distribution strategies, distance from art institutions, and the posilioning
of art in the listener’s everyday surroundings. Admittedly, in terms of exhibiting
art, Audio Culture only indirectly leaves behind a visual work capable of being
documented. We are dealing either with a process of transformation from sound
to language, to image, or with the playing back of a sound recording which in a
conventional exhibition space can only be presented in limited or altered form
on account of the acoustic conditions, but which as a readymade (field record-
ing) automatically triggers attentiveness, Contemporary exhibition practice in art
features codes that cause us to perceive selectively and specifically. Radio lacks
this very concrete and often-criticized frame of reference. In its historical evolu-
tion into a mass medium, radio technology is so strongly linked with everyday
reality outside the exhibition space that the moment when the radio listener is
called on to listen is far less precise that it is in the art space, when reading a
publication, or on receipt of a Mail Art postcard. On the other hand, by removing
sound from its original context as an objet trouvé and doubly recontextualizing
it—that is, as material in an artwork and as radio art in an unspecified everyday
situation—every sound played on the radio is institutionalized. In this light, ra-
dio as an exhibition space appears as impermeable as the physical space of the
art institution. Is art really transported outside? Audio Culture in general and
radio art in particular call for exhibition formats that manifest content, produce

context, and bear in mind the institutional space of the radio.
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Willem de Ridder, European Mail-Order Warehouse, 1965, installation for a photograph by

Wim van der Linde: boxes with objects by George Brecht, Robert Watts, Henry Flynt,

Alison Knowles, La Monte Young, and many others are piled up on a couch in Willem de Ridder's
house in Amsterdam. Among them sits Dorothea Mejer, de Ridder's girifriend at the time. The
boxes as well as the print publications were designed by George Maciunas, who had appointed
Willem de Ridder as chairman of Fluxus activities in Northern Europe. Under its director

Willem de Ridder in Amsterdam, the conceptual shop European Mail-Order Warehouse offered
and sold the same boxes as the New York FLUXSHOP Loft by Maciunas. Neither shop existed as
physical sales room, rather both of them used postal distribution structures as instruments

of display. The illustration shows a reconstruction of the European Mail-Order Warehouse
within one big box by Jon Hendricks for the Fluxus exhibition of the Gilbert and Lila Silverman
Collection, 1984, Willem de Ridder lives near Amsterdam. His website (www.ridderradio.com)
obeys Fluxus principles even today: every week de Ridder replies live to questions formulated
by listeners on the spur of the moment and/or based on their everyday experience,
(Description by Doreen Mende.)

Doreen Mende
Radio as Exhibition Space
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Inside — Outside
A Project by Gottfried Bechtold

Edinburgh Festival 1973

Every day during the opening hours of The Austrian Exhibition at the Demarco
Gallery in Edinburgh, Gottfried Bechtold went on walks in the gallery’'s sur-
roundings—equipped with a mobile handheld transmitter. Again and again the
artist communicated his exact location to a small portable VHF receiver placed
on the floor in the center of the installation space. Installation visitors found
canvases pinned to the walls as well as pens and pencils readily available to
them for marking and listing the locations indicated in the artist’s transmis-
sions. Thus, drawings in progress by the visitors/radio listeners emerged and
became vital parts of the installation. A further, slightly different version of In-
side—Qutside took place at the Institute of Contemporary Arts (ICA) in London.

Gottfried Bechtold in action for Project for
Bregenz, Bregenz, Austria, 1973,
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A year earlier, in 1972, Bechtold had realized 100 Days in Kassel at docu-
menta V. For this project, the artist transmitted his location in the city several
times a day to the Fridericianum, the main documenta venue. There, the artist's
messages were broadcast over the public address system and protocolled in
type script.

As a direct precursor to the Edinburgh/London project /nside-Outside,
Bechtold realized Project for Bregenz, in his Austrian home town, in 1973.

Inside-0utside was part of the Austrian Exhibition at the Demarco Gallery, Edinburgh Festival,
1973. The exhibition presented a survey of Austrian art of the nineteen-sixties and early seventies
curated by Richard Demarco.
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Communication Breakdown

Caoimhin Mac Giolla Léith

In view of the relatively arcane, obscure, or privale nature of some of Garrett
Phelan’s more recent artworks, it is useful to recall that his earliest artistic en-
terprises were highly collaborative, accessible to a wide public, and generally
facilitatory in intent. In 1993, Phelan, along with Mark McLoughlin, set up Ran-
dom Access Soundworks in' Bow Lane Recording Studios as a workshop for artists
working in the visual domain who were interested in using sound as a creative
medium. Each artist selected was provided with professional pre-production
advice, a high-spec recording studio, and a qualified sound engineer for forty-
eight hours, all paid for by funds procured from the Irish Arts Council. The work
produced was then published and distributed free of charge to a selection of
key venues, publications, and individuals invelved in sound art internationally.
Three compilation CDs were produced between 1993 and 1998, During this same
period, Phelan and McLoughlin also set up A.A.R.T.—Radio (Audio Artists Radio
Transmissions), a temporary, licensed radio station designed to provide an alter-
native arts programming format to that of the national networks by airing the work
of some two hundred artists, many of whom were renowned internationally for
their pioneering use of sound within an expanded notion of the visual arts. Run

on a modest budget with technical assistance from veterans of pirate radio, yel

This essay is reprinted from: Cacimhin Mac Giolla L&ith, «Communication Breakdown,»
in MADE, ed. Garrett Phelan (Dublin, 2004).
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fully ratified by the relevant authorities, A.A.R.T. broadcast over a ten-day period
in autumn 1994 from the Irish Museum of Modern Art, Dublin as part of From Be-
yond the Pale, an exhibition offering an alternative, anti-canonical reading of the
history of twentieth-century art. Five years later, A.A.R.T. reconfigured itself as
a four-day-long, live-broadcast, collective «research and development project»
emanating from Arthouse in downtown Dublin and avowedly bent on the acoustic
exploration of «the physics of radio.» Issues of authority, ratification, and access
were at the heart of Phelan and McLoughlin’s work throughout this period.
1993-98 were fruitful years on a number of fronts for Phelan/McLoughlin,
who described themselves at the time as «a curatorial production team working
in and promoting peripheral art forms.» Many of the concerns initially addressed
in their collaborative works have remained crucial to Phelan’s subsequent work
as a solo artist. In addition to those already cited, these include the related ques-
tions of communication and codedness, iconicity and obscurity, public art and
privale language. The first artwork produced by the partnership, with the invited
collaboration of fashion photographer Brendan Bourke, was HERO (1994). This
was a large-scale, photo-text work depicting a rifle-toting figure in generic para-
military garb mounted on a horse in a field, accompanied by the legend TO RIDE/
TO SHOOT/ TO TELL/ THE TRUTH. By invoking the motto of the Pony Express,
the work equates violence with truth-telling and conflates the American myth of
the conquest of the West with the iconography of Irish militant politics. The ro-
mance of a high moral code is blended with the low farce of heroic self-delusion
to produce the slightly ridiculous image of a paramilitary cowboy. HERO may be
seen against the contemporary background of a simultaneous legislative push in
the U.S. to restrict the carrying of arms and attempts in Ireland to relax the broad-
casting ban on representatives of paramilitary interests. Brendan Bourke also
collaborated with Phelan/McLoughlin a year later to produce a video work, Yel-
low: Minimum Analysis, Maximum Action (1995). A cigar-smoking crooner in a
tuxedo strolls onto a soundstage with a bright yellow backdrop. He seats himself
on a high stool as the music swells, and there he awaits his cue. This he repeat-
edly fluffs only to leave the stage at the end of the song without ever singing a
note. This «yellow-pack» comedy of errors, a display of ludicrous indecisive-
ness entailing the endless deferment of dubious pleasures, was designed to be
screened in the specific context of a supermarket. A third work, Kippure (19953),

was produced in response to the publication of a Government Green Paper on
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Broadcasting and was installed in a group show in a commercial art gallery. It
comprised a panoramic photograph of the eponymous radio transmission mast
in the Dublin mountains accompanied by a 1-watt radio transmission of pre-
recorded ambient noise from the windblown summit of Kippure. This transmis-
sion could be picked up on a radio Walkman within the confines of the gallery
and its immediate vicinity, incidentally emphasizing the porousness of the gal-
lery space. In their different ways, the vacuous political icon, the bungled com-
mercial schmaltz, and the «empty» radio transmission featured in these three
works all signal a fundamental breakdown in communication.

Convolutions of communication also featured in the installations Time is,
Time was, Time is past (1996) and What God Hath Wrought (1997), both of which
invoked the spirit of Samuel Morse, a man who forsook his early endeavors in the
visual arts for the invention of pioneering technologies of communication. Time
is, Time was, Time is past was a complex, two-part artwork involving the trans-
mission in Morse Code of the work’s title by the 2nd Field Signal Corps of the
Irish Army and its subsequent representation, in both documented and recorded
format, within the context of an elaborate installation at Le Confort Moderne,
Poitiers, France and subsequently at the Irish Museum of Modern Art (which is

Phelan/McLoughlin,
KIPPURE, installation,
1995,
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housed in a former military hospital), involving photography, light, sound, and
radio transmission. The backdrop of the installation was a stylized «drawing in
light» of a nineteenth-century signal tower, one of a series of towers dotted along
the Irish coast, which were used by the British to protect Ireland from French
Naval Forces during the Napoleonic Wars. The work’s title is a quotation from
Erasmus Darwin, friend and colleague of the Irish telegraphy inventor Richard
Lowell Edgeworth. The title of What God Hath Wrought, on the other hand, echoes
the first message ever sent in Morse Code.

The visual component in this work took the form of a wall text in vinyl in
which the title of the piece was «spelt out» in the dols and dashes conventionally
used for the written rendition of Morse Code. By enlisting the aid of the Irish
Army, Phelan registered the apparent necessity of covert communication for the
purpose of maintaining public order, or in the interests of national defense. Yet
the most commonly known message to be regularly transmitted in Morse, SOS, is
an urgent communication of individual or collective distress. This play between
notions of obscurity and concealment, on the one hand, and of communicative
efficiency and immediacy, on the other, may be read reflexively as a comment on
the relationship between contemporary art and its various audiences, a reading
the artist himself endorses. Phelan distinguishes at least three levels of audience
with whom an artwork might be expected to communicate in different ways: whal
he refers to as the work’s «principal audience,» that is, the artist(s) who produces
it; «a secondary audience which is informed to some degree of the work’s exis-
tence and content,» which is to say an «art audience»; and a third «accidental
audience,» who might encounter the work unexpectedly. Needless to say, the de-
gree of control it is possible to exert over the potential meaning of a given artwork
vis-a-vis these three audiences varies considerably.

The question of the mediation of meaning in contemporary art was explicitly
addressed in one of Phelan and McLoughlin’s final works as a team. For...one
truth teaches another... (1997), they employed the artist Maurice O’Connell as a
«spokesperson» and contracted him to broadcast a series of nineteen daily «dis-
courses on contemporary art,» each addressing a topic suggested by the commis-
sioning artists and lasting one hour. This oblique contemporary echo of Joshua
Reynolds’s Discourses on Art took place within the context of a group show at the
Royal Hibernian Academy’s Gallagher Gallery, whose historical indebtedness
to the model of Reynolds’s Royal Academy is considerable. By delegating the
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Phelan/McLoughlin, Time is, Time was, Time is
past, detail, Le Confort de Moderne, Poitiers,

France, 1995

Phelan/McLoughlin, Time is, Time was, Time is
Le Confort de

past, original installation
Moderne, Poitiers, France, 1995,

Cacimhin Mac Giolla Léith

Communication Breakdown

Skenovano pro studijni ucely



responsibility for communicating with their audience to a third party, Phelan and
McLoughlin might initially appear to be relinquishing some control over the pro-
duction of meaning and willingly diminishing their authority as artists/produc-
ers. This, however, was decidedly not the case. On the contrary; the inordinate
constraints under which the ordinarily freethinking (and, indeed, freewheeling)
O’Connell was required to operate were designed, as Phelan puts it, «to get him
to deliver what we wanted him to,» rather than allow him the freedom to be
presented as their intermediary, and the myriad conditions under which he was
bound hinted at the dogmatic nature of traditional academic thinking while at
the same time functioning as a wry reminder of our natural human resistance to

situations in which we cannot be sure that we say what we mean or mean what we
say.
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Black Brain Radio

A Voice That Dims the Bliss of Union

Sarah Pierce

Radio is provided with its cloak of invisibility,
like any other medium. It comes to us ostensibly
with person-to-person directness that is private
and intimate, while in more urgent fact, it is
really a subliminal echo chamber of magical
power to touch remote and forgotten chords.®
— Marshall McLuhan

Picture in your mind’s eye, a reserve of land that extends out from the edge of a
metropolis towards the sea. Along the southeast stretch, running adjacent to the
mouth of a wide river, the land curves in the direction of a broad strand. Before
the strand is a low, man-made hill, the landfill of a retired dump, covered in wild
flowers. Beyond it industrial docklands stretch out in the distance where skeletal
cranes hover over low-lying cement beds. In this terrain vague, urban space
disperses into what we name the outskirts, the periphery, the fringes. The places
farthest from the city center where boroughs meet unclothed and unprotected.
Pasolini’s Roma. Stripped bare. This is where the city is its most essential —wa-
ter, gas, waste, concrete. Architecture, always the more obvious, celebrated in-
tervention is neither revered nor lasting here. Structures divested of glory, organs
exposed, limbs raw. Cables, towers, drains. Our will to reconstruct our surround-
ings infiltrates the land, the air, the sea. Unseen energies concentrate and ex-

pand, channeling our existence. Through invisible wavelengths, we tune in.?
In a history of radio, the story goes that the world’s first radio broadcast

took place in 1916 upon the Irish Easter Rising when rebels used wireless te-

legraphy to transmit a mass message, informing anyone who might be listening,
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in Morse Code, that an Irish republic had been claimed in Dublin.® Forty-eight
years later, in 1964, Marshall McLuhan wrote, «Radio is not only a mighty awak-
ener of archaic memories, forces and animosities, but a decentralizing pluralistic
force...»* Radio, like all media, has the power to form opinion, but it does so
along local lines, tapping communal principles as opposed to universal ones. It
is the nature of radio to dissent, to deviate, to interrupt and disrupt, especially
in times of violent implosion. Unlike television, the mighty pacifier, radio incites
both fascism and revolt. It has global appeal, yet no globalizing tendencies—in
India, in Asia, in Africa, in Europe, in South America it works to nativize, to
recuperate. Radio speaks the tribal drum. The more we identify with its cadence,
the more localized we become. Radio unites us in blindness; where voices go
unheard, it amplifies. The symbolic and real effects of radio on the twentieth
century, and its ties in the twenty-first to the most intimate, private, and small

communities, lead us to the world of Black Brain Radio.

The role of radio in Garrett Phelan’s work traces back to 1994, In collabo-
ration with artist Mark McLoughlin, Phelan established A.A.R.T..5 located tem-
porarily in the Irish Museum of Modern Art in Dublin: The station broadcast for
a ten-day period, reconfiguring again in 1999 over a four-day live transmission
from Arthouse in Dublin’s city center. Sel up as an alternative arts program rela-
tive to national Irish radio, A.4.R.T. introduced the work of some two hundred art-
ists to the Irish airwaves, including many well-known international artists using

sound in an expanded media.® The meaning of these broadcasts was invariably

Marshall McLuhan, «Radio: The Tribal Drum,»
in Understanding Media: The Extensions of
Man, 6th ed. (New York: Signet, 1964), p. 263.

Marshall McLuhan 1964 (see note 1}, p. 267.
Audio Artists Radio Transmissions
For mere on the early use of sound and radio

2 As a point of passing interest, this description in Pheian's work, see Cacimhin Mac Giolla
wittingly echoes Phelan's portrayal of the Léith, «Communication Breakdown » in this
Irishtown Nature Reserve in The Electro volume, first published in MADE, ed. Garrett
Skylark, a site of daily walks where he has Phelan (Dublin: Garrett Phelan, 2004). See
done recordings, and where he did much of also Annie Fletcher, «Knowledge and Life,»
his thinking about Biack Brain Radio. same volume.

3 Peter Mulryan, Rodio Radio (Dublin: Black Brain Radio, Temple Bar Gallery &

Borderline, 1988), p. 2. See also McLuhan
1964 (see note 1}, p. 266.

Studios and in partnership with the Irish
Museum of Modern Art (IMMA). The transmis
sion was broadcast around the clock over a
thirty-day period from January 19 to February
17, 2006 to listeners within the greater
County Dublin area on 89.9 FM.
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impacted by the «<medium» content of the project, which was bound up in the mo-
dality of radio. Exercising official (licensed) and high-tech means of production,
A.A.R.T. arose out of a do-it-yourself mutiny against the powers-that-be who mo-
nopolize art’s dissemination, especially in relation to types of expression that are
not easily absorbed into an official canon. The context for these early broadcasts
was an exhibition that attempted to highlight alternative or peripheral practices.
One must question whether this type of strategic sanctioning by museum curators
opens up the canon to its fallacies and fallibility, or reestablishes its precepts
by ghettoizing what remains «outside.» A truly cynical position claims that these
temporary infusions actually change the way we experience art.

In a significant return to radio in 2006, Phelan presented a month-long
artwork entitled Black Brain Radio on 89.9FM in Dublin.” The pre-recorded
broadcasts, read aloud by the artist, are the result of compiled media sources—
shortwave and longwave radio, cable link, newspaper articles, webcasts, and so
on—translated into two-minute audio segments. Phelan spent approximately two
months collating and editing the information, ending up with thirty days of mate-
rial; roughly three hours of content per day in ninety, two-minute segments that

repeat several times over a twenty-four-hour broadcast. Using an MP3 player

Garrett Phelan, Garrett Phelan,
NOW:HERE, installation RACER UNTITLED,
drawing, Pallas Heights, Firstsite, Colchester,
Dublin, Ireland, 2003. U.K., 2006.

Sarah Plerce
Black Brain Radio
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to randomly shuffle the segments, the artist recited each three-hour broadcast
back into a recorder, in effect reducing the various formats into one streamlined
verbal message. Phelan’s working methodology, at once automated and manic
(described by Phelan as «days of nothingness»®) calls to mind an endless inges-
tion of information that simultaneously repeats and expels. As a result, the form
of public address initiated by Black Brain Radio moves beyond the familiar pace
of talk radio into a kind of disengaged semiconscious state of autism. Big Bang-
quicksand-Uganda-Jesus Christ-warfare. The two-minute segments shift without
warning, with no perceptible tonal segue belween subject matter, so that any in-
terpretation of content requires listeners to follow unusual, disjunctive, obsessive
patterns of thought that are not fully established or developed.

The manner of output in Black Brain Radio triggers associations to other
projects by Phelan, both collaborative and solo, where the seat of technology is
communication.” Or is it the other way around? From Kippure (1995), Time is,
Time was, Time is past (Phelan/McLouglin 1996), and Scum of the Earth (2002)
to recent works that comprise Formation of Opinion (2003—ongoing), we come to
understand communication as technology, as an amalgamation of hidden, coded,

obscure, specialized languages that inscribe all forms' of transmission. As such,

8 Phelan during a private interview with the 10 Phelan's preoccupation with electromagnetics

author on January 8, 2007 at Trinity College,
Dublin. Listening to Black Broin Radio, we can
detect background noises—typing, a tele-
phone ringing, occasional behind-the-scenes
conversation—which dramatize the artist’s
tendency to «multitasks in order to cope with
the tedium of recording the daily broadcasts.
See also David Bell's introductory remarks

in The Cybercultures Reader: «My experience 11
of machines is always mediated by cultural
factors; I'm never just sat at my computer,
typing, without simultaneously logging on

to all the ideas and images that clutter the
mediascape and my own mindscape.» See David 12
Bell, «introduction |, Cybercultures Reader:

a user's quide,» in The Cybercultures Reader,
ed. David Bell and Barbara M. Kennedy
{London: Routledge, 2000), p. 8.

It is important to note that Black Brain Radio
contains several outputs besides radio
broadcasts, including galiery installations,
daily drawings, and a weblog. Phelan anti-
cipated that many people listening to Black
Brain Rodio would tune in by accident.

i5 analogous to McLuhan's: «If the human ear
can be compared to a radio receiver that

is able to decode electromagnetic waves and
recode them as sound, the human voice may
be compared to the radio transmitter in being
able to translate sound into electromagnetic
waves.» See McLuhan 1964 (see note 1),
p.83.

Phelan charts out Formation of Opinion in four
chapters: 1) Reception of Information (the
works NOW:HERE, LUNGLOVE, GOD ONLY
KNOWS, BLACK BRAIN RADID), 2) Cognition,

3) Action, and 4) Success and Failure.

A Regurgitated Conversational Monofogue of
Little Political Consequence, in Enthusiasm/!,
curated by Sarah Pierce and Grant Watson in
association with Resonance 104.4 FM, London,
Frieze Art Fair, October 12-15, 2006.
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«discovery» in Phelan’s work more often yields a «failure to assimilate» than any
type of interactive, friendly, sociable encounter, and we frequently find ourselves
utterly alone amidst the communal systems at play. In large-scale installations
such as NOW:HERE (2003), LUNGLOVE (2004), and GOD ONLY KNOWS (2005),
the immediacy of text and drawing as «technologies» correlates to the complex
acoustic and visual material of works that precede Formation of Opinion, such
as RACER (1997-2003). Seeing and hearing in RACER are closely connected—
eye and ear are hyperaesthetic, hypersensitive, and charged.'® This synthesis of
sound and vision as magnetic, powerful forces foreshadows Formation of Opin-
ion’s first phase, aptly referred to as «reception of information.»'" Despite what
is al times a visual surplus, it is interesting that in much of Phelan’s work we
enter a darkness, an infused privacy where we strain to see or where vision is
conditional. Invisible elements beacon, like a compass that allows us to focus,
to hone in. Likewise, images of blindness and speechlessness signify subjective
shifts between impairment and agency, surrender and resurrection in works such
as Scum of the Earth and, more recently, in a ten-minute radio performance,
where the artist himself is blindfolded as he simultaneously listens to and recites

a pre-recorded script.'?

Garrett Phelan,

Black Brain Radio,
detail of marketing,
installation at IMMA,
Dublin, Ireland, 2006.

