
The Subject (of) Listening
Abstract
Jean-Luc Nancy’s phenomenology of listening (trans. 2007) makes a series of claims about the sonic / auditory nature of the subject. First among these is the claim that the subject is a subject to the extent that it is listening, that it is all ears. The subject emerges