Sarah Pierce
Black Brain Radio
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In her work on subjectivity and virtual reality, Margaret Morse writes, «Sub-
jectivity can never be real or full, as it is always based on simulation.»'* The spa-
tial and temporal divisions between you and me, here and now, are fictive gaps
that we use to smooth out the contradictions «between the world and language.»
Our tacit agreement with one another is to enact a process of simulation, or
what Algirdas Julien Greimas calls the «enunciative fallacy»—a fictitious reality
based on proximity, contiguity, and simultaneity. Through language we approxi-
mate the world. What surfaces again and again in Phelan’s work is a tendency
for language 1o disrupt, for memory to dislocate, and for technology 1o destabilize
our sense of reality as we receive, anticipate, and recover information. Speech in
Black Brain Radio is an act of simulation, a way to re-present already selective
«realities.» Phelan reads each text, committing it to his voice, ihcreby acling as
an intermediary for the multiple subjectivities of Black Brain Radio. The very
seamlessness of this narrative actually produces ruptures or gaps in the text, mo-
ments of suspension that, again, rely on a certain blindness, or blindsidedness.
We are «in the dark,» without reference points or footnotes, without points of ori-
gin or coordinates in which to orient ourselves. We receive blindly. Dissociated
information accumulates, leading us nowhere.

In a remarkable encounter entitled, The Instant of My Death/Demeure: Fic-
tion and Testimony, Maurice Blanchot and Jacques Derrida each deliver texts
that, coupled together, profoundly explore the philosophical and political impli-
cations of narraling personal experience. The first essay, by Blanchot, is a short
piece in which he recounts a moment when a young man who has been brought
before a firing squad during World War II suddenly finds himself released, just
at the moment of his death. The incident, written in third person, is suggestively
autobiographical—owing to the title and several remarks in the text, and also to

a letter Blanchot once wrote about a similar incident in his own life. Insofar as

13 Margaret Morse, Virtualities (Bloomington: 15
Indiana University Press, 1998), p. 11.

See Jean-Luc Nancy, Being Singular Plural
(Stanford: Stanford University Press, 2000},

Jacgues Derrida, Demeure; Fiction and
Testimony, trans. Elizabeth Rottenberg
(Stanford: Stanford University Press, 2000),
p.43. N.B.: Parts of this essay aiter and
adapt an earlier text by Pierce on Phelan's
work, entitled «Species of fiction: Field craft
and The Electro Skyfark,» in Mother's Annual
(Dublin: Mother's Tankstation, 2008). The
author originally applied this analysis to Field
craft and The Electro Skylark; both deal
directly with observation through first-person
narration.

p.1. In every singular expression or inter-
pretation, Nancy hears a multiplying of voices
The voice is shared. Every voice is in itself
opened, plural, exposing itself to the outside
world. It addresses itself to another, an
outside, «We do not have meaning anymore
because we ourselves are meaning —entirely,
without reserve, infinitely, with no meaning
other than cus.»
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The Instant of My Death raises questions about what such an experience might
mean, near death becomes, in the instant that the man is released, a symptom
of a life he no longer possesses. The second text is an extended critical essay by
Derrida, whereby he asks, through exegesis of Blanchot’s text, what it means to
write about an experience that one cannot claim as one’s own. Testimony, always
publie, has as its condition an event that cannot be rendered communicable. To
retell is to lose the singularity of «what happened to me, to me, to me alone.»'
While Black Brain Radio does not rely exclusively on testimony, it is distinctly
presented in first person, in one voice, Phelan’s. Yet, we know his voice is not his
alone; that in essence the voice of Black Brain Radio is plural.

When testimony is shared, when a secret is no longer one’s own, when the
«personal» transitions into the public, into community, into the world, we ar-
rive at the fundamental problem of the political. To whom, to what, does my life
belong? If we consider Black Brain Radio within terms of literature, as a narra-
tive that both claims and subsequently displaces Phelan’s ownership or authority
over the text, we can begin to understand its political relevance as a process of
transposing singular beings into plural meanings.'® To rephrase Margaret Morse’s

description of subjectivity: community can never be real or full, as it is always

Garrett Phelan,

Black Brain Radio,
detail of the marketing
installation, Temple Bar
Gallery, Dublin, Ireland,
2006.

Sarah Pierce

Black Brain Radio
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based on simulation; community is an enunciative fallacy based on proximity,
contiguity, and simultaneity. Here, Black Brain Radio enters a discussion of glob-
alization. From our cars, our homes, our places of work, we receive a stream of
migrating references, a temporal interplay more akin to a map of «incidents»
than a map of geographies. If globalization is the reality of being interconnected,
and captures the speed at which these connections occur, then Black Brain Radio
offers an opposing logic. It is the reality where we emerge not as a globalized
network, but as code inconnu. The more we connect, the more miscommunica-
tion and omission become fundamental, even essential, to our experience. Paolo
Pasolini often used the word «sacred» to describe the images that he excluded
from the frame. What we see is merely one part of reality—the truly essential
remains unseen. Just as Pasolini adapts the filmic frame, Phelan exploits our
frame of reference, and what we hear is not the whole story. Black Brain Radio
reverses globalism’s pretext of cause-and-effect and in doing so conceals one
secret 1o reveal another. :

In order to appreciate Black Brain Radio in relation to its primary medium,
it is necessary to understand that it radically relinquishes radio to multiple out-
puts, leaving us denativized. A kind of apositivistic epistemology is at play, where
information disorganizes us; fills «us» with uncertainty. McLuhan’s tribal drum
gives rise to sporadic messages rife for misinterpretation. Black Brain Radio is
site-specific, yet specifically un-sited. We connect through an ungroundedness,
which carves out commonalities that are difficult to manage under any guise of
the «global.» There is no mythical communality to our togetherness. We are the
depth of our misery, the mendacity of our conceits, our fickle bonds, our excep-

tional divergences, our boredom, our violence, our mistakes.

A black brain. Dense yet penetrable. Masking the very subjects it repre-
sents. Its content is absence. A nervous void where each synapse has the poten-
tial to paralyze or liberate. The incongruities of those moments when we reveal
ourselves to the world are precisely when we exceed a singular existence. Every
experience from birth to death is recorded somewhere in the brain. An electrical
circuit, amidst countless billions, there, simply waiting to be remembered. Black

Brain Radio is our experience. Black Brain Radio is us.
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Garrett Phelan, Black Brain Radio Archive, pen on
paper, 2006. From archive of drawings, made on
consecutive days during the entire project duration
and displayed along the walls of Temple Bar Gallery
as an exhibition in progress.

Sarah Pierce
Black Brain Radio
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Media Space

Networked Structures in Early Radio Communication

Daniel Gethmann

In light of the first optical telegraphic connection, established by Claude Chappe
in 1794 between Paris and Lille via twenty-three signal stations, a new paradigm
has emerged in the discourse on the networked structure of communications. For
a conception was formed in regard to this network, which by the mid-nineteenth
century had branched outward in a star shape, where crosslines between the con-
nections joining different localities would be spanned, in order to enable several
transmission paths between transmitter and receiver without having to remain
solely dependent on overcoming the shortest connection.! The transition from
optical to electrical telegraphy has expanded this network structure on such a
scale that the worldwide system of cable connections gives even the category of
space a whole new cognitive dimension: beyond their communicative mission to
redefine the national terrain in the aftermath of the French Revolution, the tele-
graphic communications networks, soon realized on an even grander scale, gave
rise to today’s concept of so-called globalized spaces. The fact that their concep-
tion of dynamic dispositives is induced in the media itself demonstrates to what
extent the potential of media technologies reaches beyond the mere reproduction

of social structures.?
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As early as 1858, U.S. President James Buchanan dispatched a greeting to
Queen Victoria in England via the first, short-lived transatlantic cable, charac-
terizing this suboceanic cable as the decisive factor in this new means of com-
munication, as a technological instrument that would achieve no less than «lo
diffuse religion, liberty, and law throughout the world.»? In the second half of the
nineteenth century, this discourse would be used to legitimate rapid European
colonial expansion, both fostered by and dependent upon the extension of the
worldwide telegraph network. As a «Tool of Empire,»* the telegraph connections
at the time of Guglielmo Marconi’s initial experiments—that is, the year radio
was invented—were already so extensive that one could send a message around
the globe and back, as William Henry Preece, chief engineer of the British Gen-
eral Post Office (GPO), the most important global telegraph network at the time,
asserted in 1895: the message is carried on its way exclusively over cable net-
works, meaning human messengers are no longer necessary to span gaps between
unconnected telegraph lines, and it takes approximately fifty-six hours for the
message to circle the earth, at a cost of about eighteen dollars per word.® Rudyard
Kipling describes this submarine telegraph network in 1896 in his poem The
Deep-Sea Cables, in which he puts into words the notion of the new concept of

space induced by this technology:

nations, and an instrument destined by Divine
Providence to diffuse religion, liberty, and law

1 Patrice Flichy argues that the network concept
used to describe communication, derived

from the organic discourse on the circulation
of blood, appears almost concurrently in
administrative discourses carried out in
municipal organizations, the common thread
being a perception of the city as organism.
The idea of a networked communications
structure is based on the emerging telegraph
networks and describes a structure in which
previously unconnected lines are subject to

a common arrangement, so that «the fastest
possible transmission did not necessarily
coincide with the shortest transmission route.»
See Patrice Flichy, Tele. Geschichte der moder-
nen Kommunikation (Frankfurt and New York,
1994), p.57. On the routing of telegraph lines,
see Rolf Oberliesen, Information, Daten und
Signale: Geschichte technischer Informations-
verarbeitung (Reinbek, 1982), pp. 59-62.

See the detailed explanation provided in
Harold Adams Innis, Empire ond Communica-
tions (Oxford, 1950).

«May the Atlantic telegraph, under the bless-
ing of heaven, prove to be a bond of perpetual
peace and friendship between the kindred

throughout the world.» Greeting telegram from
President James Buchanan to Queen Victoria
in 1858, guoted in Paul M. Kennedy, zimperial
Cable Communications and Strategy, 1870~
1914,» English Historical Review 86 (1871),
pp. 728-52, here p. 730. When the first com-
mercial radio-telephone connection bridged
the Atlantic nearly seventy years later, the
publisher of the Mew York Times, Adolph 5.
Ochs, posed on January 7, 1927 to the pub-
lisher of the London Times, Geoffrey Dawson,
the question— pertaining to the new media
space of electromagnetic waves—as to who
in the face of this communications technology
could still possess the temerity to claim that
prayers were not heard up in heaven?

See Daniel R, Headrick, The Tools of Empire:
Technology and European Imperialism in the
Nineteenth Century (New York and Oxford,
1981).

See Henry Muir, «The Telegraph Systems of the
World: Their rapid growth, their wide extent,
their close cooperation,» McClure's Magozine
5, no. 2 (July 1895}, pp.99-112, here p. 101.
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... There is no sound, no echo of sound, in the deserts of the deep,

Or the great gray level plains of ooze where the shell-blurred cables creep.
Here in the womb of the world—here on the tie-ribs of earth

Words, and the words of men, flicker and flutter and beat—

... And a new Word runs between: whispering, «Let us be one!»*

By the turn of the century, the appeal «Let us be one!» had long since been
achieved by the cable connections, so that even the draft of a new French tele-
graph law on January 30, 1900 describes its political effects as prompted by the
motive of creating a legal framework for cable communication with the country’s
own colonies, surmising that England, and thus the British Empire, probably
owed its global influence more to telegraphy than to its famous navy.”

The structures of this—by the end of the nineteenth century—virtually
closed, globe-spanning network, comprised of economic interests and telegraph
cables with their local stations, were to take on a new dynamic at the beginning
of the twentieth century through the invention of radio. Radio had the effect of
delimiting the local spatial structures, with the communication route nodes—
forming a telegraphic paradigm, spanning from the ancient Greek fire telegraph
to the transatlantic cables, bound to geographically concrete localities (and re-
lays)—consequently bringing points at all locations into communication with
each other.®? Michel Foucault describes this change as follows: «We are in the
epoch of simultaneity: we are in the epoch of juxtaposition, the epoch of the near
and far, of the side-by-side, of the dispersed. We are at a moment, 1 believe, when
our experience of the world is less that of a long life developing through time than
that of a network that connects points and intersects with its own skein.»®

The understanding of the world as a «network that connects points and inter-
sects with its own skein» demonstrates to what a large extent our idea of the world
depends on our- communications conditions. The concept of this novel network
structure thus implies a break between the concrete locale of the telegraph and the
points in communications space. What were the forces within the network struc-
ture that negated the notion of the world as an organism full of cable connections
as nerve strands—the center of which surely lay at the end of the All Red Line
in London—in favor of a dynamic matrix where points can communicatively con-
nect without locality and presumably without extension? Even before Marconi’s
experiments, physicist Oliver Heaviside provided in 1891 an answer to this

question in the introduction to his multivolume Electromagnetic Theory, citing

Daniel Gethmann
Media Space
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«James Clark Maxwell’s field theory,» which in his view was at heart a «theory
of dielectric displacement.»'® The very word «displacement» used to describe
this theory articulates its revolutionary impact on our concepts of space, which
would henceforth be subsumed instead under Maxwell’s «radiational theory.»"!
The theory focuses on the electromagnetic field, confirmed by the experiments of
Heinrich Hertz (1886—88) showing that electromagnetic waves by their very na-
ture overcome the calegory of a locality within the network of communication, as
Heaviside laconically remarked: «Still, however, the theory wanted experimental
proof. Three years ago electromagnetic waves were nowhere. Shortly after, they
were everywhere.»'?

For both of these contrary characteristics of electromagnetic waves—being
nowhere and being everywhere—a concrete locality no longer plays a role. In-
stead, transmitters in a radial network replace the former cable communications
relays, giving rise to a multidimensional media space, the properties of which, in
Heaviside’s notion, are ensured by a self-inherent medium «continuously filling
all space,»'® constituting the precondition for the fact that transmission of elec-
tromagnetic waves between any two points in communications space is possible

at all. The locality and thus the matter itself represent, in this concepl, more

6 Rudyard Kipling, «The Deep-Sea Cables,» in 9 Michel Foucault, «Von anderen Raumen,» in
Complete Verse (1896, repr., New York, 1989), Michel Foucault, Schriften, val. 4 (1967; repr.,
pAT Frankfurt am Main, 2008), pp.931-42, here

7 See Daniel R. Headrick, The Invisible Weapon: p.931. This translation from French to English
Telecommunications and International Politics by Jay Miskowiec, see http://foucault.info/
1851-1945 (New York and Oxford, 1991), documents/hetercTopia/foucault. heteroTopia
pp.102-105; Kennedy 1971 (see note 3), .en.html (accessed October 2007).

p.748. 10 Oliver Heaviside, Electromagnetic Theory, vol. 1

8 The dispositive of point-to-point telecommuni- {London, 1891/1893; repr., New York, 1871},
cation comprises-—as communications configu- p.5.
ration in the transition from telegraph networks 11 Oliver Heaviside, «Theory of Electric Telegraphy,»
to wireless radio stations in the early twenti- in Encyclopaedia Britannica, 10th ed., vol. 33,
eth century—all conceivable forms of the s.v. «Telegraphy» (London, 1902), pp. 213-18,
expanding radio communications. These were here p. 213.
defined in the United States Radio Act of 12 Heaviside 1891/1893 (see note 10}, p. 5.
August 13, 1912, which was designed to 13 «Perhaps the simplest view to take of the
create a legal basis for controlling the expand- medium which plays such a necessary parl,
ing realm of radio: «That the expression «radio as the recipient of energy, in this theary, is to
communication» as used in this act means any regard it as continuously filling all space, and
system of electrical communication by tele- possessing the mobility of a fluid rather than
graphy or telephony without the aid of any wire the rigidity of a solid. If whatever possess the
connecting the points from and at which the property of inertia be matter, then the medium
radiograms, signals, or other communicaticns is a form of matter. But away from ordinary
are sent or received.» United States Radio matter it is, for obvious reasons, best to call
Act, 1912, reproduced in Captain Linwood S. it as usual by a separate name, the ether.»
Howeth, History of Communications Electronics Oliver Heaviside, «0On the Forces, Stresses,
in the United States Novy (Washingtlon, 1963),
pp.570-74.
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than a random, entity-like arrangement in an enveloping, experimental media
space «which immediately surrounds it,»'* whose property of omnipresent diffu-
sion is defined a priori before all further space-shaping factors. No longer tied to
a specific location, the reality which we term «field» can epistemologically «no
longer be thought of as a complex of physical things, rather it is the expression
for an embodiment of physical relations.»'® These relations call into question the
notion of the world as one single, large organism, reconceiving it in the context
of relational network connections within the field. The mechanics of the body
thus lose significance inasmuch as the question of transmission potential within
the comprehensive and dense media space pushes the optimally arranged, site-
bound structures into the background. At the same time, the widely expanding
transmission space enables the transition from a station-bound communication
form to a multidimensional, dynamic addressability of wireless systems. In this
sense, wireless telegraphy and telephony initially add to the closed networks,
with cable connections between two localities, the structural innovation of span-
ning from transmitting and reception stations an open network to ships at sea,
in effect releasing the control over maritime traffic from domination by local

harbors.!® Wireless, point-to-point communication accordingly enables an ad-

and Fluxes of Energy in the Electromagnetic 19 This hypothesis, which couldn't be proven
Field,» in Electrical Papers, vol. 2 {London and scientifically until twenty years later, was
New York, 1891/1892), pp.521-74, here formulated in 1902 both by Heaviside and by
p.524. Arthur Edwin Kennelly, a Harvard professor

14 lbid., p.524. and former colleague of R. A. Fessenden. See

15 Ernst Cassirer, Philosophie der symbolischen Arthur E. Kennelly, «0n the Elevation of the
Farmen, vol. 3, Phanomenologie der Erkennt- Electrically Conducting Strata of the Earth’s
nis, 2nd ed. (1954, repr., Darmstadt, 1990}, Atmosphere,» Electrical World and Engineer 39
pp. 544-45. (March 15, 1902), p. 473. The description

16 «The sea may be viewed as the actual field in «Heaviside layer» was suggested by W. H.
which wireless telegraphy acts, on the one Eccles in 1912 in the context of his physical
hand because sea water forms a better calculations of the spread of waves. See W. H.
transmission medium for electrical waves than Eccles, «0n the Diurnal Variations of the Elec
the earth, and on the other because on the tric Waves Occurring in Nature, and on the
seas there is the possibility and the need for Propagation of Electric Waves Round the Bend
traffic between floating stations.» Domenico of the Earth,» Proceedings of the Royal Soci-
Mazzotto, Drahtlose Telegraphie und ety, A, vol. 87 (1912), pp.79-99, here p. 94,
Telephonie (Munich and Berlin, 1906), p. 358, 20 The conceplual prerequisite for the notion of

17 «Hence the waves accommodate themselves to an all-encompassing media space of trans-
the surface of the sea, in the same way as mission consisted in experimentally demon-
waves follow wires, The irregularities make strating its ability to extend across the curved
confusion, no doubt, but the main waves are surface of the earth. In the theory positing
pulled round by the curvature of the earth, the spread of electromagnetic waves via a
and do not jump off.» Heaviside 1902 (see «sufficiently conducting layer in the upper
note 11), p. 215. air,» the media space is conceived of as its

18 |bid. own, terrestrially boundless, but by no means

infinite, space. Its definition is thus based on
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dressability at a «dispersed» locality (Foucault) at sea, where communication
transactions in spatially dynamic networks constitute a new topography of pas-
sage comprised of moving points.

From the analogy that the electromagnetic waves «accommodate themselves
to the surface of the sea,»'” Heaviside as a logical consequence posits his 1902
spatial-theoretical theory of a multidimensional, enveloping media space, while
formulating what is probably his most famous hypothesis: «There may possibly
be a sufficiently conducting layer in the upper air. If so, the waves will, so to
speak, calch on to it more or less. Then the guidance will be by the sea on one
side and the upper layer on the other.»'® Only the reflection of the electromag-
netic waves in the ionosphere, later referred to as the «Heavis_ide layer,»'? facili-
tates their nature of being everywhere, precisely through the restriction of their
dispersion. The media space widely spanning the earth hence becomes concrete
only when its unlimited expansion is no longer conceived as infinite.? For its
conductive enclosure by the sea’s surface on one side and the ionosphere on the
other is what forms the conceptual premise for the concept of a Heaviside space:

the multidimensional and enveloping media space enabling the transmission of

electromagnetic waves, unfolding at the beginning of the twentieth century.

a differentiation made by Bernhard Riemann in
his 1854 habilitation lecture with regard to the
constructions of space «when these empirical
determinations are extended beyond the limits
of observation.» It seemed to him vital in this
respect to adistinguish between unbounded
ness and infinite extent, the former belonging
to the extent-relations, the latter to the
measure-relations.» Bernhard Riemann, Uber
die Hypothesen, welche der Geometrie
zugrunde liegen (Gottingen 1854/1867; repr.,
Darmstadt, 1959), p. 21.

Sozialgeschichte des Rundfunks fur Sender
und Empfdnger (Reinbek, 1983}, p. 103.

Using an electrolytic detector and a telephone
receiver, Fessenden succeeded on December
23, 1900 in wirelessly transmitting spoken lan-
guage over a distance of one mile with a spark
gap transmitter and two fifteen-meter-high
antenna masts. He spoke the first test words
on behalf of the Weather Bureau in Rock
Paoint, Maryland, after having an apparatus
constructor named Brashear build an
«interrupters designed by S.M. Kintner, which

21 Oliver Heaviside already raised the question in was capable of interrupting the etectric circuit
an unpublished letter to the editor of 10,000 times per second. The device was
Electrician in spring 1902, «if the recent produced «by scribing fine grooves longitudi-
success of Mr. Marconi in telegraphing from nally on a phenograph cylinders {Hugh J.
Cornwall to Newfoundland might not be due Aitken, The Continuous Wave: Technology and
to the presence of a permanently conducting American Radio, 1900-1932 |Princeton,
upper layer in the atmesphere.» Quoled in 1985], p.61) and achieved more or less the
W. H. Eccles, «Wireless Communication and expected frequency. In addition, Fessenden
Terrestrial Magnetism,» Nature 119, no. 2987 also integrated a carbon micrephone into the
(January 29, 1927), p.157. spark transmitter: «Transmission over a

22 Hans Bredow, Christmas address to the distance of one mile was attained but the

American people, recorded in Berlin, Vox
Studios, December 9, 1924 {archived at the
Deutsches Rundfunkarchiv [DRA], Frankfurt
am Main), quoted in Peter Dahl, Radio:

character of the speech was not good and it
was accompanied by an extremely loud and
disagreeabie noise, due to the irregularity of
the spark.» Reginald Aubrey Fessenden,
«Wireless Telephony,» Transactions of the
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[nitial evidence for this novel concept of space was previously provided, on

December 12, 1901, by the experimental and media-technological breakthrough

that occurred when Guglielmo Marconi, stationed in St. John's in Newfoundland,

received a radio signal from Poldhu in Cornwall, having managed to cross the

Atlantic despite the curvature of the earth.?! But only after radio as medium of

space had unfurled its electromagnetic law of everywhere, thus promising to make

communication in future completely independent of spatial distance, could the

virtual radio space develop within the Heaviside space of electromagnetic waves,

a space whose characteristic feature the German radio pioneer Hans Bredow

deseribed in his 1924 Christmas radio broadcast, addressed to the American

people, as follows:

z4

25

Man’s ancient battle against the limitations of space and time has entered

a new stage, ... now that it has become possible with the help of radio to

spread news in a fraction of a second over the entire earth. This develop-

ment has led to us viewing the world today as a common conference room,

no matter whether we are neighbors or antipodes.??

American Institute of Flectrical Engineers 27,
part 1 (January 1 - June 30, 1908), pp.553-
629, here, p.570. See also Reginald Aubrey
Fessenden, «Wireless Telephony,» The
Electrical Review 60 {February 15, 1907),
p.252.

Qliver Heaviside twice refused offers of
employment in Fessenden's company (between
October 1904 and January 1905) as advisor
con the more complex mathematical issues.
Fessenden needed assistance due to the fact
that while setting up his transatlantic radio
stations in Brant Rock, Massachusetts and
Machrihanish, Scotland—for the purpose of
sending wireless communications, including as
voice connection over the ocean—he faced
analytic mathematical problems in his attempts
to improve signal transmission and reduce
atmospheric interference, problems he was
long unable to solve, See Paul J. Nahin, Oliver
Heaviside: Sage in Solitude. The Life, Work,
and Times of an Electrical Genius of the
Victorian Age {(New York, 1988), pp. 280-81.
Reginaid A. Fessenden, «Wireless Telegraphy,»
The Electrical Review 58, no. 1485 (May 11,
19086), pp. 744-46; and no. 1486 (May 18,
1906), pp. 788-89, here p. 788. Italics in
original.

26

In preparing for his Christmas broadcast in
1906, Fessenden in fact realized, after the
sudden loss of his Scottish radio station, how
insignificant the planned range was for a
public presentation of his new high-frequency
alternator. Instead, he regarded public
experimental presentation itself as being the
decisive factor that would help his media
technology to catch on, as had already been
demonstrated by Guglielmo Marconi in the case
of wireless telegraphy. Theretore, the purpose
of Fessenden's first radio broadcast should
not be confused with its content, because the
primary focus was a large-scale demonstration
of a successful technical experiment as
opposed to a mere stransmission of ordinary
speech, and also transmission of phonograph-
ic talking and music by wireless telephone
between Brant Rock and Plymouth.» In addition
to alerting the marine radio operators to the
broadcast via telegraph, a personal invitation
from the dmerican Telephone Journal was also
sent out by mail on December 11, 1906 te
select professional colleagues, including Elihu
Thomson and former co-workers such as
Arthur Edwin Kennelly, in which recipients were
infarmed not only of the above-quoted centent
but also of the purpose of the presentation:
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The metaphor of the common conference room (Sprechsaal) is derived from the
distancelessness of the world made possible by radio, having been first made au-
dible in the innovative leap represented by Reginald Aubrey Fessenden’s famous
Christmas radio broadcast in December 1906, featuring violin music and poetry
recitation. Fessenden was no longer interested only in transmitting the voice—this
he had already achieved on December 23, 1900%—but now also in experiment-
ing with transmitting the voice in Heaviside space.?* Offering commercial radio
service across the Atlantic—initially only for wireless telegraphy—seemed to
him a very profitable proposition compared to the costs of the suboceanic cable.
Fessenden derived from this the following economic consequence, formulated in
1906 in his business model for the National Electric Signaling Company (NE-
SCO): «[itis] only in working across seas thal wireless telegraphy can hope for an
immediate return without the expenditure of several millions of capital ... It was
for this reason that it was decided to commence commercial work in competition
with cable companies rather than with landlines.»* In order to make this free
competition possible in the first place, he set up a radio station in Machrihanish,
Scotland in 1905 identical to the one in Brant Rock. On January 10, 1906, the
two stations started communicating via a wireless telegraphic transmission and
reception system founded on a synchronous rotary spark gap transmitter invented
by Fessenden in 1905, leading in the course of the year to regular nighttime oper-
ations. A storm destroyed the Machrihanish radio station on December 5, 1906,
however, so it could not be involved as planned in the experimental setup for the
Christmas broadcast using the high-frequency alternator installed in the summer
of 1906 in Brant Rock.?® But expanding the experiments on voice transmission to
the Heaviside space only became an option at all after Fessenden had intercepted
a confidential report concerning the first transatlantic voice reception via radio.
This happened due to events on a November night in 1906, one month prior to
the storm, when a technician by the name of Stein in Brant Rock was exchanging
information on how to operate the high-frequency transmitter with a colleague at
the station in nearby Plymouth, a distance of 18 km. A technician named Armour
at the radio station in Machrihanish, Scotland suddenly picked up «five or six
sentences totaling between fifty and one hundred words»*7 of their conversation
and recorded the words in the station’s reception book. Since he didn’t want

to reveal what had happened via radio, he sent Fessenden a written report, the
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details of which were confirmed by Stein. Because the high frequency used for
telegraphic radio communication over the Atlantic coincided with that used for
the radio telephone connection between Brant Rock and Plymouth, the techni-
cian in Scotland had, according to Fessenden’s records, «overheard Mr. Stein at
the Brant Rock station giving instructions by wireless telephone to his assistant
at the Plymouth wireless telephone station ... After ascertaining these facts, I
decided o give a demonstration of transatlantic wireless telephony at the earli-
est possible moment.»*® Yet Fessenden didn’t make public mention of this first
transatlantic radio reception until twelve years later, since he had first wanted to
wait for the results of further tests: «A program of transatlantic telephonic tests
was drawn up, and arrangements were made to carry out a series of telephonic
tests between Brant Rock and Machrihanish.»?® This project was interrupted by
the destruction of the Scottish station, however, and with it the option of verifying
his findings in a public experimental presentation. Fessenden decided to initially
remain silent about the discovery of this extraordinary transmission range, while

nevertheless recognizing the new market opportunities it harbored for the radio

technology he had developed: «I believe, however, that there is a field for wire-

less telephony for long distance lines.»*°

«A limited number of invitations have been
issued to witness the operation of the National
Electric Signaling Co."s wireless telephone
system between Brant Rock and Plymouth,
Mass., over a distance of between ten and

when transmission conditions were exception-
ally favorable.» H.D. Arnold and Lloyd
Espenschied, «Transatlantic Radio Telephony,»
The Bell System Technical Journal 2, no. 4
(October 1923), pp.116-44, here p. 117.

eleven miles.» Quoted in Fessenden 1908 (see 31 See Dominik Schrage, s<Anonymus Publikum::
note 23), p. 580. Massenkonstruktion und die Politiken des
27 Reginald Aubrey Fessenden, «The First Trans- Radios,» in Politiken der Medien, ed. Daniel
atlantic Telephonic Transmission,» Scientific Gethmann and Markus Stauff (Zurich and
American 119, no. 10 (September 7, 1918}, Berlin, 2008), pp. 173-84.
p.189; see also Aitken 1985 (see note 23), 32 See Daniel Gethmann, sTechnologie der Ver-
pp. 73-74, John S, Belrose, «Reginald Aubrey einzelung: Das Sprechen am Mikrophon im
Fessenden and the Birth of Wireless frithen Rundfunk,» in Gethmann and Stauff
Telephony,» [EEE Antennas and Propagation (see note 31), pp. 305-18.
Magazine 44, no. 2 (2002), pp. 38-47, here 33 «The inclination to search for, find, and
p. 44, celebrate forerunners is the most pronounced
28 Fessenden 1918 (see note 27), p. 189. symptom of an inability to apply epistemologi
29 |bid. cal criticism. Before allowing two paths to
30 Fessenden 1908 (see note 23), p. 606, on merge seamlessly, one should at |east first
October 21, 1915, AT&T engineer B.B. Webb make sure they are really one and the same
finally spoke into tha microphone of the U.5. path.» Georges Canguilhem, «Der Gegenstand
Navy transmitter in Arlington, Virginia- der Wissenschaftsgeschichte,» in Wissen-
amplified by 300 Audion tubes connected in schaftsgeschichte und Epistemologie
parallel—and was understood in Paris, with (Frankfurt am Main, 1979), p. 34.
the Eiffel Tower functioning as antenna. «In 34 For a more detailed handling of this approach,

these earlier tests, however, speech was
received in Paris only at occasional moments

see Daniel Gethmann, Die Ubertragung der
Stimme: Vor- und Frithgeschichte des
Sprechens im Radio (Zurich and Berlin, 2006}.
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In contrast to wireless telephony from point to point, the famous Christmas
1906 broadcast was addressed to all radio stations within range; its effect was to
release radio from its primarily military use by for the first time programmatically
bringing together the technical experiments employing a high-frequency alterna-
tor for voice and music transmission with the social experiment of a public radio
for everyone. The «hundred-year radio history» can thus be considered the con-
nection of a technical and a social experimental situation, from which the third,
the artistic, cannot be separated. In fact, the combination of the technical with
the social experiment of radio is the essential factor for creating publie radio,
which originated with Fessenden’s broadcast. This is why, despite the previous
technical history, we speak today of 100 years of radio. At the beginning of this
social experiment, however, neither the contents of broadcasts, nor the impact of
radio on the structure and form of new of listener groups,®! or even the develop-
ment of specific radiophonic forms of communication3? are of primary impor-
tance. Instead, the effects of the radio-spatial distancelessness contributed to a
social reconception of the space globalized by wireless networks. These effects
emerge from the point-to-point communications situation, revealing an analytical

gaze upon being disengaged from the question of its alleged «forerunnership»

35 The prerequisite for the emergence of the Power Analysis, Texas papers on Latin America,
virtua! radio space within the Heaviside space nos. 91-07 (Austin, TX, 1991).
lies not so much in the first voice communica 38 s«Urgent communications from company offices
tion experiments but rather above all in the in the United States were first telegraphed to
replacement of the extremely expensive high- Galveston, Texas; then they were dispatchead
frequency alternator with the inexpensive and by cable (usually out of order) via Mexico to
readily available tube technology based on the San Juan del Sur, Nicaragua; here the mes-
triode invented by Lee de Forest in 1806. sages were transferred to land lines owned
Integrating this triode into the transmitting and operated by the Nicaraguan government;
and receiving apparatus formed the spring- after much delay, land lines owned and
board for the development of the local and operated by the government of Costa Rica
popular radio broadcasting culture, picked up the communications. The latter

36 See reports on the tests in the American systems were frequently out of order and,
Telephone Journol issues of January 26 and when strife or ill will prevailed between
February 2, 1907; Fessenden 1808 (see note Nicaragua and Costa Rica or the staffs of
23), p.580. their respective national telegraph systems,

37 At the end of its first expansion phase (1899- the messages never crossed the boundary at
1930), UFCO owned 1,409,148 hectares of all. But when and if the messages reached
arable land in Central America, only five Costa Rica's capital, they were dispatched by
percent of which (76,553 ha) were devoted to United Fruit land lines to the Limdén headquar-
growing bananas. See Charles Marrow Wilson, ters, and then by Carib Cayucos down the
Empire in Green and Gold: The Story of the reef-strewn coast to Almirante Bay and
American Banana Trade (New York, 1947), Bocas.» See Wilson 1947(see note 37), p. 154.
pp.153-67; Stacy May and Galo Plaza, The 39 Lee de Forest had previously used the trans-
United Fruit in Latin America (New York, 1958), mitters to issue reports on the «America’s
pp. 5-6; Constance Orozco, The United Fruit Cup» regatta. See ibid., p. 155.

Company in Central Americo: A Bargaining
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for the formation of a virtual radio space by means of broadcasting,*® but instead
giving rise to an independent radio dispositive, asynchronously associated with
public radio. Rather than interconnecting the various development phases in
radio history with an epistemological focus on analyzing only their respective
contributions to the establishment of public radio, we will instead examine in
the following the question of the different media and communicative dispositives
within a discontinuous history of radio as medium,** the differentiated investiga-
tion of which can also lend new contours to an analysis of its respeclive specific
power effects.

After 1906, when radio in its second phase began to be increasingly identified
as an apparatus for «wireless telephony,» imprinting itself on the virtual radio
space within the Heaviside space,® an overlap was also witnessed between the
communicative configuration of point-to-point communication and of the one-to-
many principle. Marine radio as an early, non-military use of radio formed the
experimental field for various forms of public communication. With his talent for
publicity, Fessenden invited not only his professional colleagues and the local
trade press to witness the reception of his first broadcast® but also alerted—via
wireless telegraphy from Brant Rock, Massachusetts, three days before Christ-
mas Eve 1906—all military and marine radio stations within range to his upcom-
ing program. For this reason, in addition to the U.S. Navy radio operators and the
invited journalists, there was also a third listener group witnessing the broad-
cast, the employers of whom seized upon Fessenden’s program as an impetus to
radically rethink their use of radio: the marine radio operators employed by the
banana importer United Fruit Company (UFCO).

Founded in 1899 in Boston as a fusion of several smaller companies, UFCO
quickly assumed market leadership in banana trade and developed into one of
the first multinationals, acquiring extensive property in Central America and
the Caribbean and moreover establishing an international communications struc-
ture.?” The inadequate telegraphic cable connections in the region, along with
complex production and transport logistics, made pioneering work in wireless
communication necessary,*® prompting the company to install two respective de
Forest radio transmitters in Puerto Limén, Costa Rica and in Bocas del Toro, Pan-
ama as early as 1904, thereby erecting Central America’s first radio stations.3* In
1907, UFCO switched its shipboard equipment to radio devices designed by R. A.

Fessenden, who had received numerous confirmations of reception from marine
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radio operators following his first radio broadcast, reportedly received after his
second broadcast at New Year’s, even from UFCO ships in the Caribbean.*® Thus,
a direct radio connection, using Fessenden’s apparatus, spanning such a distance
now for the first time seemed to be within the realm of possibility, and in «July
1907 the range was considerably extended and speech was successfully trans-
mitted between Brant Rock and Jamaica, Long Island, a distance of nearly 200
miles.»*' With the UFCO’s ships in turn having good reception, these first broad-
casting experimenls consequently ended up (rather paradoxically) convincing
the company to invest in point-to-point communications technology. The much
greater range afforded by Fessenden’s transmission and reception technology for

wireless telegraphy can be deemed decisive here:

Experiments were then made between Brant Rock and the West Indies,
a distance of 1700 miles, during the spring and summer of 1907. It was
found that ... while there was great absorption for frequencies of 200,000
there was comparatively little absorption for frequencies in the neighbor-
hood of 80,000 and messages were successfully transmitted in daylight

with this latter frequency. No messages were received in daylight with

40 See Helen M. Fessenden, Fessenden: Builder Boston station of a double set of impulses
of Tomorrows (New York, 1940), p. 153, being received, one about a fifth of a second

41 Peter Lertes, Die drohtlose Telegraphie und later than the other. It is too early yet to make
Telephonie, vol. 4, Naturwissenschaftliche any definite statement in regard to this matter,
Reihe {Dresden and Leipzig, 1922), p. 4. but there is some reason for thinking that the
«In July 1907 the range was considerabiy second set of signals arrived at the station
extended and speech was successfully after going the longer way round.» Fessenden
transmitted between Brant Rock and Jamaica, 1906 (see note 25), p. 745, see also Belrose
Long Island, a distance of nearly 200 miles, 2002 {see note 27), p. 45.
in daylight and mostly over land, the mast at 43 Fessenden 1908 (see note 23), p. 606,
Jamaica being approximately 180 ft. high.» 44 Lee de Forest, Father of Radio: The Autobio-
Fessenden 1908 (see note 23), p. 581. graphy of Lee de Forest (Chicago, 1950), p. 4.

42 Fessenden 1908 (see note 23}, p.612. 45 See Susan J. Douglas, Inventing American
Fessenden believed that the target ranges for Broadcasting 1839-1822 (Baltimore and
these reception experiments, conducted in the London, 1987), p. 95.
spring of 1907, could also be achieved in 46 Cleland Davis, guoted in Chen-Pang Yeang,
regular operations. He based this assumption «Scientific Fact or Engineering Specification?
on having received at Brant Rock, Massachu- The U.S. Navy's Experiments on Wireless
setts so-called echo signals from the Telegraphy circa 1910,» Technology and
Machrihanish, Scotiand transmitter on various Culture 45, no.1 (January 2004}, pp. 1-29,
nights during 1906 —signals that each echoed here p.1. See also Aitken 1985 (see note 23),
after circa every two tenths of a second. p.B7; on the conception of a «British Imperial
Fessenden attributed the delay to the fact Chain» in collaboration with Marconi, see Peter
that the signals arriving later must have come J. Hugill, Glebal Communications since 1844:
from the other side of the globe: «on certain Geaopolitics and Technology (Baltimore and
nights there appeared to be indications at the London, 1999}, pp.97-107.
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the higher frequency, though messages transmitted from the same station
and with the same power and frequency were officially reported as having
been received at Alexandria, Egypt, a distance of approximately 4000

miles.*?

This enormous range, projected by Fessenden likewise for «wireless telephony for
long distance lines»** at the meeting of the American Institute of Electrical En-
gineers on June 29, 1908 in Atlantic City, persuaded UFCO to award Fessenden
a large contract and in parallel to set up their own «Invisible Empire of the
Air,»* even before Lee de Forest’s invention of the Audion tube. The structure
of this system essentially had less the character of a technical than of a social
experiment with radio, with the effect of establishing a new socioeconomic order
in globalized space predicated upon the new media technologies decisive for the
emergence of this concept of space in the first place. The radio strategy pursued
by Mack Musgrave, the first director of the United Fruit Telegraph Service, thus
illustrated the effects of the radio-spatial distancelessness facililating an unprec-
edented economic and political expansion of the company. The way in which this
developmental step still realizes its wireless network structure within the hier-
archical spatial matrix of cable telegraphy, based on a central station connected
point-to-point with the other stations, while judging Fessenden’s broadcasting
as a mere public relations measure for his transmission technology, evidences
the extent to which the emergence of new political and economic structures are
related to early radio networks.

UFCO, for instance, had by 1908 set up a radio station network reaching
from Bluefields and Rama, in Nicaragua, via Guatemala to Cape San Antonio in
Cuba, which was meant to establish contact to a larger station in New Orleans,
Louisiana via a Caribbean relay station installed by UFCO in 1907 on the small
Swan Island, located circa 1,500 km to the south of New Orleans.*® At the same
time, the company’s fleet of twenty-five ships was also outfitted with the new
system, which under good weather conditions allowed even the Caribbean radio
stalions to hear broadcasts from Fessenden’s station in Brant Rock. The plan was
to communicate in Central America via Morse Code for the time being, but soon
there was the additional option of voice communications, for which Fessenden
once again received a large-scale commission. This kind of network structure

for radio communication in the Caribbean and Central America had previously
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been set up only by military operations on behalf of the state, with the aim of
circumvenling or even improving on the existing communications technology of
closed telegraph networks. Along these lines, the director of the radio division
of the U.S. Navy Bureau of Equipment, Cleland Davis—upon awarding to R. A.
Fessenden, in 1909 in Arlington, Virginia, the U.S. Navy contract for building
the strongest radio transmitter to date—characterized radio technology as an op-
portunity for countering the telegraphic cable connections of the British Empire
with an «imperial chain,»* a chain of wireless stations akin to those already
set up by UFCO.*" James Schwoch argues in this context that it was only in the
interplay of state and private enterprise that radio became a key technology in
the political and economic expansion of America during the first decades of the
twentieth century.*® In the process, it formed the communicative foundation for
the emergence of new multinational power structures, which in the case of UFCO
unfurled an economic scale and political power attributable previously only to
sovereign states.*® )

On the way there, the company expanded its business model in 1913 un-
der the direction of George S. Davis, the new manager of UFCO’s radio divi-

sion, and founded the subsidiary Tropical Radio Telegraph Company, the leading

47 After having compared the costs of cable governments. The corporation, which not only
telegraphy with those of wireless telegraphy, monopolizes the banana trade in the most
the same conclusion was reached in Germany important producing regions but also owns or
in 1907: «To connect islands and for regions controls railroads, docks, steamships, radio,
subject to severe storms, wireless telegraphy housing facilities, leading wholesale and retail
will probably be the only acceptable alter- stores and other enterprises, and which alsc
native in the future.» Gustav Partheil, Die controls the livelihood of many business men,
drahtlose Telegraphie und Telephonie nach farmers, laborers, and professional men, can
Geschichte, Wesen und Bedeutung fir Militar speak with such force that politicians accede
und Marine, Verkehr und Schule gemeinver- to its will.» Charles David Kepner, Jr. and Jay
stédndlich dargestelit (Berlin, 1907), p. 86. Henry Soothill, The Banana Empire: A Cose

48 See James Schwoch, The American Radio Study of Economic Imperialism {1935; repr.,
Industry and Its Latin American Activities, New York, 1967), p. 341.

1900-1939 (Urbana and Chicago, 1990). 50 See Albert W. Buel, «The Development of the

49 «The banana empire is not primarily an Standard Design for Self-Supporting Radio

aggregation of mutually interacting govern-
mental and industrial agencies, but the
expansion of an economic unit to such size
and power that in itself it assumes many of the
prerogatives and functions usually assumed by
political states. The United Fruit Company,
rather than rely upon the State Department to
pull diplomatic wires, trains its own political
representatives to deal with Caribbean

Towers for the United Fruit and Tropical Radio
Telegraph Companies,» Proceedings of the
Institute of Radio Engineers 12, no. 1
(February 1924), pp. 29-64. The founding of
the subsidiary Tropical Radio was made
possible by the 1912 purchase by George 5.
Davis of the Wireless Speciality Apparatus
Company, founded by one of the developers of
the crystal detector, J.G. Pickard, ensuring
UFCO important patent rights for the
development of its own tropicalized radio
devices.
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manufacturer of transmission and reception technology at that time.>® By 1921,
the company had invested nearly four million dollars in radio technology and
thus in the control of its holdings in Central America and the Caribbean®'—
with additional, even larger stations in Santa Marta (Colombia), Cape Gracias
4 Dios (Honduras), Costa Rica, Panama, Cuba, Guatemala, Jamaica, and Nica-
ragua—as well as in communications, with its so-called «Great White Fleet»
of passenger ships. Following the end of the First World War, Tropical Radio,
thanks to these investments and a wealth of experience in the employment of
the technology in tropical climate conditions, from which its own technical de-
velopments benefited, was in a position to take a place at the table as equal
partner when it came to negotiating the allocation of American radio rights and
to forming a «Radio Trust.» The UFCO with its Tropical Radio Company was
thus one of the founding members of the Radio Corporation of America (RCA),
in which it held a 4.1 percent stake, supplementing its means of controlling
its possessions with the addition of state-run news channels.?® «From a money-
losing subsidiary of the banana business the company by 1920 had launched it-
self on a program that would make it the dominant international communications
company in the region by the end of the decade.»®® Its economic strategy was
successful, for Tropical Radio managed not only to operate radio stations in re-
mote coastal regions of Central America but also, through aggressive diplomacy,
to build transregional stations near the respective capitals of every country in the
region that were licensed for public international news broadcasting. By the year
1928, Tropical Radio was accordingly conducting international radio communi-
cations in all Central American countries as point-to-point communication, so
that the UFCO’s expansive initial phase of founding and development culminated
in due course with a strong position on the world market as well as a monopoly
in banana exports from Costa Rica, Guatemala, and Panama. This hegemony was
founded in substantial investments in the transport infrastructure (shipping and
railway lines) and control over international communications networks through-
out Central America.

The experiment in social reconception within the context of postcolonial
economies, made possible by such predominance, ultimately led, in the discourse
on a networked structure of communication, to the realization that it was by no
means sufficient to merely decouple transmission from the surmounting of the

shortest distance in order to realize the technical utopia of one big global com-
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munity in the everywhere of radio-spatial availability. Martin Heidegger noted
in 1950: «The hasty elimination of all distances alone does not bring closeness;

because closeness does not consist in a low degree of distance.»**
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Networked Radio Space and
Broadcast Simultaneity

An Interview with Robert Adrian

Daniel Gilfillan

From our positioning in the early years of the twenty-first century, it is easy to
fall into that pervasive trap of explaining the complexities of the world around
us using solely the vocabularies, metaphors, and discourses prevalent with the
rise of the eternally new information economy. Yet falling into this trap fueled
by advertising hype, new business models, and the promise of global economies
elides an entire history of thought and engagement with the role and function of
art in exploring the finely tuned connections between knowledge, information,
and communication. In a very real sense, the bits of information we work with on
a daily basis are shaped by the discourses at play in each of the artistic fields or
scholarly disciplines we find ourselves representing, by the media in which the
information travels (book, newspaper, radio, television, film, stage production,
painting, sculpture, body movement, Internet), and by the structures of knowl-
edge in which the information is conceptualized. The medium of radio and the
techniques of broadcasting are not often associated with network connectivity,
levels of interactivity, or the mutual experience of simultaneity. These same ele-
ments also do not traditionally surface in conversations about the plastic and
visual arts. For that matter, the art world and the radio world are rarely brought

together in the minds of the mainsiream, who tend to relegate the place of art to
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galleries and museums and the place of radio either to much contemporary, tem-
plate-style programming or to the nostalgia of the radio-centered family living
room. Among the interstices that have arisen in the overlapping and intersecting
of these two worlds is an idea of an electronically produced space that assumes
its fluid, amorphous shape through bringing together the fleeting temporality of
radio broadcast and the virtual presence of network connectivity and, in doing
so, allows for a temporary space for artists to collaborate regardless of physical,
political, social, or economic limitation. This networked radio space is one type
of electronic space that has been exposed within existing international telecom-
munications infrastructures by media and telecommunications artists as a viable
space for simultaneous and synchronous artistic experimentation and collabo-
ration. .

One such artist is Robert Adrian, whose work has ranged from early outdoor
landscape sketches and paintings, polymer clay miniatures, a series of experi-
mental paintings that explore the concepls of surface and space, a move to paper-
based collages arranged in arrays as wall installations, and then later a transition
to large sculptural installations involving not-yet-readymades, such as model air-
planes. Not to be missed or ignored in this trajectory of artistic work is Adrian’s
experimentation with and long-held commitment to the devices and spaces of
telecommunications as areas for artistic practice to reside and take shape. This
particular work with telecommunications art has left no communications device
unexplored for its artistic applications (teletype, telefacsimile, slow-scan and
closed-circuit television, computer, radio, ete.), and this exploration highlights
Adrian as a perceptive and innovative user and critic of these devices in creating
a space for artistic experimentation. He comments on this work with telecom-
munications space in his 1989 essay «Electronic Space,» where he details its
elusive composition as belonging to both the temporal specificity of performance

art and the spatiotemporal immateriality of conceptual art:

The electronic space in which telecommunications artists—along with
transnational corporations, stock markets and the military—operate is

a complicated concept made possible by another phenomenon of art in

1 Robert Adrian, «Eiectronic Space,» http://alien
.mur.at/rax/TEXTS/ra-eraum-e.html (accessed
February 26, 2007). A German version is
available as «Electronischer Raum,»
Kunstforum International 103 (1989), pp. 142~
47, here p, 142,
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the 1970’s ... conceptual art. Conceptual art demands a conceptual space
in which to exist and a culture that has grasped that elusive notion will
have no trouble at all de-materialising its power structures into something
as relatively concrete as the electronic space of international electronic
communications networks. Our interest in this space should be no sur-

prise: Art has always gone where the power is.!

In addition to the interstitial play between the durational qualities of perfor-
mance and the dematerialized aspects of conceptual art, Adrian’s description of
this electronic space mentions another characteristic as key to its coming into
existence—the breakdown of a culture’s power structures, those ideologies and
institutional forces of a culture that restrict, limit, or otherwise seek to control
physical or intellectual movement. Aligned typically within or along various le-
gal, economic, political, gendered, racial, and ethnic categories, these power
structures are themselves often called into question through much performance
and conceptual art, precisely because both resist archivization or the creation of
any physical art product, which could then be subsumed within these same power

structures,

Robert Adrian, 76 Airplanes: 76 paper
aircraft models, installation, Aurora Borealis,
Montreal, Canada, 1985.
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While the variety of media types and approaches in Robert Adrian’s work
may suggest a disparity of sorts, it more importantly reflects reactions to changing
trends in the art world vis-a-vis the art market and addresses the need to shift
artistic practices as a response or challenge to the consumerist forces of this very
same art market. Key to understanding this apparent disparity rests with this
question of materiality: whether or not a material object is produced that can be
bought and sold within the art market. Adrian addresses this himself in an inter-
view from 2001:

Although I saw no conflict between operating in the immaterial world
of telecommunication systems and making physical artworks, it slowly
became clear that the two activilies were perceived as unrelated and con-
tradictory by both the art institutions (galleries, museums, etc.) and most
of my network partners. It became a slightly schizophrenic situation in
which I could not mention my activities in one area while talking with
people in the other without encountering stony silence. This is probably
because many of the pioneers of the kind of low-tech telecomm with which
[ was involved had been active in the 70’s with performance, video, etc.
but after 1980, when the galleries and museums suddenly re-embraced
the painted object and the market boomed, the people with no product to

sell were pushed to the margins.?

This schizophrenic, caught-at-the-crossroads mindset that Adrian references is
illustrative of many, if not all, artists caught between the financial needs of daily
subsistence and the theoretical/knowledge needs folded up within artistic prac-
tice. While this underscores once again the same binary between materiality and
immateriality that telecommunications arl engages, it also addresses the per-
ceived disparity in Adrian’s work between the presence and absence of material
art objects, by clearly showing that the time-driven movements of performance art
and the impermanent knowledge processes of conceptual art are part and parcel

of all artworks, regardless of material specificity. In other words, the processes

2 Robert Adrian, «Interview,» in Robert Adrian X, 3 Jackson Pollock, «Interview with William
exh. cat. Kunsthalle Wien (Vienna: Folio, Wright,» in Jockson Pollock: Interviews,
2001}, p. 65. Articles, and Reviews, ed. Pepe Karmel (New

York: Henry N. Abrams, 1998}, p, 20. Interview
conducted in late 1950 and broadcast on
radio station WERI in Westerly, Rhode Island
in 1951,
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involved in bringing any artwork to fruition exist within this constantly seesawing
effect that shifts preference in the art world between materiality/immateriality,
appearance/disappearance, presence/absence, and visibility/invisibility. Artists
thus always find themselves in a constant state of negotiation, between content
and form, between subject and object, between theory and practice, and between
concept and market, when the onus of such negotiation should continually fall to
representatives from the art market, who need to understand trends and practices
as set by the artists rather than by the loop design of the market itself.

When American modernist painter Jackson Pollock was asked to comment
on his unconventional painting technique in a 1951 radio interview, he teased
out some intriguing connections between artistic expression and innovations in

technological progress:

My opinion is that new needs need new techniques. And the modern art-
ists have found new ways and new means of making their statements. It
seems to me that the modern painter cannot express this age, the air-
plane, the atom bomb, the radio, in the old forms of the Renaissance or of

any other past culture. Each age finds its own technique.?

Pollock locates his art directly in the midst of those information networks preva-
lent in nineteen-ffties America and perceives it as a node of experience which
expresses visually and texiurally the speed of air travel, the minute complexity of
the atomic bomb, and the simulianeous ethereality and physical presence of the
radio. That Pollock sees his painting technique as a reflection of the atomistic
properties of energy and matter and the fleetingness of communication finds reso-

nance in Robert Adrian’s experimentation in the seventies with painting surface:

It seemed that art—or at least painting—was fragmenting, splitting into
its components all through the 70’s: the act of painting was being played
out as performance; video was dealing with narrative; photography with
illusion; the painted object was turned into its own subject matter while
subject matter dematerialised into conceptual texls or manifestos. Mini-
mal art, conceptual art, mail art, performance art, media art, analytical
art jostled and overlapped in a kaleidoscopic array of conflicting histories

and possible futures. Viewing all these different fragments as the basic
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elements of painting made it easy to abandon the formal preoccupation
with the physical object and try to recover some of the aspects that I had

been so rigorously omitting.*

The series of experimental paintings that Adrian produced during this time pe-
riod (e.g., Surface Tension, Black Silk, and Gray), in which he sought «to develop
a technique for making surfaces without support,»® that is, sans canvas backing,
and, I would argue, the collection of twenty-four polymer clay miniature sculp-
tures, 24 Jobs, are each the result of object-producing techniques that mingle in
the kaleidoscopic, fragmentary, and elusive qualities of conceptual art. Both the
paintings and the miniatures reflect the tensions that the artist faces within the
art world vis-a-vis the cycle of production and consumption, yet.they do so along
very different lines and at various points of connection to Robert Adrian’s grow-
ing interest in the late seventies/early eighties with communications devices. He
teases out some of these very subtle and complex connections in an interview
from September 2006:

The connection between the work that I had been doing before and the
work that evolved out of experiencing communication devices—that’s not
too easy. Up until the end of 1977, beginning of 1978, I had been working
with frontal painting for about six or seven years. I'd done a lot of what
might be called support-surface from the French, or analytic painting—it
was working with the surface. And I developed a technique where 1 could
work basically without backing at all, but actually make the paintings
face down on plastic, and then stuck the cloth on that and lifted them off,
so that you experience the painting from the first layer to the last layer,
not the reverse; there was no impasto covering up what was behind, you
saw everything because it was transparent. You could technically or theo-
retically analyze the painting from front to back, the top layer was the first

layer, and the last layer was the cloth.®
The type of analytic painting that Adrian describes here, with its focus on ad-
dressing some of the formal problems of painting as an art form, finds a solution

in the technique of layered transparency, which he devises to move away from

4 Adrian 2001 (see note 2}, p.59. 6 Robert Adrian, interview with the auther in
5 lbid., p.57. Vienna, September 16, 2006.
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the limitations that he saw coalescing in surface-oriented painting. Rather than
hiding the layers of information and communication behind top-level surfaces
that comprise the paint-on-canvas approach, Adrian’s technique made the pro-
cess and the layers visible, transparent. There is a certain simultaneity that oc-
curs in the application of this technique, in the sense that each individual paint
layer exists simultaneously with each of the other layers. It is with this aspect
of simultaneity that I want to draw some connections to Robert Adrian’s col-
lection of miniature, narrative-based sculptures known as 24 Jobs. Made from
Fimo, a brand of polymer modeling clay that hardens when baked in an oven, the
collection depicts the various jobs (theater usher, houseman, art school model,
painter/decorator, framer, fake painter, etc.) that the artist had to take on while
also working as an artist. The array of simultaneous public, working identities
foregrounded by this collection speaks to the need for the constant state of inter-
change running parallel to the artist’s role as artist, but in some respects it is a
system of interchangeability that is not always equitable, as financial concerns
take precedence over the artistic.

The moments of simultaneity and the components of transparency educed

by these examples of Robert Adrian’s work provoke an idea of artistic space that

Robert Adrian,

Black Silk, acrylic

resin and cotton thread
on silk, ca.200x90cm,
1976
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moves beyond the physical space of galleries and museums—and the positioning
of the observer directly in front of the artwork, or even immersion in the space of
an installation—to open itself instead to the more conceptual and performative
areas existing as modes of experience and modes of production in the art-mak-
ing process. This re-articulation of artistic space through analytic painting to
reestablish the type of knowledge and theoretical work that comprises an art-
work, an art object, or an art product (depending on one’s position within the art
market equation) points to a central area of attraction for Adrian’s interest in the
networks of telecommunications space, which he contrasts with museum space:
«...the fact of the matter is that museum art, gallery art, is boring and déja vu.
If it’s in a museum the context will make it <art> but it cannot make it relevant.
The exciting things, call it art if you like, are happening in the street and in the
network—if they also find a place in a museum so much the better but they will
serve to redefine the museum and not vice versa.»? Clearly, for Robert Adrian,
the importance of the network and the street lies in their relevance and in their
framing a sense of happening—those moments illustrating the movement and
process of communication/dialogue/performance between and among artists and
audiences that allow a work to happen, and thus which work within the previ-
ously mentioned parameters of durational performance and immaterial conceptu-
ality. He also sees these virtual spaces (networks) and physical spaces (streels)
as central for realigning the art markel equation in favor of the artist, whose work
should be guiding the evolution of the museum,

His use of communication devices and exploration of telecommunications
networks range from the utilitarian (sporadic everyday communication and BBS
posts linking other artists separated by physical distance) to large-scale media
art happenings, like The World in 24 Hours from 1982, which connected the me-
dia landscapes of several cities across the globe and across several different time
zones within the technical infrastructures of diverse, sometimes low-tech devices,
which tangentially assisted in either rethinking or reworking the artistic param-
eters with which these devices had originally been conceived. The World in 24
Hours connected fifteen cities (Vienna, Amsterdam, Bath, Frankfurt, Pittsburgh,

7 Robert Adrian, «Electronicism,» http://alien
.mur.at/rax/TEXTS/elecism.html (accessed
February 26, 2007). Also available in Désirée
Schellerer, Translucent Writings (Vienna:

G. Insam, 1994).
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Robert Adrian, 24 Jobs,
polymer clay miniatures,
1979,

Above left,

Baths Attendant;
above right,

Display Designer;
below left,

Painter and Decorator;
below right,

Gallery Assistant.
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Wellfleet, Toronto, San Francisco, Vancouver, Sydney, Tokyo, Honolulu, Florence,
Istanbul, and Athens). Like many of the telecommunications projects that Adrian
either conceived or participated in, The World in 24 Hours incorporated an early
idea of artifact transmission (still and video image, text, voice, telephone-based
sound) from any of these remote locations to the central staging area in Linz,
where the project segued with the 1982 Ars Electronica Festival. Transmitting via
such technologies as slow-scan television, telefacsimile, computer network, and
telephone-based audio, individual artists or artist groups in each of these remote
locations contributed not just a stack of quantifiable material in the form of texts,
video captures for SSTV transmissions, and the like, but rather instances of play-
ful and thought-provoking assemblages requesting participatory and interactive
engagement, ideally from any of the other participants in any of the fifteen cities.
About the project and the type of participation and access it sought to promote,

Adrian writes:

If any sort of chance arises to develop new techniques by means of which
private individuals can make meaningful use of these electronic media—
to assert their right to genuine participation in the development of this
new electronic world—then it will have to be very soon. It is probably too
late even now to really change the direction of design development but
we can try at least to discover ways to insert human content into the com-
mercial/military world floating in this electronic space. And this is where
artists are traditionally strong...in discovering new ways to use media
and materials, in inventing new and contradictory meanings for existing
organizations and systems, in subverting self-serving power structures in
the interests of nearly everyone. Artists using electronic telecommunica-

tions are trying to find human meaning in an electronic space.®

To say that the project anticipated the convergence of several media types (sound,
text, still/moving image) in the same way we conceive of multimedia computing

today would be to gloss over its true contributions in establishing an electronic

8 Robert Adrian, «The World in 24 Hours,» in Ars published in German in Christine Schépf, ed.,
Electronica: Facing the Future. A Survey of Ars Electronica: Festival far Kunst, Technolo-
Two Decades, ed. Timothy Druckery (Cam- gie und Gesellschoft (Linz, 1982), p. 145,
bridge, MA: MIT Press, 1999), pp.145-56. 9 Adrian interview (see note 6).

Also reproduced online at http://alien.mur.at/
rax/24_HOURS/24-catalog-e. html. First
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space for the transmission of human-based signification. In one sense, the tran-
sitory electronic space, opened up by the telephone line connections within the
twenty-four-hour duration of The World in 24 Hours, illustrates the power of the
simultaneous network in achieving moments of human connection and human
collaboration even when the distances of time and space would normally pose any
number of physical limitations. In another sense, the project seeks to provide an
alternative model—a transparent and accessible model for creating and utilizing
this type of network space for purposes other than commercial or military exclu-
sivity—and in doing so calls these other frameworks into question.

As Robert Adrian’s work with artistic appropriations of telecommunications
networks grew, the number of projects he participated in or began also expanded.
Vital to these was understanding the role of communication as pure content, in
seeing these spaces of communication as occurring outside of meaning, and it

was here that Adrian saw his work connecting to radio:

Communications technology was to me pure content—without mean-
ing. Meaning was unimportant—it’s another spin-off—you’ve got the
meanings elsewhere. This was communication as content, was what 1
called it. Just the fact of turning the machines on and being present in
the [electronic] space was the work. What happened with the work was
inconsequential, and basically once the machines were off it was gone
anyway ... This had all kinds of other references to what art is anyway,
and what art had been, and there was the problem of performance artists
whose work was always appropriable, because whoever had photographs
of the piece had the piece. So, if twenty-five people made photographs,
there were twenty-five pieces—so there are a whole lot of references and
things going on in your head about what’s left over from art—in this situ-
ation what is the art, who decides, what is the role of the artist—the artist

has no control—and these things referred into radio.®

This notion of communication as pure content goes directly to the heart of the
issues surrounding artistic practice and artistic control, which Robert Adrian
had wanted to address through his experiments with analytic painting and nar-
rative-bhased sculpture and which other artists had sought to address through the

medium of performance art. Yet, for Adrian, the fact remained that no matter how
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much the artist controlled the framework of production, no matter how spontane-
ous a performance, no matter how resistant the piece was to being captured, ar-
chivized, or hung on a museum/gallery wall, the fact remained that meaning and
value were still being fixed into the work and served up as product. The creation
of an electronic space via the networks of various telecommunications devices
linked together, some for the first time, allowed the types of spatiotemporal hap-
penings that characterized street-level art and performance pieces to be ported
over to the more immaterial space of the network, where capturing the work of

the artwork was elusive:

... the sad story of the graffiti artists, whose work was torn from its loca-
tion in and under the street and reinvented as art in the East Village and
SoHo schlock galleries, should remind us that some things are interest-
ing, exciting and relevant exactly because they are not «validated» or
«conlextualized» as «art.» Arlists working inside the electronic networks
are unlikely to be threatened by a similar fate as there is virtually no

product to display, market or appropriate.!®

The link that Adrian sees to radio stems from this same desire for elusiveness in
the creative process, for creating meaning without having an existing framework
of meaning being atiached to, categorized into, or otherwise captured from the
moments of performance and conceptualization that occur collaboratively be-
tween artists in this network space.

It is in a set of twelve aphorisms about radio listening and radio production,
created in collaboration with the Viennese Kunstradio—Radiokunst project, that
Robert Adrian conceptualizes the connections he sees between artistic space,
communications space, and radio space. These twelve points comprise Adrian’s
«Kunstradio Manifesto: Twelve Notes Toward a Definition of Radio Art,» and it is
in this manifesto that an idea about radio space is adapted along the contours of
simultaneity and interactivity it implicitly sets into motion. Kunstradio takes it

for self-evident that:

10 Adrian in Schellerer 1994 (see note 7), n.p.
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Wiencouver IV,
= Robert Adrian and
8 Hank Bull preparing
£ to transmit The
pr. P i — Haters performance
a5 | J g v to Vienna, Austria,
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The World in 24 Hours,
Ars Electronica,
Linz, Austria, 1982.
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Radio art is the use of radio as a medium for art.

2 Radio happens in the place it is heard and not in the production
studio.

3 Sound quality is secondary to conceptual originality.
Radio is almost always heard combined with other sounds—
domestic, traffic, tv, phone calls, playing children etc.
Radio art is not sound art—nor is it music. Radio art is radio.

6 Sound art and music or literature are not radio art just because they
are broadcast on the radio.

7 Radio space is all the places where radio is heard.

8 Radio art is composed of sound objects experienced in radio space.

9 The radio of every listener determines the sound quality of a radio work.

10 Each listener hears their own final version of a work for radio combined
with the ambient sound of their own space.

11 The radio artist knows that there is no way to control the experience
of a radio work.

12 Radio art is not a combination of radio and art. Radio art is radio
by artists.!!

Each of the points in this constellation initiates encounters with and within the
space opened up by the medium of the radio, yet the twelve points of the manifes-
to clearly situate listening and the position of the listener as the point where the
experience of radio art occurs—for example with point two: «Radio happens in
the place it is heard and not in the production studio»—and becomes intricately
tied to the sounds and the unique spaces of each individual listener—here, point
ten: «Each listener hears their own final version of a work for radio combined
with the ambient sound of their own space.» Conceived in this way, radio space
allows temporary spaces of performance to develop, putting both artists and lis-
teners on equal footing in the transmission and reception of a radio art piece, and
moves the value of the piece away from its technical point of transmission in the

studio—away from an idea of art objects selling as art products in the art mar-

11 ORF Kunstradio, «Toward a Definition of Radio
Art,shttp://www. kunstradio.at/TEXTS/manifesto
.html (accessed February 26, 2007).
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Blix, Kunstfunk

(Art Radio), installing
the shortwave radio
antenna on the cupola
of the Secession,
Vienna, Austria, 1985.

Blix, Kunstfunk,

radio studio preparing
to transmit slow-scan
images, Secession,
Vienna, Austria, 1985,
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ket—and toward its point of reception with the listener, in effect restructuring
the commercial broadcast paradigm from one based in the marketing of informa-
tion through time-specific standardized formats to one based in the interchange
of knowledge without privileging these formatting concerns.

Adrian’s manifesto about radio art theorizes at a much more profound level the
position and role of the audience than did the very painter-centered ideas behind
analylic painting, or even the ideational/notional/noumenal contours of concep-
tual art. Where a project like The World in 24 Hours (1982) or Telephone Music
(1983) and the conferences Interplay (1979) and Artists’ Use of Telecommunica-
tions (1980) served to test the waters of possibility within these networked spaces
for the artists themselves, the series of radio projects that Adrian participated
in acknowledged the position of the audience, in this case the listener, in the
production of any piece of radio art. This expansion of the networked electronic
space to incorporate outlets via radio broadcast to an audience of dispersed lis-
teners became possible as advances in network technologies continued to grow,
and as radio itself began to explore areas of convergence with computer-based

and satellite networking.
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Hank Bull

From the Centre to the Periphery

Candice Hopkins

When you break a
sentence the future leaks out.
— William Burroughs

Hank Bull's Move to Vancouver

Hank Bull’s move at age twenty-four from Toronto, near the middle of Canada,
to Vancouver, on the West coast, would shape the future of his practice. Seduced
by the early happenings at the Western Front (one of the country’s oldest artist-
run centres), Bull met his further collaborators, as he has said, on the coattails
of mail art. At the time the medium was simultaneously «bursting at the seams
collapsing under the weight of its own success.»! The network and its nodes, first
initiated and necessitated through mail art’s very structure, was shifting into
something different and Bull had arrived at just the right time. In a story that has
almost become iconic now, in September 1973, after learning about the Western
Front through one of the artist collective General Idea’s FILE Magazines, Bull
jumped on the train from Toronto with little more than an ounce of hash, a trunk
of clothes, and an accordion to his name. He wasn’t sure what he would find but
knew that he was looking for something different. «The Vancouver scene was
mythical,» he recalls. «There was a voluminous exchange between Toronto and
Vancouver, especially among the poets, but Image Bank [a collective of artists

from Vancouver| and General Idea [from Toronto] were also very close, sharing
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a lot of ideas.»* At the time, General Idea was building its connections with
Vancouver, and through the infamous Hollywood Decca Dance members of the
Western Front were collaborating with the likes of Willoughby Sharp of Avalanche
Magazine in New York and Ant Farm in California.* (The Decca Dance was orga-
nized in celebration of the 1,000,011th Birthday of Art on January 17, 1974. The
event, of which Hank Bull was the musical director, took place at both the peak
and the decline of mail art. A host of correspondence artists from around North
America traveled to Hollywood to take part in the festivities and in the Mail Art
Awards Ceremony.) In the same period, French Fluxus member, and Art’s Birth-
day founder, Robert Filliou was in Upstate New York visiting with Dick Higgins,
an artist and founder of the experimental Something Else Press. It was there
that Filliou initiated one of his first telecommunications experim.(:nts, which con-
sisted of him calling all of his long-distance friends in his personal network over
the telephone.* In a gesture that would point also to the future of artists’ use of
communication technologies, and Bull’s practice in particular, Dick Higgins had
coined the term «intermedia» seven years prior. An excerpt from his Statement
on Intermedia (1966) reads:

For the last ten years or so, artists have changed their media to suit this
situation, to the point where the media have broken down in their tradi-
tional forms, and have become merely puristic points of reference. The
idea has arisen ... that these points are arbitrary and only useful as criti-
cal tools, in saying that such-and-such a work is basically musical, but
also poetry. This is the intermedial approach, to emphasize the dialectic
between the media. A composer is a dead man unless he composes for all

the media and for his world.5

After the Western Front collaborated on the
highly successful Hollywood Decco Dance of
1974, some participants were so overwhelmed
by the mail they received that they didn't have
the time to respond.

Robert Filliou in an exhibition catalogue
compiled by Sharla Sava and Scott Watson:
Robert Filliou: From Political to Poetical
Economy (Vancouver: Morris and Helen Belkin
Gallery, 1995), p. 63.

The Decca Dance was co-organized by the

Western Front and Image Bank, Lowell Darling,

Willoughby Sharp, Ant Farm, and General Idea.

These phone calls were published as an
audiocassette by Voicepondence, Calgary in
1975 and can be found in the catalogue
Robert Filliou: From Political to Poetical
Economy (see note 2).

Dick Higgins, Statement on Intermedio (1966),
http://www.artpool.hu/Fluxus/Higgins/
intermedia2. html (accessed July 2007).
Keith Wallace, introduction to Whispered Art
History: Twenty Years at the Western Front,
ed. Keith Wallace (Vancouver: Arsenal Pulp
Press, 1993), p. 2.

Hank Bull, interview with the author in
Vancouver, December 2006,
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Although Higgins didn’t know it at the time, that same year in Vancouver the
Intermedia Society had formed. True to its name, it focused on finding new rela-
tionships among previously defined mediums and media and facilitated projects
ranging from jazz, to dance, sculpture, radio, sound, and performance, and points
in between. Recognized as the city’s first large-scale, non-institutional, artist-
initiated collective, Intermedia’s interdisciplinary nature eventually divided
them in 1973 when their publishing section—Intermedia Press—paradoxically
subsumed the organization itself.® During Intermedia’s decline, eight people (an
architect, composer, and six artists working in the intersections of video, dance,
photography, performance, and literature), including two who had been actively
involved throughout the span of the organization, banded together to buy a cav-
ernous former Masonic Hall on Vancouver’s low-rent East Side and named it the
Western Front Lodge.

On the day of his arrival from Eastern Canada, Bull, already en-route to the
Western Front, found himself sharing a bus with Front founder Eric Metcalfe
(then known as Dr. Brute; Lady Brute being Melcalfe’s then-wife Kate Craig),
whom he knew of but had yet to meet. Metcalfe invited him to an event that night.
Bull described this first introduction to the Western Front as follows:

I was 24. At that time the gallery was one big room going back to the
kitchen and it was set up with tables. It was the famous «Von Bonin» din-
ner. There were menus and there were people filming it ... The dinner was
just about finished and people were starting to go upstairs ... I went into
this big old room, and there were no lights in there or anything. It was just
a sound system ... I could see some people fussing with a sound system
and I thought, «That’s not going to do anything.» 1 saw there was a grand
piano and I said to myself, «Well, I might as well arrive in Vancouver,» so
I sat down and I started to pound out some boogie-woogie on the piano.
Suddenly a spotlight was turned on me and then out of the wings come
Mr. Peanut tap dancing and Dr. Brute playing saxophone. Turned out it
was being filmed for German Television, the WDR, by the famous Dr. Von
Bonin ... They were making a film about art in Canada and the Western

Front treated them to a special night. That’s how we met.”

Candice Hopkins
Hank Bull
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Trained as a painter, Bull was creating work at a time when the medium had
reached a crux. The influence of formalism—Ilargely inspired by the writings
of arl historian Clement Greenberg—was pervasive and had become the cen-
tral subject of its discourse and practice. From Bull’s perspective, painting had
reached an end point; reduced to discourses on medium specificity, there was
little left to explore. At the same time, by coincidence, Jeff Wall, a Vancouver art-
ist now known for his staged large-format photographs (what he carefully refers
to as «pictures»), also stopped painting. He had abandoned the picture frame
altogether and was painting white monochromes directly onto the gallery wall.

In 1973, two months prior to Hank Bull’s arrival in Vancouver, Robert Filliou
had also come to the Front for the first time. His initial visit (and multiple returns
to collaborate with another founder of the Western Front, Kate Craig, among many
others) would influence the Front, its founders, and its programming to this day.
Filliou’s Fluxus sensibilities complemented the organization’s already defined
lean toward the merging of art and life. Enacting this philosophy consciously or
not, the members of the Front lived and worked out of the space and in their first
year as a collective had transformed even the most potentially mundane aspects
of everyday life—cooking and eating—into grand artistic gestures, with every-
thing from placemats to what was being served in a given night considered on
their digestive, conceptual, and aesthetic grounds. (Metcalfe and Bull, although
no longer associated with the programming or the board, continue to reside in
the building.) Filliou would also have an impact on the Front’s experimentation
in new technologies namely video, radio, telecom, sound, and later, the Internet.
Importantly, he would introduce the concept of the Féte Permanente, or as it
would become known: The Eternal Network.

Between the Broadcaster and the Listener
The HP Show

Bull’s first experimentation with a medium outside of painting was in perfor-
mance, and through this, radio. At the beginning, Bull was interested in the effect
that radio would have on the performers as a direct result of the «energy of live

performance.» In 1974 at the Western Front, Bull was collaborating with a group

8 Hank Bull and Patrick Ready, «The Story of
The HP Show,» in Radio Rethink: Art, Sound
and Transmission, ed. Dan Lander (Banff:
Walter Phillips Gallery, 1994), p. 47.
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called the Lux Radio Players, a group of artists and people from other disciplines
who got together to perform radio plays. The plays were conceived and performed
as live events with accompanying live music and sound effects. The tapes were
edited and then aired on Vancouver’s newly formed Co-op radio (CFRO-FM).
Two years later, Bull began his long-term collaboration with Patrick Ready for
what they called The HP Show, which would run until 1984. Later, when their
weekly time slot was moved, the name was changed to The HP Dinner Show,
«scientifically designed to help you prepare, eat and digest your dinner,» also
broadcast on Vancouver Co-operative Radio. The amount of work they created at
the time was staggering. Together, with few breaks, they aired a new ninety-min-
ute program every week for eight and a half years.

Bull and Ready’s collaboration was predicated on correspondence beginning
in 1967 after their initial introduction in Peterborough, Ontario. It was main-
tained via cassette tape, letters, and occasional visits until they both found them-
selves living in Vancouver ten years later.® (Although Bull has stated that he was

taken with the idea of mail art, the only person he ever engaged with this on a

sustained level was Patrick Ready.)

The Lux Radio Players, The Lux Radio Players,
A Bite Tonight: The Glenn Lewis, and Kate
World's Longest Radio Craig as the Soni Twin,
Play, Hank Bull (piano), a two-headed, herma-
Kate Craig and Patrick phroditic private detec
Ready (sound effects), tive, with their lines all
ive recording, Vancou- spoken in unison, Van-
ver, Canada, 1977. couver, Canada, 1978.

Candice Hopkins
Hank Bull
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Throughout the entire period I do not ever recall discussing any actual
rules or systems we should use to work together, other than to casually
talk about one day writing the definitive text on collaboration. The regular
and constant live improvisations on air necessilated such an enveloping
understanding of each others’ minds, abilities, weaknesses and strengths
that our everyday relationship became virtually...a slower version of
what we did on radio.”

A source of inspiration for Bull’s thinking about radio as an artistic space was
from a line by General Idea. The quote, as Bull remembers, was about «how art-
ists, like Hermit crabs can invade the dead forms of mass media.»"®

The title of their show, which quite deliberately oscillates between absurdity
and seriousness, takes its name from the (still) ubiquitous British-born steak
condiment: HP Sauce. «The acronym HP was invented when [Ready and 1] were
corresponding ... We needed a name. We decided to invade the mind of the HP
Sauce Corporation.»' Their «invasion» was not limited to the company’s name.
Bull and Ready also channeled their energies to redesign the product’s labels
and place the new versions on supermarket bottles, and to performances where,
carrying a large cardboard re-creation of an HP bottle complete with a periscope
(the HP Sedan Bottle), they created films and other collaborative ventures. An

9 Ibid., p.59. Lafarge and Carolyne in Spoce. Many of the
10 Interview with Hank Bull (see note 7). artists who came to the Western Front would
11 Bull and Ready in Lander 1994 (see note 8), be incorporated into the show.» Quoted from
p.47. Wallace 1993 (see note 6), p. 27.

12 1bid., p. 49. 17 Interview with Hank Bull (see note 7).

13 |bid. 18 The Radio Painting was part of a radio art

14 Interview with Hank Bull (see note 7). chapter of the Ars Electronica Festival in Linz,

15 Eduarde Kac, «Aspects of the Aesthetics Austria in 1989, The 1989 edition of the
of Telecommunications,» in Siggraph Visual festival was titled In the Network of Systems.
Proceedings, ed. John Grimes and Gray Lorig The radio art section was curated by Heidi
(New York: ACM, 1992), pp. 47-57. Grundmann (with Alfred Pittertschatscher)

16 The description of The HP Show in Whispered and was the contribution of the weekly
Art History reads as follows: «Devoted to the program Kunstradio, on the cultural channel
idea that radio could be activated as an art of the Austrian National Radio, to the festival.
medium the two hosts developed an One focus of the radio art section was on live
idiosyncratic style and a quick following. A radio art by international artists. «lm Netz der
forum for new inventions [via the mechanical Systeme,» Kunstforum International 103
wizardry of Patrick Ready], telephone music (September/October 1989); http://www.aec.at
and various types of listener participation, the (festival archive}.

show made heavy use of sound effects, experi
ments with tape recorders and scripted serials
with names like The Caveman, Tales from the
Days of Sail, Captain Bonnard and Coptaoin
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important inversion in some of these actions was found in the way that they were
performed and filmed. One such performance, done while both Ready and Bull
were walking backwards, was projected backwards. With the double reversal,
the resulting projected image seems «normal,» with both performers appearing
to the viewer to be walking forward. The fate of the HP Sedan Bottle, which was
built to carry a person, was also met on film where similar strategies of reversal
were employed. It was eventually blown up as a part of a «palindromic» movie.?
Embodying the often necessarily guarded persona of those working under an as-
sumed identity, Bull and Ready recollect that they communicated like spies at
the time, in «cryptic» shorthand and tape-recorded meetings.!?

It is the first iteration of The HP Show that is an important marker for the
way in which Bull and Ready would make use of radio as an artistic medium.
Hank credits that it was his perceived freedom in the medium—the autonomy in
not having to perform in front of a live audience—that enabled them to be more
creative. For them, «it was performance [art] done in the style of a radio play.»'*
Bull had a penchant for «liveness» through the performance of radio and the con-
nection to multiple audiences it enabled. As Eduardo Kac notes, «Radio was the
first true mass medium capable of remotely addressing millions at once.»'®

The HP Show took the idea of inhabiting existing forms of mass media to its
very limits. Further to this, Bull was invested in the structural qualities of ra-
dio and how these could be manipulated, challenged, and imagined anew.'® The
possibility for radio, for example, to take on what Joseph Beuys termed «social
sculpture.»'? From Bull’s perspective, the difference between the ways that he
was engaging in radio and the majority of avant-garde radio, for example in Ger-
many, was that he was coming from a perspective of visual art. Perhaps the most
direct enactment of this philosophy is found in a project he created for Ars Elec-
tronica in 1989 entitled The Radio Painting.'® Based on a historical and con-
ceptual understanding of painting through the discourses around the frame, Bull
defined painting’s «frame» as consisting of two elements: time and space. In his
painting mediated through, radio «time» was measured by setting a metronome,
and space was «framed» through direct engagemenl with the audience. Those
listening to the broadcast were asked to phone in and identify their location, and
each location would then be marked on a map, and these marks, dictated by the

listeners, would complete the painting.

Candice Hopkins
Hank Bull
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A radio show that further challenged the possibilities of radio, but in an en-
tirely different form, was The HP Underwater Special, The World’s First Completely
Underwater Radio Show. A one-time experiment, it confronted the normally dis-
embodied voice of the broadcaster, thereby bringing the very limits of physicality
and breath that «voice» is dependent on to the forefront. The performance shifted
the context of radio from something which takes places above ground—(radio

waves rely on the atmosphere for transmission)—to under water.

We took a white plastic bucket and keelhauled it upside down to form an
airlock. Then, donning appropriate bathing costumes, we jumped over the
side with the microphone covered with two condoms and came up inside
the bucket. The sounds in the harbour were distant and metallic clinking,
throaty motors purring, water slapping the boat’s hull. Then, from in-
side the bucket came a suppressed scream as the microphone joined our
SHOCKED heads in the airlock. We did this about eight times which ex-
hausted about everything you could say about being inside a white plastic
bucket. [ was able to stay in the bucket about thirty seconds before all the
air was exhausted. Hank breathed less and stayed longer. All sound for
the show was guaranteed to have been recorded under, or passed through,

water before it was broadcast.’®

The HP Show, similar to General Idea’s parody of the postwar U.S. glossy LIFE
through their self-published magazine FILE, also played with the signifiers of
consumer culture. Appropriating a brand, to paraphrase Diedrich Diederichsen,
is «a small act of semiotic subversion» that involves an artist’s borrowing of
power from the public side of capital to momentarily use it against itself.** The
use of techniques of masquerade, role-playing, and the «mimetic re-articula-
tion of mass- and pop-cultural themes» was pervasive in Canadian art of the
nineteen-sixties and seventies.?! By the time Bull arrived in Vancouver in 1973,
Dr. Brute (Front founder Eric Metcalfe) had just completed a massive painting,
which would cover the entire facade of the Vancouver Art Gallery (the city’s

largest) in leopard spots, thereby camouflaging the building itself. The act of

19 Bull and Ready in Lander 1894 (see note 8), 21 Ibid.

p.b8. 22 Judy Radul in Wallace 1993 (see note 6), p. 206.
20 Diedrich Diederichsen, «Glad Rag,» Artforum

(April 2002},
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painting the spots, along with the quite literal costuming of the building, worked
to simultaneously «brand» it with Dr. Brute’s most recognizable symbol of the
leopard spots.

Already recognizing the potential in appropriation, a number of artists had
taken on pseudonyms—a play on alterity that enabled them to simultaneously
critique the relationship of the art object to commodity and skirt the system. The
early members of the Western Front were known as Marcel Idea, Mr. Peanut, Dr.
and Lady Brute, S.S. Tell, and Flakey Rose Hip, among other names. General
Idea, in a similar vein, was comprised of A.A. Bronson, Felix Parlz, and Jorge Zon-
tal—also assumed identities. As Judy Radul remarked in writing on the history
of performance at the Western Front, the boundaries between what was real and
fictitious were not always clearly defined. «Although Dr. Brute occasionally ap-
peared in performances, it is hard to say where Brute ended and Metcalfe began,
typical of an art/life performance delineated not only by specific actions but by
immanent possibilities for disrupting the norm.»** Aside from names, beginning
in the nineteen-sixties, Canadian artists were also appropriating the signifiers
of commodity and consumer culture itself: the business or corporation. Preced-
ing The HP Show by nearly a decade in Canada was N.E. Thing Co. (founded by

Hank Bull and Patrick
Ready, HP Radio Show -
Underwater Special,
ninety minutes of radio
entirely recorded
underwater, Vancouver,
Canada, 1978,

Candice Hapkins
Hank Bul
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Tain and Ingrid Baxter), Image Bank (Michael Morris and Vincent Trasov, known
as Marcel Idea and Mr, Peanut respectively), and Ace Space (founded by Dana
Atchely), among others. General Idea was also interrogating the association of art
to money, power, and commodity through carefully orchestrated beauty pageants
comprised of the most unlikely contestants, a ten-year search for a «Miss General
Idea,» and their parodied publication FILE Magazine. Their Glamour issue ar-
ticulated their position well in stating: «We wanted to be artists and we knew that
if we were famous and glamorous that we could say we were artists ... We [also]
knew Glamour was artificial. We knew that in order to be glamorous we had to
become plagiarists, intellectual parasites.»*

The use of fiction and appropriation in the work of this period, as Diedrichsen
has put forth, does not lead back to a kind of truth but to sorﬁelhing else alto-
gether. It is an action where «the inauthentic is precisely the goal.»** Understood
«as a critique of <authenticism> or normality,» these actions both embodied and
foregrounded Jean Baudrillard’s future writings on the simulacra and their cult-
like adoption in the New York art world in the nineteen-eighties.** In a move
that would come at nearly the same time as the decline of appropriation/simula-
tion art, in 1987 FILE Magazine would stage a farewell to the simulacra with a
roundtable featuring Judith Barry and Peter Halley on the occasion of the Group
Material exhibition fittingly titled Resistance (Anti-Baudrillard).?¢ «As the sim-
ulacrum becomes bottomless,» Radul writes, «the use of the self as a viable
or even available filter/interpreter is called into question.»?” One wonders how
this changes or is defused when the self is already layered with the constructed
subjectivity of the alter ego and fictitious identities, the very taking on of these
identities being both the result of and critique of commodity. It was commodity
culture specific to America which Baudrillard’s writings on the simulacra were
inspired by in the first place.

Another figure of the post-68 generation whose ideas were relevant for radio
art and Bull’s practice, in particular, was Félix Guattari, who was involved in
pirate radio in Italy and France and had developed a theory of «micro-politics.»
Guattari figured micro-politics as an alternative strategy to the failed mode of
mass revolution in France in the late sixties. One of his correspondents at the

time was Japanese philosopher and artist Tetsuo Kogawa, who, out of an impulse

23 |bid. 27 Radul in Wallace 1993 (see note 6), p. 211.
24 |bid., emphasis added. 28 Bull and Ready in Lander 1994 (see note 8),
25 |bid. p.59.

26 Ibid. 29 Wallace 1993 (see note 6), p. 70.
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to democratize mass media, sparked a «Mini FM» boom in Tokyo in the early
eighties. Mini FM was a low-power FM transmitter, capable of covering a neigh-
bourhood that could be easily made from cheap components purchased from any
local electronics store. Bull first met Kogawa in Japan in 1992 and invited him
to give a Mini FM workshop at the Western Front. Through the workshop, others
in Canada, notably Bobbi Kozinuk, spread the technology across the country.
Kogawa returned to Vancouver several times and through this the Mini FM was
expanded from radio to micro television through a project at the Western Front
called Neighbourhood television (NTV), in 1994. For Neighbourhood television,
Kogawa developed a transmitter capable of broadcasting television images to
other TV sets within a few block radius.

As The HP Show progressed, Hank Bull’s concerns shifted to the possibilities
offered though «global networking» (networking indicating a two-way, or mullti-
nodal, rather than one-way mode of communication). This change would thereby
involve «radio as part of a larger field of communication.» With this came some
of the earliest explorations by an artist of telecommunications on the I.P. Sharp
Network (a form of e-mail and chat), as fax art and Slow Scan Television. «What
appeals to me about radio,» Bull remarked in 1994, «is its ephemeral quality. It
exists oul there somewhere between the broadcaster and the listener, who is, like
the Third Man, fugitive. Radio is the broadcaster’s collaboration with this invis-
ible phantom.»** Telecommunications would be one way of making this phantom
visible. -

Hank Bull is particularly gifted at connecting people and equally adept at
making the space for this to happen. In 1980 to 1981, he undertook his first
round-the-world trip with artist and wife Kate Craig (formerly married to Eric

-Mclcalfe). Their intent was to «meet other artists and to explore the possibili-
ties and problems of cross-cultural communication.»*® Their travels took them to
Europe, Southeast Asia, Japan, India, Africa, and points in between, but it was
their month spent with musicians in Cameroon that Bull focused on when we first
sat down in December of 2006 to talk about the formative years of his practice.
In Africa, Bull quite literally took on the role of the «Third Man,»—the agent
that comes between one point and another—l1o bring two opposite ends of the
earth together.

Bull recalls that there was a feeling of urgency to their trip. For the artists it

was an opportunity to think critically about globalization, and with this the rise

Candice Hopkins
Hank Bull
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of global capital, and its effects. Tied to this was their interest in initiating an
effective and truly international network—one that did not consist of the usual
suspects of Paris, New York, London, but places farther afield in India, Asia, and
Africa. Their first attempt to form this network wasn’t facilitated through media
technologies but by real connections. It was an individual attempt (however suc-
cessful) to break down cultural barriers and, with this, the imagined and mutable
border between the so-called first and third worlds.** Having previously met
Vienna-based radio producer Heidi Grundmann and artist Robert Adrian, their
house would act as one of the «nodes» in Craig and Bull’s global experiment.
Over the course of their travels, they would periodically send packages of found
ephemera—objects like candy wrappers and cigarette packages—to Vienna for
safekeeping. The materials, together with photographs from the trip, would form a
series of twenty collages shown in Austria and at the Canadian Cultural Centre in
Paris, together with a manifesto Bull wrote entitled «Down with World Trade.»

The Form of the Network Shifts Yet Again

Experimentations in Telecommunications

Bull credits his formative ideas on communication to the influence of Bill Bartlett,
telecom artist and founder of the Canadian artist-run centre Open Space. Bartlett
developed an idea as Bull states, which he attributes to Brecht and his frequently

quoted text about radio:3!

... This vision that media, whether it is radio, telephone, and what have
you, is not really communication unless it goes both ways. Radio is not a
means of communication, it is a means of distributing information unless
there is a way to respond to it and involve it. [At the time] Bartlett said

we have technology that can make interactive communication ... the audi-

30 As a way to bridge the fictitious dichotomy 32 It wasn't long thereafter that Bil! Bartlett,
between the first and third worlds, Bull disenchanted with telecommunications, its
together with Cralg and others created Pidgin rising costs, and its inability to truly bring
(hybrid) languages among other projects, people together, dropped out of the scene.
which worked between different cultures. Interview with Hank Bull (see note 7).

31 Bertolt Brecht, «Der Rundfunk als Kommuni- 33 Hank Bull, «Wiencouver,» in Art + Telecommuni-
kationsapparat,» Blatter des Hessischen cations, ed. Heidi Grundmann (Vancouver:
Landestheaters Dormstadt 16 (July 1932). Western Front and Vienna: Blix, 1984), p.122,
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ence can communicate with themselves or respond to whoever is sending

out the image or the sound. It was called direct media.??

Perhaps Bull’s single most successful attempt at bridging the gap between geo-
graphic divides, and an ongoing experimentation in direct media, is found in
«Wiencouver,» an «imaginary city hanging invisible in the space between its two
poles: Vienna and Vancouver.» In a brief history of Wiencouver from 1984, he

writes:

Seen from Europe, both cities are at the end of the road, one on the Pacific
Rim of North America, the other just 65 km from the [former]| soviet bloc.
They are each on the edge of the art world’s magnetic field, able to observe
from a distance, and equally able to turn the other way, one toward the
far east and one toward the near east. Vienna and Vancouver are wealthy,
regional cities with international perspectives. This, coupled with their

linguistic and historical differences, makes them ideal correspondents.®®

Wiencouver has survived the cold-war era and continues to thrive today.

Hank Bull performing
at Audio Scene,
Lengenfeld, Austria,
1979.

Candice Hopkins
Hank Bull
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The first iteration of Wiencouver (known as Wiencouver I) took place in 1979
when Bull first went to Vienna to attend Audio Scene '79.3* It was there that
he spoke about intermedia art and radio art and, through this, the potential to
«remove the art world that normally mediates between the artist and the pub-
lic.»% Wiencouver II — IV are described by Bull in 1984 as telematic exchanges
between Vienna and Vancouver using mail art, Slow Scan TV, computer, telefax,
and telephone music. Whenever Bull and, in turn, the Western Front would hook
up via Slow Scan, the I.P. Sharp Network, and/or just the telephone with artists
in Vienna, Wiencouver came alive.® It was at these times, for however brief a
period, that the imaginary city of Wiencouver would become reality. The birth and
concept of the project, through its use of the network, would conflate two very
disparate places and parallels, the very ethos of telecommunications, that being
the ability to connect and interact over large geographic divides. As Roy Ascott
wrote in 1989, in telematic art «meaning is not created by the artist, distributed
through the network and received by the observer.lMeaning is the product of in-
teraction between the observer and the system.»*7

Notable editions of Wiencouver include Wiencouver IV (1983), an event that
would go full circle to bring Robert Adrian and Bill Bartlett to Vancouver from
where they and several other artists would exchange Slow Scan TV and tele-
phone music with artists in Vienna.*® For Bull and artists such as Bill Bartlett
and Robert Adrian, it wasn’t so much the content of the work unfolding at that

time that mattered. What was important was «that you were connecting.» And

34 Audio Scene '79: Sound as o Medium of Visual weren't full of false promises.» Quoted from
Arts was an exhibition, a conference, and a the interview with Hank Bull (see note 7).
series of performances by international Please see http://kunstradio.at/REPLAY and
artists, conceived of and organized by Grita editions dudio Scene ‘79 «Boy Can See With
Insam in Vienna and at Schloss Lengenfeld in His Earss for the text and image of the
Lower Austria. During the conference, Bull performance and his contribution to the
performed an iteration of what he called exhibition.

«Religion Canada,» which was a regular 35 Bull in Grundmann 1984 (see note 33).
feature from The HP Radio Show. Wearing the 36 Robert Adrian describes the I.P. Sharp
regalia of «The Great Homunculus» (both the Connection on the website http://alien.mur.at/
high priest and the God), Bull delivered the rax/BI0Q/ Also see Adrian's essay «Art and
manifesto of Religion Canada. A critical spoof Telecommunication, 1979-1986: The Pioneer
on Canada's national agencies —Immigration Yearss at http://telematic.walkerart.org/
Canada, for example —the performance also overview/overview_adrian.htm! (accessed July
took to task the unabashed capital interests 2007).

of many large churches in North America 37 From Ascott's essay, «Is There Love in the
throughout the nineteen-eighties, which Telematic Embrace,» published online at ibid.
turned religion into a corporate entity. With 38 Ibid.

Religion Canada «you could send money but in 39 Transcribed from interview with Hank Bull
return you would get absolutely nothing ... we (see note 7).
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while the Western Front never initiated any of those major projects, they were
nearly always included as a node, and they did a «pretty good job of being a
node.» Before the Western Front went online and into streaming technologies
in 1999, they connected via telephone to networked projects such as Horizon-
tal Radio (1995) and Natural Radia (with Tetsuo Kogawa in Vienna, 2002). To

Hank Bull, the telephone is a «truly democratic communications medium ... to

the point where—and this is one of the miracles of the telephone—it is a fully
multiplexed medium, which means you and I can be on the phone talking at the
same time and we can hear both of our voices or, for that matter, we could even
have four voices. It is not an over-to-you situation like e-mail, or a [conventional]
walkie-talkie ... To paraphrase Gene Youngblood, we could call it expanded tele-
phone» [early telecommunications technologies such as fax, ARTEX, 85TV, ete.
were all telephone peripherals].*® Wiencouver continues today mainly as part of
the annual Art’s Birthday celebrations on January 17th, whenever artists both in
Vancouver and Vienna participate in and/or initiate this or other events.

For Bull, 1983 and 1986 held two key events. The first was La Plissure du
Texte and following was Planetary Network, a part of the 42nd Venice Biennale.

Conceived as an interactive multi-authored telematic publication, La Plissure

Bill Bartlett, 1983

Candice Hopkins
Hank Bull
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du Texte was based on the narrative form of a fairy tale. Each participating city
was assigned a character following, very roughly, as organizer Roy Ascott notes,
V.I. Propp’s archetypes. Vancouver was the princess.* The title of La Plissure du
Texte is itself a nod to Roland Barthes’s Le Plaisir du Texte (The Pleasure of the
Text) from 1975, an attempt to find a way outside of the realm of «both conserva-
tive society and militant leftist thinking,» which Barthes felt stifled the very abil-
ity to read and write. It was intended as a kind of textual «jouissance,» a means
of creating a cathartic climax through the act of reading, an act that enabled a
(albeit temporary) loss of self through intimate engagement with text.*" «My be-
lief in this new order of the text, actually a new order of discourse,» Ascott writes,
«and my wish to exercise and celebrate the participatory mode of dispersed au-
thorship which networking affords, led me to devise a project wholly concerned
with the interweaving of textual inputs from a global distribution of artists. This
became La Plissure du Texte ...»"%

Planetary Network (1986) engaged more than one hundred artists spanning
three continents on the idea of «daily news.» It ook place in two stages: the
first—a networked Laboratory Ubiqua—was a two-week period of live exchanges
with on-site activities and exhibitions at the Venice Biennale; the second was a
two-month long virtual conference via ARTEX, sponsored by the I.E. Sharp Net-
work.** Both events in 1983 and 1986 embodied the potentialities of the network
and its ideals. The network component of both events were organized by Robert
Adrian via ARTEX. (For La Plissure du Texte, the Vancouver network component
took place from the Western Front, where Adrian was an artist-in-residence at the
time and also organized the basic network.) The two projects were very different
in structure, at least as far as the two weeks of the networked Laboratory Ubiqua
were concerned: here Venice served as a kind of hub for the exchange using dif-

ferent media, among them the by then color Slow Scan TV contributions, which

40 Other characters and cities were as follows: 41 SeeWikipedia.org: http://en.wikipedia.org/wiki/
Alma, Quebec - beast, Amsterdam - villain, The_Pleasure_of_the_Text (accessedJuly 2007).
Bristol — trickster, Honolulu - Wise Old Man, 42 Roy Ascott, «Art and Telematics,» in Grundmann
Paris - magician, Pittsburgh - prince, San 1984 (see note 33), pp. 34-35.

Francisco - fool, Sydney — witch, Toronto — 43 Participating cities were Venice, Sydney,
fairy godmother, Vancouver — princess, Vienna Honolulu, Vancouver, Los Angeles, San
— sorcerer’s apprentice. Francisco, Chicago, Teronto, Pittsburgh,

Atlanta, Boston, Bristol, Paris, and Milan.
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were displayed on screens at the Biennale. The following computer conference
was an online conference over ARTEX more akin to La Plissure du Texte but, as a
three-month-long open conference, lacking the unifying structure and impetus of
the «global fairy tale» that characterized La Plissure du Texte. The semantics at
the time are also revealing: in Planetary Network, and earlier projects, those tak-
ing part are referred lo as participants, not as artists. In both cases, importance
is tied more to process than the final result. Further to this, this shift signaled
the idea that many of the participants were from fields outside of art (ham radio
operators, electricians, university and school children, educators, ete.), widening
the scope of who took part in the events and how they were understood.

Bull, like many others who were practicing at the time, saw Planetary Net-
work as the end of an era. As he recalls, the debate was whether artists should
participate in this new thing called the Internet. Spurred by the Internet and
alternative media art, telematic art exploded on the alternative art scene, just as
mail art once did. An interesting aside to this discussion is a comment made by
Canadian artist Norman White, in an interview about early telematic art. White,
who through Bob Bernecky at I.P. Sharp Associates (IPSA) was the first artist to

beein working on this network. reveals in the interview that he believes thal the
g g .

Roberto Paci Dald,
Hank Bull, and

Peter Courtemanche
(left to right),

Art's Birthday, Grand
Lux, The Western Front,
Vancouver, transmitting
to Tetsuo Kogawa,
Radio Kinesonus,
Tokyo, 2007.
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«problem with today’s technologies [the Internet included] is that they’re not
limiting enough. In other words, artists don’t have to improvise to get around the
limitations of the technologies.»**

With this in mind, it is fitting to close with some ideas Bull relayed at the end
of our interview in December 2006:

I see art as a path or a relationship to people and to life. It’s about the
way you live your life. You make your life into a work of art. It’s not about
making objects and selling them. It is an attitude and the objects are what
are left behind from the real practice. They are not the actual art, they are
the trace of the art ... It’s not the artist as a content provider, it’s an artist

as a context provider.*

44 Jeremy Turner, Interview with Norman White
about Early Telematic Art at Open Space in
Victoria, Canada, http://openspace.ca/web/
outerspace/NormanWhitelnterview2 (accessed
July 2007).

45 Interview with Hank Bull (see note 7).
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Radio Amidst Technological Ideologies

Reinhard Braun

Writing about FidoNet, Tom Jennings retrospectively notes that it was a «very
strange, complicated, very large social organism, a terror-toma partially/inten-
tionally of my creation. It still lives on, shockingly, today, and still thrives in
places where people have no money and terrible telephone systems.»' To him,
the early BBS systems were «in fact a collection of social conventions encoded
in software ...»2 But why are descriptions of network projects—structured hier-
archically according to coordinators and nodes—of interest here when the title
focuses primarily on a very different sphere of media, that of radio? The attempt
to formulate this interest ultimately leads to debates on the ambivalent and an-
tagonistic relationship between technology, society, and culture as a whole—the
focus of the following.

In this context, Tom Jennings addresses a core conflict of this relationship,
meaning to what extent can technical media be described as cultural techniques,
or to what extent do they elude the control of social and cultural practices. The
domain of radio as a mass medium may be considered exemplary of this latter
perspective—as broadcasting that connects recipients to its «disciplinarian pro-
duction of cultural knowledge,»* excluding them from any form of participation.

While it will eventually evolve that even the sphere of radio can no longer be de-
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scribed in this way, it will serve for the time being as a chimera of social fantasies
of order, so as to make visible the changes thal the conception of media, media-
tized spaces, and their entrenchment in culture and society have undergone, and
have had to undergo.

A first line of approach in outlining these changes lies in the observation that
the entire development of alternative communications systems would have been
inconceivable without the (discursive and technological) dominance of mass me-
dia, given that they form the commercialized, institutionalized, hegemonialized,
and restricted antipodes of those movements supporting free, independent net-
work structures, that is, control of the technical means and therefore the pos-
sibility of alternative application. But even if this contrast was, and still to some
extent remains, important, within this antipode we come upon a contradiction—
radio in particular, both as a technology and a media space, is experiencing an
unforeseen renaissance in the triumphant advance of wireless technologies of
recent years and hence also in the realm of strategies for building free networks
based on decentralized self-organization. It soon evolves, then, that radio (not
only recently) has assumed a whole array of (likewise contradictory) forms and
formats, not simply developing from a mass medium to a network but rather com-
prising a myriad of practices. While these practices revolve around the paradigm
of broadcasting, this would also seem to assume very different functions and
meanings in various contexts: from the classical distribution of programs to the
simple (and inexpensive, albeit physically limited) dissemination of information,
in the realm of community building, to the organization of political countermove-
ments, and, not least, as a medium in the field of artistic practices with a broad

and long tradition.

1 See http://wps.com/FidoNet/ acceleration of the human body in space,

2 Ibid. experiences become important that revolution-

3 A figure of speech that | borrow from Judith ize the technical arganization of the coliective
Butler, See Judith Butler, «(lberarbeitungen physical constitution... Film is the development
der Macht: Linda Singer und die Logik des of forms of apperception preformed in modern
Epidemischen,» in geld. beat. synthetik. machines; it is about deepening apperception,
copyshop 2. Abwerten bio/technologischer not about interpreting its meaning.» See
Annghmen, ed. Susanne Schultz, BaroBert, Norbert Bolz, «Die Schrift des Films,» in
minimal club, Edition ID-Archiv (Berlin: Diskursanalysen 1: Medien, ed. F. Kittler, M,
Rotation Vertrieb, 1996), pp.112-26, here Schneider, and 5. Weber (Opladen: Westdeut-
p. 118, scher Verlag, 1987), pp. 26-34, here p. 28.

4 «We define media as a historical a priori of the 5 Vilém Flusser, Ins Universum der technischen
organization of sensory perception ... In the Bilder (Gottingen: European Photography,
bird's eye view and with the incredible 1990}, p. 35.
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In many cases, broadcasting something implies being a cultural communi-
cator, disseminating, distributing something, enabling it to link up with other
broadcasts and accordingly to a circulation of media formats. This «broadcast,»
or rather that which is broadcast, not only has a vast number of manifestations
and contents, it also engages with manifold communicative practices and thereby
with numerous other technologically based cultural techniques. And thanks to
this eminent expansion of what radio can be, it long ago became part of a tra-
dition of artistic telecommunications projects from the nineteen-seventies and
eighties, intermeshing with forms of radio art that, in turn, considered themselves
constituent in this telecommunications art, constantly reflecting on the changes
in radio due to new communications technologies. The broadcasting format of ra-
dio and its contenls therefore exist in direct relationship to countless other media
and communications formats.

For this reason, it appears necessary to expound on problems related to the
discursification of media and media technologies—and particularly as regards
the problematization of radio as a media technology—in an extended sphere
of media practices, as the opposite poles of «radio» and «new media,» mass
media and alternative media, cannot be maintained in this form, for radio has
long since become immersed in the complex and diversified contemporary me-
dia landscape. And Tom Jennings’s above-quoted terminology, his reference to
a «very large social organism» and a «collection of social conventions encoded
in software» applies without reservation to radio. The quotation also seems to
spotlight a core aspect in the problematization of media technologies and social
paradigms, for Jennings’s diction demonstrates a concrete conception of the rela-
tionship between technology and its cultural implementation: Jennings does not
abstract technology from the social contexts of its actual use, but rather he sees
it tied to the specific semantics of everyday life, the «social conventions.» This
emphasis on the production of a social context inverts, as it were, the narrative of
media determinism. It amends the notion that describes media as a historical a
priori of the organization of sensory perception and of society as a whole.* Vilém
Flusser defined the inescapability (Unhintergehbarkeit) of media with the aid
of the new technical image: «We live in an imagined world of technical images,
and we increasingly experience, recognize, assess, and act as a function of these
images.»® In terms of literature, Bernhard Dotzler describes the situation thus:

«Since Turing, all that remains for literature is to recapitulate as far as its former

Reinnhard Braun
Radio Amidst Technological ideologies
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control center functions are concerned.»® And Jens Schreiber, finally, speaks
of a reality reduced to code operations, wired to provide logical functionality.”
So technical media are thought to have put an end to the bad infinity of real-
ity, putting social processes in a calculable—and thus controllable—framework.
Within this framework, the social is divested of its sociocultural dimension: not
the sometimes unsystematic, subjective narratives and drafts for action are rel-
evant, but rather code operations and logical functionalities. Connected to many
different channels and surfaces, the social individual then processes a program
preset by technology. Technology becomes a culturally independent and culture-
forming element in everyday patterns of action, with people handling technical
apparatuses or operating in technically generated environments in a more or less
capable manner. Hence Marshall McLuhan’s prediction of man as machine’s ser-
vomechanism would seem to have come true.®

According to this understanding, media would have always been implemented
in society a priori (through research, industry, the market), not merely never fully
under the control of this society or its cultural parameters but indeed independent
of them, as permanent, autonomous machinic zones, as it were, as an unattainable
framework, or «enframing» (Gestell), to borrow one of Heidegger’s concepts.” We
then, as recipients, operators, and users, can only relate to them, refer to them,
in a step of translation, mediatization, (temporary) appropriation, in a mode of re-

presentation. Accordingly, artistic projects would also simply illustrate aspects of

6 Bernhard Dotzler, «Nachrichten aus der frihe- 9 See Hartmut Bohme, Fetischismus und Kultur:
ren Welt — und Zukunft: Zur Programmierung Eine andere Theorie der Moderne (Frankfurt
der Literatur mit und nach Babbage,» in am Main: Rowohlt, 2008}, pp. 64ff.

Computer als Medium, ed. Norbert Bolz, 10 Schultz 1996 (see note 3).
Friedrich Kittler, and Christoph Tholen 11 Friedrich Kittler, Grommophon, Film, Typewriter
(Munich: Fink, 1894), pp. 39-68, here p.57. {Berlin: Brinkmann U. Bose, 1986}, preface.

7 Jens Schreiber, «Stop Making Sense,» in Boiz 12 Karl H. Hornig, «Kulturelle Kollisionen: Die
1994 (see note 6), pp.91-110, here p. 101. Soziologie vor neuen Aufgaben,» in Widerspen-

8 «By continuously embracing techrologies, we stige Kulturen. Cultural Studies als Heraus-
relate ourselves to them as servomechanisms,» forderung, ed. Rainer Winter Hornig (Frankfurt
Marshall McLuhan, Die magischen Kandle am Main: Suhrkamp, 1999}, pp. 84-115, here
Understanding Media (Dresden and Basel: p.107.

Verlag der Kunst, 1994), p. 81. This rhetoric is 13 The most well-known are without doubt Die
also found in Vilém Flusser: «In this way, the Welt in 24 Stunden (1982), see Dr. Horst
original <man/apparatus: relationship is Stadlmayr, ed., Ars Electronica im Rahmen des
inverted and functions as a function of the Internationalen Brucknerfestes Linz: Festival
apparatus.» See Flusser 1890 (see note 5), fir Kunst, Technologie und Gesellschaft (Linz,
p. 64, 1982), pp.145-56, and Horizontal Radio

(1995), Linzer Veranstaltungsgesellschaft
mbH; see also www.kunstradic.at/HORRAD/
horrad.htmi.
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the functionality of technology, their consequences for the «revolutionization of
the collective physical condition»'® or their virtually incredible possibilities for
digitally transforming everything into anything. However, in this case, cultural
and artistic practices would by no means be in a position to involve technology
in a system of actions that could change technology itself and, on that basis,
develop a new concept of a sociotechnical culture. If what remains of people is
what media can store and communicate, as Friedrich Kittler writes, then all that
remains for these people is to negotiate effects of technology and media by way
of representation, without approximating their materiality, since what counts are
not the messages or content but rather only their circuits."!

The idea that the military-industrial complex is constantly throwing new tech-
nical components at something we call the market, thereby coercing society and
culture to adapt these components, to somehow implement them in everyday cul-
tural interaction, creates a hierarchical concept of this society, with a formation
of science/research/technology—not conceived as culturally determined—at the
vertex of a triangle that is not even isosceles, at the base of which lies a dif-
fuse set of social and cultural (including artistic) processes that are all somehow
linked to or increasingly influenced by technology.

Only technology itself remains constant here. I would like to counter this
concept with the idea that media, technology, and the societal form a common
dispositive, share common terrain, that is not only interrelated in discourses
but rather displays its efficacy precisely in that the various positions within the
dispositive are assigned functions, each having an effect on the other positions.
In this triad, no element remains stable but rather is constantly being modified
by the other elements. «For the more thoroughly technical things circulate in a
society, the more people (have to) involve themselves with them, the less any
kind of deterministic opinion is appropriate, the less <technology> appears as
a prefabricated substance, as a solidified ensemble of assumptions, strategies,
and materials, as a lasting <rule>—and the more people do something with it,
entrenching it in their social life by means of their practices of production and
use.»'? A project such as Wiencouver, which I will discuss in the following, is
exemplary of many other projects'® that by means of their usage practices involve
components of media and technology in processes that reformulate technology as
a prefabricated substance, consequently redefining the ideological paradigm of

technology.

Reinhard Braun
Radio Amidst Technological ldeologies
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The «fabrication» in question is a production, a poiesis ... but a hidden
one, since it is concealed in the areas defined and occupied by systems of
(televisual, urban, commercial, ete.) «production» ... The counterpart to a
rationalized, expansionist, but also centralized, clamorous, and spectacu-
lar production is another production, termed «consumption»: the latter is
devious and dispersed, but it insinuates itself everywhere, silently and
almost invisibly, for it does not manifest itself through its own products,
but rather in its approach to using the products imposed by a dominant

economic order.'*

It should be all the more appropriate to put forward what Michel de Certeau
calls for here as a form of production—of a different approach to dealing with
products in the field of consumption—with regard to those practices that may be
viewed as active appropriation, redefinition, adaptation, and modification of tele-
media systems, thus as equally dispersed but sometimes also equally spectacular
and clamorous practices of media art projects (likewise distinguishable, in most
cases, for not creating their own products bul rather constituting ways of handling
products). «For to the same extent that we must refute the notion of <technology>
embodying a transhistorical and transcultural nature, so too must we refute the
notion that «society,> <history,> <culture,> and nature> may be perceived detached
from their mediation by technology.»'s It is not, therefore, a matter of rescuing
the subject, society, and culture from the clutches of technology—it is a matter
of their mutual mediation, of comprehending «technology/science as a «social
artefact,> i.e. as an instrument for managing unstable constructions, contingent
laws, historically altered interpretations, and political definitions.»'®

In 1979, Hank Bull was invited to Vienna to participate in the Audio Scene *79
project which focused on sound as a medium of visual art. During his partici-
pation, he developed the idea of an imaginary city, conceived to span between

Vienna (Wien) and Vancouver, and finally named this «city» Wiencouver. Wiencouver

14 Michel de Certeau, Kunst des Handelns 15 Sabeth Buchmann, «Kritik der Medientheorie, »
(Berlin: Merve, 1988), p.13; English title: in Im Zentrum der Peripherie: Kunstvermittiung
The Practice of Everyday Life. und Vermittiungskunst in den 90er Johren, ed.

Marius Babias (Dresden and Basel: Verlag der
Kunst, 1995), pp. 79-103, here p. 81.
16 Ibid., p.97.
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represents Hank Bull’s conception of radio as a sculpture as well as an aesthet-
ic of social action and international communication between artists. The focus,
then, is on the construction of a media structure as platform for an altogether so-
cioculturally perceived communications space—a space simultaneously defined
in terms of sculpture and aesthetics, that is, initially conceptualized from the
realm of art prior to an emergence as the scene of a media-based project. The
sculptural dimension of this space appears as an interrelation of spaces, artistic
material, activities, and collaborative situations but also of ideas and hypotheses,
of temporary assumptions, texts, sounds, transmitted images, of correspondence
and information. This space differs from the space drafted by developers in the
early timesharing networks (accessible also to artists at the end of the nineteen-
seventies) or from the radio space discussed and criticized since the nineteen-
twenties in terms of its mass-media limitations. The space created in Wiencouver
incorporates the modalities both of the employed technology and of the interper-
sonal collaboration. From such a perspective, the medium as artifact and form of
practice only assumes its function when linked to sociocultural processes. This
fosters those hybrid, amorphous, but also symmetrical media spaces of varied
representations, of limited range, of variable meanings, of a liquid aesthetic;

Hank Bull, Wiencouver [, installation, Audio
Scene '79, Modern Art Galerie (Grita Insam),
Vienna, Austria, 1979.

Reinhard Braun
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spaces in which ideas of cultural practices such as action, cooperation, experi-
ence, communication, distribution, and so forth, are each specifically negotiated,
with the role of technology being redefined respectively; spaces in which some-
thing like shared social time is created by way of temporary and hypothetical
agreements, in a word, a scope of agency involving collaborating individuals,
where above all culturally relevant parameters are up for discussion and are
negotiated beyond hegemonic (media) concepts; and a space in which questions
regarding the function and dispositive of the applied media forms and systems
are ultimately negotiated and not merely appropriated.

The expanding, elusive, and temporary gestalt of this imaginary city amidst
increasingly extensive networks has survived—with interruptions—to this day.
In January 2007, Kunstradio broadcast the Wiencouver 1906 project, «a radio-
phonic meeting above the waves of the Atlantic, somewhere between Vienna and
Vancouver. A transcontinental broadcast dedicated to the sounds which emanated
before the emergence of wireless communication.»'? Wiencouver has thus evolved
since its beginnings into a complex media space, simultaneously discovered and
constructed, transcending the (media) spaces of the individual projects and also
incorporating a social network of individuals and institutions (since 1999 pri-
marily Kunstradio in Vienna and the Western Front Society in Vancouver)—a
space «that is determined by social rules and norms of partial societies, partial
public spheres, and institutions ... The artists occupy this space or partial as-
pects of this space—often only for a very short time—putting different contents
and forms into this space, moving forms from one part into another, reproducing
spaces in each other in real time ...»'® Hence, the city metaphor manifests itself
as an attempt and also an opportunity to formulate the space of such projects
as having always been «civilized,» that is, culturally influenced, as well as to
understand the interactional relationships as a form of «civitas,» meaning as a
politicized community of social individuals. In this sense, it cannot be said that
the concept of the city constitutes an inadequate metaphor for a media phenom-
enon either; rather, this metaphor attempts to describe the media phenomenon as

a social context.

17 See http://www. kunstradio.at/2007A/14_01 19 David Morley, «Wo das Globale auf das Lokale
_07.html. trifft: Zur Politik des Alltags,» in Hornig 1999
18 Eduarde Kac, «Aspekte einer Asthetik der (see note 12), pp. 442~75, here p. 467.
Telekommunikation,» in FZEROD - The Art of 20 John Fiske, «Wie ein Publikum entsteht,»
Being Everywhere, ed. Steirische Kulturinitia- in Hornig 1999 (see note 12), pp. 238-63,
tive (Graz: Leykam, 1993), pp. 24-92, here here p. 251.
p.70.
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What ensues is a new space, a media-determined scope of agency, not founded
on a breach between subject/society and technology but rather construing the
conflicts, the fragmentation, questions of presence and localization, questions of
the construction of meanings on the basis of dividing lines running transversely
to technology and culture, transecting both fields in equal measure. These divi-
sions also pervade radio space, no longer perceived as being controlled from a
center but instead merging into a space constructed in different media, a space
that appears and disappears, both unifying and fragmenting experiences be-
yond localities. This results, in a sense, in a «diasporic ceremony»'? of scat-
tered but interrelated practices, contributions, translations, and transformations.
John Fiske describes this way of life as the «creation of connections beyond the
scope of experiential spaces»;*® without intending to romanticize a project such
as Wiencouver, the evolving conception of the project components over a time
period of nearly three decades has repeatedly revealed this interest in (diverse
geographical and cultural) experiential spaces interrelated in varied ways (by
fax, Slow Scan TV, telephone, radio, etc.). Yet the technological basis of these in-
terrelated experiential spaces must not be confused with the spaces themselves.

Consequently, in these experiential spaces, technology and media no longer ap-

PHONE LINE TV
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Diagram for slow-scan
TV setup, 1979,
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pear as those products of a prevailing economic order but alternatively as inter-
preted, articulated, and transformed agents in a terrain of cultural production
that regards social, technological, and scientific determinations as the «result
of mutual relationalizations between elements, ... that only take shape by means
of these relationalization processes.»*!

«Never is an arrangement combination technological, indeed it is always the
contrary. The tools always presuppose a machine, and the machine is always
social before it is technical. There is always a social machine which selects or
assigns the technical elements. A tool, an instrument, remains marginal or little
used for as long as the social machine or the collective arrangement-combination
capable of taking it into its phylum does not exist.»*? The term «phylum» is bor-
rowed from botany and bacteriology and may be regarded as deécribing the prin-
ciple of a division (Stamm) in the sense of a non-hierarchical, heterogeneous, and
rhizomatic group of elements.?® Following this conception, | understand cultural
processes as heterogeneous mechanisms that rearrange and constantly redistrib-
ute the elements of these phyla, perpetually creating new associations within
these elements/components, without referring to any fixed, stable starting point,
an all-determining root or beginning: neither technology nor the subject can oc-
cupy this place.?® The new connections thus do not coincide with the circuits of
media applications or systems, nor do they constitute an unalterable «materiality
of communication.»®® «This is indeed what Deleuze and Guattari had in mind

when coining the term «machinic,> the existence of processes that act on an ini-

21 Ingo Schulz-Schaeffer, Akteur-Netzwerk- 26 Manuel De Landa, The Machinic Phylum,
Theorie: Zur Koevolution von Gesellschaft, http://www.voorthuis.net/texts/Manuel
Natur und Technik, http://www2 tu-berlin _Delanda_The_Machinic_Phylum.doc.
.de/~soziologie/Crew/schulz-schaeffer/pdf/ 27 Hans Ulrich Reck, «Konnektivitat und Karto-
AkteurNetzwerkTheorie.pdf, p. 207. graphie. Uber: kinstlerische Praxis, Arbeit,
22  Quoted after Jean-Louis Comolli, «Machines of Subjektivitat, Handeln,» in Offene Handlungs-
the Visible,» in Electronic Culture: Technology felder, ed. Peter Weibel (Cologne: DuMont,
And Visual Representation, ed. Timothy 1999), pp. 184202, here p.196. Hans Ulrich
Druckrey (New York: Aperture, 1996), pp. 108- Reck also drafts art as a social agency, as a
117, here p. 109, «constant opening up of scopes of agency»:
23 Not the tree trunk (Baumstamm) as the «In terms of art, methods of transitoriness are
starting point of all branches but rather the of prime importance—albeit by no means
bacterial strain (Bakterienstamm) that knows exclusively —in that they are not geared to
nothing but branching. utilizing system conditions, but rather to
24 See Buchmann in Babias 1995 (see note 15). invention and intervention, i.e. in that they
25 As the title of one book puts it, see Hans draft and test their own type of action
Ulrich Gumbrecht and Ludwig Pfeiffer, eds., that...is neither normative nor instrumental.»
Materialitat der Kommunikation (Frankfurt Ibid., p.194.
am Main: Suhrkamp, 1988). 28 Schultz 1996 (see note 3).
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tial set of merely coexisting, heterogeneous elements, and cause them to come to-
gether and consolidate into a novel entity. As they say, <what we term machinic is
precisely this synthesis of heterogeneities as such.>»2* Within the context of such
projects as Horizontal Radio, Rivers and Bridges, Sound Drifting, and others,
this «novel entity» appears to entail a temporary coexistence of heterogeneous
elements: public sphere, data networks, software, text, performative actions, ar-
chives and databases, interactive production, and so on, that is, an «ensemble»
of subjects and machines—related to each other in various practices—forms a
phylum, an intermeshed scope of agency, with actors who project all elements of
this «ensemble» onto each other, changing their (temporary) meaning «without
being able to occupy or even just refer to any fixed space.»*’

Against this backdrop of an alternate conceptualization of technocultural
processes, numerous theoretical studies have opposed the aforementioned «dis-
ciplinarian production of cultural reality»*® by means of theories that, ensuing
from modernism, still advocate a utopia of rationalization and control of society:
according to them, modernism appears as a scopic regime (a concept tracing
back to Christian Metz) of a panoramatic gaze that sees all, or as an electro-

magnetic regime (including radio) that causes the social individuals to oscillate
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communally and collectively, putting them on the same frequency and combining
a structuring of time with a structuring of space. The ideology of the medium in
the sense of modernism, which «along with its vividness, resonance, and depth
also [loses] the ability to organize and lend meaning to people’s lives,»* hence
consisted/consists in the ability to control the social and the societal (the produc-
tion of depth and resonance) as the ability to control space and time. The medium
of modernism installs itself as a structural order of societal terrain.

Under current conditions, the participation in media (and hence in the mass
medium of radio) is characterized by a comparably private and temporally dis-
placed mode of a self-duplicating media consumption, creating participation in
a space conceived as public under totally different conditions. This postmodern
mode does not connect the addressees (consumers?) to a medium but rather al-
ready assumes general media accessibility and availability of events and pro-
cesses—an accessibility, however, from which every consumer/participant group
is increasingly extracting its own version of the published events. This puts the
generalizing performance of mass media under pressure, as the general horizon
of a social present—general technical control of natural and societal process-
es—tends to disintegrate into a myriad of divergent events and present horizons
that can no longer be synchronized by these media within a coherent, tendentially
controllable space, as was characteristic of the modernist function of mass me-
dia. The homogeneous—or at least homogeneously conceived—territory of mass
media is disintegrating into numerous sub-territories and has, so to speak, dis-
persed along a host of different media channels.

Radio too is not only disintegrating into numerous disjointed and asynchro-
nous territories—it also evolves that radio as a modernist mass medium has
above all been a political project that is proving less and less suitable for con-
trolling and synchronizing the «masses» in the course of postmodern neoliberal-
ism. The transition to post-mass-media mechanisms of processing, control, and

regulation (flat hierarchies, distributed production and mediation instances, etc.)

29 lan Chambers, «Stadte ohne Stadtplan,» 31 David Morley (see note 18} in Hornig 1999
in Hirnig 1999 (see note 12), pp. 514-42, {see note 12), p. 458.
here p. 527,

30 A term coined by Marshall McLuhan in 1962
in his book The Gutenberg Galaxy; see Martin
Balts et al., eds., Medien verstehen: Der
Mcluhan-Reader (Mannheim: Bollmann, 1997),
pp. 841f.
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must therefore be principally interpreted as a strategic reaction to the loss of the
media-based coupling of society, as a political (if not to say, ideological) proj-
ect aiming to not lose control completely. And once again, technologies are the
linchpin in this effort to retain control and to put society as a «global village»*®
back into an order that, as the village metaphor suggests, sels a common experi-
ential horizon, conceived not as an agglomeration, as a phylum of heterogeneous
elements, but rather as an almost primal common horizon of a cultural identity

owing its foundation and stabilization to technology.

Yet in the sphere of media art practices—especially in those set at the in-
terface between communications technologies and radio, thus intermeshing,
redefining, and reciprocally superimposing divergent media dispositives—it
becomes increasingly clear, in my opinion, how such conceptions of the relation-
ship between medium and reality, between medium and society, are drifting away
from an essentialization of technology. They are departing from a figure such as
«placelessness,» as romantic as it is ideological, having brought into play the
question of the modes of power, «[creating a] strongly standardized televisual
language that tends to devaluate and edge out all others.»*' As a result, the

space of radio is likewise divested of its (modern) abstractions and becomes in-

The Haters

(GX Jupitter-Larsen
and Dermot Foley),
Wiencouver IV,
performance for slow-
scan TV and sound
transmission to Vienna,
The Western Front,
Vancouver, Canada,
1983.
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creasingly articulated as a specific way of creating translocal experiential spaces
characterized not by conflation and standardization but by «heterogenesis»® and
diversification. And to engender these heterogeneous and diversified spaces of
experience and action, the programs are not «read» from the technical objects,
media, surfaces, environments, or systems, in view of which the cultural context
would be of secondary importance. Media art practices go against the figure of
re-presentation, against forms of being re-presented, against the unattainability
of discourses, against the unattainability of systems. They instead appear as proj-
ects, making visible processes «that define an experience in which the subject
and object form and transform one via the other, and one in the function of the

other.»33

32 Andreas Broeckmann, eMediendkologie und
Asthetik der Heterogenese,» in Netzkritik:
Materialien zur Internet-Debatte, ed. Nettime
{Berlin: Edition 10-Archiv, 1997), pp. 186-200,
here p. 194,

33 Giorgio Agamben, Profanierungen (Frankfurt
am Main: Suhrkamp, 2005), p. 60.
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RadioZeit
A Project by Richard Kriesche

RadioZeit (RadioTime) was performed in October 1988 as part of the interna-
tional radio art symposium With the Eyes Shut-Bilder im Kopf: Ein Symposium
zur Theorie und Praxis der Radiokunst at the Styrian Autumn Festival in Graz,
Austria.?

For his performance, Richard Kriesche invited the participants of the sympo-
sium into his—darkened —studio in Graz, which was equipped with a parabol an-
tenna outside its window catching the signals from a weather satellite as well
as with a beamer projecting live images from the satellite onto the wall opposite
the audience. Also connected to the antenna was a digital sampling keyboard
containing Mozart’s Kleine Nachtmusik («A Little Night Music»). Richard Krie-
sche himself sat, confronting the audience, beside the projection at a table,
and in the light of a small lamp he read a text called «RadioZeit.» To the frustra-

Richard Kriesche, RodioZeit, weather satellite
antenna, Graz, Austria, 1989.
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tion of the audience, the voice of the reading artist was drowned in the noise of
the satellite signals and the fragments of the Kleine Nachtmusik occasionally
triggered by thé data from the satellite. The performance became a perfect
image for the white noise of data, the all-devouring backdrop of a digitalized
society, one of the central issues in Richard Kriesche’'s art and theoretical
thinking. For a 1989 radio version of RadioZeit, Kriesche used not only excerpts
from the text he had read in Graz but also some freely spoken statements. On
the radio, his words were intelligible. Kriesche's partners in RadioZeit were the
musician and media artist Josef Klammer as well as a ham radio expert, along
with experts from the Technical University, Graz.

In the text used in his performance and on radio, Kriesche formulated for
the first time some ideas, which reappeared in a lecture approhriately named «In
the Noise of the Signals» held in 1990 in Vienna at the radio art symposium
Geometry of Silence, which took place simultaneously at the Museum Moderner
Kunst in Vienna and at the Tiroler Landesmuseum Ferdinandeum in Innsbruck.
The two museums were temporarily connected via digital telephone lines espe-
cially installed by the Austrian Post. In 1994, Kriesche’s lecture «In the Noise of
the Signals» was published in a slightly revised version in English in Radio Re-
think: Art, Sound and Transmission by the Walter Philipps Gallery at The Banff
Centre for the Arts.

In the above-mentioned text, Kriesche refers to radio, and specifically to car
radio, in a digital (informational) age, when he writes (in 1990):

«...it was only with car radio that radio found its real definition and desig-
nation. this history of radio accompanies the section of history covering a
technological society that has been set into motion. from the stationary box to
trans.istor and ultimately car radio, from the stationary to the mobile and ulti-
mately to the dynamic object. dynamic because the <apparatus radio» becomes
so <interconnected> with the tmachine car that the dynamics of the machine and
the statics of the apparatus raise each other to a higher level of power. as the

1 The symposium was organized by Kunstradio. Subcom (0il Blo and Armin Medosch), Laszlo
Among the participants were Bruce Barber, Révés and Gabor Bora, Klaus Schéning, Janos
Bruno Beusch, Vittorio Fagone, Bill Fontana, Sugér, Helen Thorington, Ed Tomney, Nicholas
Fritz Grohs, Douglas Kahn, Georg Katzer, Zurbrugg, and Peter Weibel. For RadioZeit,
Friedrich Kittler, Richard Kriesche, Minus Delta see also http://www.kunstradio.at/19894/19
T (Mike Hentz and Karal Dudesek), Radio _1_89.html.
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moving car sets the radio in motion, the radio heats up the body that is now mo-
tionless—tied down with belts...car television is replaced by collages on the
car window. the tv screen is replaced by the wind screen. driving along, whether
along the highways or in urban rushhour traffic, corresponds increasingly to the
collage technique of the dadaists. concrete dirt on the window panes, mixed up
with fragments of landscape, melt together to become an inseparable unity.
video clip technology with its extremely short cuts and sounds continues the
trip at highest speeds in the mental space, beyond all visible speeds and laws
of perception. the special significance of car radio lies in its unique fusion of
the industrial and the informational communication levels...it thus becomes
clear that the mobile subject, once set into motion, dissolves increasingly into a
noise of the signals. in the car radio, the data of the channels blur with the
sound of the motor and the temporal collages of the car windshield to become a
synaesthetic perception of the world. the faster the movement, the more this
background emerges. the higher the speed, the harder it gets to filter «station-
ary data> from the data background, that is to follow the program, pick out in-
formation. the multidimensional data background becomes the actual program.
in it, the speed of the moving body is proportional to the noise of the signals,
until at last it melts inaudibly into the background releasing only one piece of
information, that of the background...in the space age this noise does not sug-
gest distance between the scene of the action and the receiver, as it did at the
beginning of the radio age, but rather a compressed speed for the subject that
remains in immobility (rigor mortis!).

RADIOMAN

the electric man no longer listens to the radio—he himself is radio: set at the
same time on reception and transmission. as a sign of his existence he thus
leaves his marks on the data background. the drawing of marks is the basis of
his existence (on video, banking card, telephone, fax, personal computer and so
on). as if in recognition of the electric circuits in his own body, the «radioman
charges himself up with mobile electronic calculators, watches, data and dictat-
ing machines, walkmans, cellular telephones, electronic locators, laptops, note-
books. supported by batteries, he creates around himself the postmodern aura

Richard Kriesche
Radioleit
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of an omnipresence. his exterior is radiant...his interior is embedded in the
electronic community of the data background. he himself is a light spot (pixel) in
the space of surfaces, the «computer planes,» of foregrounds, backgrounds and
image planes. into them he plunges, to disappear and then emerge in another
place as someone else. as a light spot the radioman> has permanently taken on
the form of the vanishing point.»

Re-Inventing Radio
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Past and Present of Radio Art

A 1995 Perspective

Heidi Grundmann

Notably often it has been pointed out that much of what artists do today was
anticipated by the exponents of the avant-garde at the beginning of the twenti-
eth century. For radio art in its current, advanced form, Dadaist sound poetry or
Futurist art of noise remain important traditions. What turns out to be a veritable
treasure trove for deseribing what artists do and think today, however, as Douglas
Kahn has illustrated, are likewise the writings of those, for example among the
Russian artists and authors, who took radio as a metaphor for something thal, at
that time, implied a (better) future: a metaphor of the new technological develop-
ment, at the time still regarded as progress, that would go hand in hand with a
new society and thereby with a new art.

It was in this sense that Majakowski wrote about radio—incidentally also
demanding radio for poets—just as Vertov imagined his «Radio-Eye» as a «most
powerful instrument in the hands of the proletariat, as an opportunity for the
workers of the world to hear, see and understand one another in an organized
fashion,» or that Khlebnikov envisaged radio as strengthening the muscle power
of harvesters. In his story «The Moon King,» Apollinaire positions King Louis 11
at a piano-like instrument in a mountain, listening in on the soundscapes of dis-

tant world regions by striking different keys. And, of course, Marinetti can also

This essay was written in April and May of 1995 —originally entitled sinterplays—
and presented at the Alte Schmiede, Vienna, as an introduction to the then forthcoming
Horizontal Radio project.
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always be aptly quoted in this context, with his and Masnata’s manifesto «La Ra-
dia,» in which the two demand a «new art that begins where theater cinema and
narrative end,» an «art without time or space, without yesterday or tomorrow.»"
Everything has turned out differently than imagined by the political and ar-
tistic avant-garde. But they were right about one thing: technology has changed
society and with it, art. Along with—and as a consequence of—what we today
term «new technologies,» a different art is emerging than the one having accom-
panied industrialization to its horrible climaxes and its demise—Dbe it in opposi-

tion to or as part thereof.

Drama of Distances:* 11 sec. of a military march performed in Rome—
11sec. of a tango performed in Santos—11sec. of religi(;us Japanese
music played in Tokyo—11 sec. of a lively country-dance performed in
the village of Varese—11 sec. of a boxing match in New York—11 sec. of

street noise in Milan—11 sec. of a Neapolitan romance sung at the Hotel

Copacabana in Rio de Janeiro.?

See Douglas Kahn in Wireless Imagination:
Sound, Radio, and the Avant-Garde, ed.
Douglas Kahn and Gregory Whitehead
(Cambridge, MA: MIT Press, 1992). This book
also contains the manifesto «La Rodia» by

F. T. Marinetti and Pino Massnata in English.
From the 5 Sintesi dal Teatro Radiofonico by
F. T. Marinetti.

From «Manifesti e scritti vari: La Radia,»
quoted after F. T. Marinetti, Teorio e
Invenzione Futuristo, ed. Ludiano De Maria,
preface by Aldo Palazzeschi (Milan: Arnoldo
Mondadori Editore, 1968). Original Italian:
«Dramma di Distanze: 11 sec di una marcia
militare a Roma—11 sec di un tango danzato
a Santos—11 sec di musica giapponese
religiosa suonata a Tokio—11 sec di ballo
campestre vivace nella campagna die Varesa—
11 sec di un incontro di pugelato a New York—
11 sec di rumorismo stradale in Milano—11
sec di romanza napoletana cantata nell
albergo Copacabana di Rio de Janeiro.» See
also Heidi Grundmann, «Radiokunst,» in «Im
Netz der Systeme,» Kunstforum International
103 (September/October 1989); http://www
.aec.at (Ars Electronica Festival archive).

See Kahn 1992 (see note 1) and aiso Douglas
Kahn, «Radio Space,» in Radio Rethink: Art,
Sound and Transmission, ed. Daina Augaitis
and Dan Lander (Banff: Banff Centre Press,
1994).

Wolfgang Hagen, «Uber das Radio (hinaus)»
(beyONd RADIQ), in TRANSIT # 2 - Materia-
lien zu einer Kunst im elektronischen Roum
(Vienna: Triton, 1993); published in both
German and English. «It is conceivable and
intended in DAB that you do not choose a
station but rather press a desired category
button—easy listening, radio drama, news or
sports, and then the receiver will search for
the desired category among the 6 or 12 or 24
stations and tune it in, consider follow-ups
and automatically relay important messages.
In other words digital radio is an intelligent
listening guidance system as well as a refined
traffic guidance system. Therefore, it is
being massively financed by the industry.»
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Marinetti’s Drama of Distances and his other Sintesi (syntheses) of radiophonic
theater are scores for short radio plays (that he never realized himself). They not
only anticipate various, now mature genres of radio art (the soundscape, the radio
sculpture, the live event) but rather also—like the manifesto and many other
avant-garde texts before—already imply «La Radia»: globally spanning and en-
veloping, as an «immensification of space. No longer visible and frameable, the
stage becomes universal and cosmic,» «La Radia» as a «pure organism of radio
sensations,» as a «synthesis of infinite simultaneous actions.»*

Today the globe is encircled by satellites, riddled with all manner of cables,
spanned by analog and digital transmission networks, networked by comput-
ers—and Marinetti’s Drama of Distances, the live simultaneous broadcast from
many cities around the globe, manifests itself, for instance, in the now everyday
football reports featuring a few minutes or seconds of running commentary from
games being played simultaneously in different cities.

«Media artists»—for want of a better word—belong to the community of those
who not only reflect on and analyze the vast cultural change entailed by digitiza-
tion but who also see their practice and theory as a consequence of this change.
QOutdated conceptual instruments are no longer effective but instead serve as a
kind of consensual menu bar for accessing a space of action and reflection that
remains hard to describe and position. In this situation, among other things, the
avant-garde «Radia» utopias and images become charged with a current rel-
evance, which in turn becomes amenable to a certain historical depth as well as

to a potentially disparate future.

But digital radio means: transmission is control; namely that the data
package sent, which will be processed by a new generation of intelligent
receivers, contains not only the audio data and values of the transmitted
music and speech; but also an arbitrary number of parallel controlling
signals which can allow the arbitrary separation of music from words, loud
from quiet, pop from classical, radio drama from feature, news from com-
mentary; each piece of audio information will be codifiable, and therefore
the receivers of such radio transmissions are in fact small programmable
computers. Whereby the end of radio is heralded, the end of the one way

transmission of a source from a transmiltter to a receiver.®

Heidi Grundmann
Past and Present of Radic Art
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Radio is no longer primarily an auditory medium. Rather, the educational goal
of a refinement of the listener’s sense of hearing—as postulated for many years
by radio play, feature, and music departments in public service broadcasting—
is also transferred into the marketable distribution mode of audio-on-demand,
including saleable off-air products such as all manner of CDs (and an aftermarket
of gimmicks). The audio signals that are actually transmitted reveal themselves
as camouflage for all kinds of data: for traffic control and surveillance systems,
for information that can also be requested as hard copy, for advertising the sale
of audio-on-demand, et cetera—as material that may be arbitrarily mixed via
telephone, Internet, and/or MIDI data, and so forth.

This development, having lately attracted much attention with the buzzword
«data highway,» forms the backdrop—and has done so for over fifteen years®—
for the work of those artists who also incorporate the radio medium into their
examination of the new technologies.

In fact, some media artists in Austria also focused—at a comparatively early
stage (for Europe) but above all relatively continuously—on interventions into
the mass media of television and radio, including in productions created by ORF
(Austrian National Radio and Television) itself. These productions were not usu-
ally broadcast in the music or literature sections but alternately in youth pro-
grams, in programs exploring an extended concept of culture, and in programs on
current visual arts.

In retrospect, it seems symptomatic that in 1979 a live show from the radio
series Kunst heute (Art Today), broadeast by ORF Radio, represented one of the
many networked sites of Interplay, the first telecommunications project to also
involve European artists: in Studio AR5 at the Broadcasting House in Vienna,
production headquarters of the Osterreich 1 program, there was a portable termi-
nal with a modem. The printer was rattling away, heaping up continuous thermal
paper higher and higher in soft folds on the table and floor of the small studio.
Gottfried Bach, head of I.P. Sharp’s Vienna office, a Canadian time-sharing com-

6 From a 1995 perspective. 8 Kunstradio-Radiokunst, every Thursday,

7 This name was inspired by Kunstfunk, 10:15 p.m, to 11:00 p.m. on Osterreich 1.
a telecommunications project for slow-scan Of course, Kunstradio also pursues and
TV and amateur radio, Vienna Secession, produces other radio art trends in addition
June 13-17, 1984, http://alien.mur.at/rax/ to those described in this essay. Occasion-
KUNSTFUNK/Iindex.html. ally, Kunstradio initiates and (co-Jorganizes

symposia and events and has published
a CD edition as well as a T-shirt edition
designed by artists.
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pany that provided free computer time for this event, was typing in messages and
could hardly keep up with reading out the answers of the artists participating from
Vienna, Vancouver, Sydney, Chicago, Hawaii, and so on. And no one was aware
that right there, for the first time in Austria and Europe, an art project, similar to
the electronic networks so successful today, was opening up into the space of the
mass medium radio, and that, in an event defined by artists as an artistic project,
an image was being created for what today in 1995—sixteen years later—en-
gages the general public as the future of mass media and of the home computer.

It was above all the concept of art developed in telecommunications projects
by artists from diverse backgrounds that paved the way for transforming the ORF
show Kunst heute—renamed Kunstradio (Art Radio)” in the nineteen-eighties,
while still reporting on international contemporary visual arts—into the Kunstra-
dio—Radiokunst (Art Radio—Radio Art) show in 1987: transposing from a jour-
nalistic series dedicated to international contemporary visual arts—having also
occasionally broadcast works created by visual artists for the radio medium—to
an on-air gallery and agency for radio art.? Kunstradio in its present form also
acts as an organizer of projects that are not content with remaining in the pro-
tected gallery space of the weekly program bul instead aim to break out into the
context of everyday radio, television, and/or other public and institutionalized
spaces (museums, «urban» space, newspapers, data spaces), taking on the char-
acter of a live event in front of a physically present audience, or involving the
radio audience in the program, be it by phone or via the Internet. Since April
1995, Kunstradio has gained, in addition to its accustomed slot on the ORF radio
program Osterreich 1, an additional platform for the announcement, preparation,
realization, and archivization of media-specific art, and for the distribution of
theory and information: Kunstradio On Line on the World Wide Web.

The ideas, concepts, and perceptions acquired by some of the media arlists
through their long-standing dealings with computer networks correspondingly
manifest in their work with the radio medium, the more so because they view
radio precisely as one of many media in a large, truly world-spanning media sys-
tem. Radio offers the opportunity for finding expressive images for some of these
ideas that are changing fundamentally—compared with traditional concepts of
art, work, author, audience, originality, et cetera—as a result of current practice.
Hence, the flow of the radio program, now relegated as a background medium,

may be compared, for example, with the flow of data enveloping our earth, which
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can be entered and exited at will at varying times and in manifold places: «The
Finished Work of Art is a Thing of the Past,» as Tom Sherman recently titled one
of his performative texts.?

One way that radio artists are accounting for this is by adapting their works
not to the length of a radio program but rather, for instance, to that of a carrier
medium such as the cassette tape, declaring that a program can start or end at
any point on the cassette. Radio artists react to the different national legal situa-
tions, but also to the digitalization transforming everything into material that can
be transferred into any media and context: for example, by sending their works
on cassette—with the added comment «Copying and Broadcasting Welcome»
or even «No Copyright»—out into the world of cassette networks, independent,
autonomous, or pirate radios and occasionally also into the world of public ser-
vice media with their strict copyright regulations.

Some of the international telecommunications projects with slow-scan TV,
videophone, fax, and computer networks initiated in Austria in the nineteen-
eighties also involved artists, writers, and musicians from Eastern Europe, who
at that time did not have access to any forms of such «new media» and therefore
were compelled to develop their contributions as «telephone music.» Today (that
is, 1995), these projects are regarded as precursors of the oft-invoked «interac-
tive television»: with the aid of sound, music, speech, text, and, if possible,
images, they attempted for a given period of time to lift a space—defined by the
media-based interconnection of all participants (such as, for example, in Van-
couver, Vienna, Warsaw, Budapest, Berlin)—out of time as a sculptural space.
The variously structured events at the different locations respectively influenced
the events at the other locations and were, in turn, influenced by the input of
the participants/users physically present elsewhere. The prevalent present-day
keyword: tele-presence. Here, it was not so much the individual contribution,

occasionally stemming from non-artists, but instead the collective gestalt of such

9 The text has meanwhile been published in 10 Douglas Kahn has on several occasions
Tom Sherman, Before ond After the I-Bomb: peinted out that «since the mid-1950s, on the
An Artist in the Information Environment, ed. neels of over two decades of radio and film
Peggy Gale (Banff: Banff Centre Press, 2002). sound and at the front of television, highly

codified sounds could be apprehended at a
qualitatively accelerated pace; this pace, when
compared to earlier quotational practices
within music, exists now at the atomistic site
of the material itself.» Quoted from «Radio
Space,» lecture at the Radio Rethink sym-
posium, Banff, Alberta, 1992,
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events (some of which lasted several weeks), no longer in all ramifications re-
producible or repeatable, that was considered an «artwork,» that is, a sculpture,
a collective composition or narrative.

Those artists who contribute only volatile fragments to such collective works
are no longer addressing recipients, who are sure of their identity and immersing
themselves with admiration into a sublime work, but rather are addressing frag-
mented persons, who are—even in their (much-bemoaned) passivity—plurally
active and accessible al many levels, their attention drifting, briefly docking
here and there, being able with increasing alacrity to develop meanings and
associations from the smallest particles of sound, image, and text encoded by
the mass media.'® In genuine network projects, recipients and authors coincide.
Someone, however, must also define for such projects the point of departure, the
context, and a minimal conceptual formulation within which the participants/
users operate. In an online opera in 1992-93, for example, FidoNet users were
able to retrieve and process MIDI files from the connected ZEROnet, developed
for art projects and communication between artists, and feed them back into
the network in a situation defined by Seppo Griindler. A preceding project from
1987 was RAZIONALNIK, initiated by Seppo Griindler and Josef Klammer: a live

——— e DRATALER.  MIEAFLSE
e, AMALSES  SiGMAL

Seppo Grandler and Josef Klammer, Rozionalnik,
diagram of the network structure, 1987.
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concert held by phone simultaneously in Budapest, Ljubljana, and Graz, perhaps
the first functional online MIDI concert between participants from different cit-
ies. None of the participants could perceive the overall concert as such, and the
participants did not even have the usual control over events at their «<own» loca-
tion, as these could be influenced by the respective other locations; the «work»
could only lodge itself in the memories of the participants (musicians, audience)
in fragments.

Together with, for instance, Stmulplay—a project by Australian Ross Bolleter
commenced in 1989,'" at the time of writing in 1995 having consisted of three
parts in which musicians at various places in Europe and Australia improvised
live, on an equal basis, via high quality telephone lines in a loose structure
set by Bolleter—or the projects from the symposium The Cedmelry of Silence
(Die Geometrie des Schweigens, 1991)—where the Museum of Modern Art in
Vienna and the Tyrolean Provincial Museum Ferdinandeum in Innsbruck were
connected with each other via stereo, acoustic, daia, and image lines for a wide
range of simultaneous events—RAZIONALNIK proved to be a crucial starting
point for the development of a specific form of telematic simultaneous radio
events, carried out and refined in various manifestations since the summer of
1992 with the participation of Kunstradio and, frequently, the Tyrolean media art
association TRANSIT. To begin with, the Puente Telefonico project was held live
and simultaneously in Seville at the Expo 92 outside the Austrian pavi-lion
as well as in a radio studio in Vienna and on Kunstradio: an interactive sound
sculpture consisting of twenty-seven sound rods (2.5 to 6 meters high) that did
not generate sound themselves but rather, once set in motion by the audience,
were transmitted to a computer during this telematic radio event. This data was
then used to steer, control, and produce sounds. For Puente Telefonico, the in-

teractive sound sculpture in Seville was used by musicians Seppo Griindler and

11 To begin with, Simulplay took place live at the 12 Description of the Puente Telefonico project
Brucknerhaus Linz as well as on the (first) by Gerfried Stocker and Horst Hortner, Graz,
Long Night of Radio Art on Osterreich 1, ORF's 1992.

culture channel, as a coproduction with The
Listening Room, ABC (Australian Broadcasting
Corporation) and as part of a focus program
of the Ars Electronica Festival 1989 dedicated
to radio art and curated by Kunstradio. The
two protagonists of Simu/play were Jim Denley
(Linz, Austria) and Ross Bolleter (Perth,
Australia). See alsc «Im Netz der Systeme,»
Kunstforum International 103 (September/
October 1989); http://www.aec.at (Ars
Electronica Festival archive).
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Josef Klammer—with a phone line controlling sound events at the radio studio
in Vienna, whence Gerfried Stocker sent control signals back to the computer in
Seville. In their project description for the telematic live radio event, the artists

wrote:!'?

The acoustic result of musical action, digital remote transmission and
reconstruction by means of acoustic engineering is stereophonically pro-
cessed and directly broadcast on the radio throughout Austria. The mate-
rial passes through various forms of coding and is specifically changed
by each of the transmission media. The musical material that is actually
made to sound thus cannot be conclusively determined, the form of ex-
pression of the message remains negotiable and takes second place to its

terminology.

This principle was further developed specifically to incorporate the medium of
radio and initially realized in the Chip Radio project in October 1992: in the
foyers of three ORF regional studios, architecturally identical in different cities,

simultaneous concerts were held, influencing and changing each other through

Mia Zabelka, Chipradio, performance, Chipradio, installation section in entrance hall,
Regional Broadcasting House, Salzburg, Regional Broadcasting House, Innsbruck, Austria.
Austria, a TRANSIT project, 1992. The violin-robot by Martin Riches was triggered

by Mia Zabelka from Salzburg, Austria, 1992.
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the transmission of MIDI files via the sound, phone, data, and image lines be-
tween the regional studios. At the same time, this network concert (with a strong
text component that was partly spoken live, partly played back from tape, and
partly triggered as samples) emanated from one of the studios into stereophonic
radio space, where it was broadcast live in the form of a collective composition
on the Kunstradio program.'* Another stage in the development of this concept
involved La Lunga Notte—a telematic live radio concert between Rimini, Tel
Aviv, Cologne, and Innsbruck, with varying participants around a hard core of
artists and composers, broadcast by Rai (Italian National Radio), combining ra-
dio lines and phone lines to transfer data and speech!*—and Radio Beams—
a co-production by Dutch radio and ORF involving the media art festival in
’s-Hertogenbosch and x-space in Graz. Different live mixes, controlled by the
live musicians in ’s-Hertogenbosch by means of light signals, were broadcast on
ORF and Duich radio respectively. The concert situation in ’s-Hertogenbosch
itself was in turn influenced by instruments remotely controlled from Berlin and
Graz and by the light beam of a robot reacting to control signals from a head-
mounted display worn and moved by Horst Hértner in Graz, at the same time
influencing the musical situation there. This situation also included the broad-
cast in Austria of the live transmission of the event from the Netherlands. This
Kunstradio broadcast was, next to a videophone, the sole feedback available to
the musicians in Graz."

A project in 1993, finally, entitled Realtime again featured three simultaneous
concerts at three regional ORF studios that influenced each other.!® The telematic
space of audiovisual, data, and telephone lines, having constituted the fourth site
of Realtime, opened up into the fifth scene, the radio space of Osterreich 1, and

13 Chip Radio, a telematic simultaneous concert, 15 Radio Beams, a telematic live radio installa

14

live at the ORF regional studios in Tirol, Vorarl-

berg, and Salzburg, and on ORF Kunstradio.
Participants: Andres Bosshard, Seppo

Griindler, Gerfried Stocker. Text: Waldemar 16
Rogojsza. Network design: Horst Hértner, Chip

Radio was carried out by ORF in cooperation

with the TRANSIT association and was one

of ORF’s contributions to the Prix Italia 1993,

in the music category.

La Lunga Notte was part of the festival L'Arte
dell'Ascolto in Rimini, August 1993, and was

held in 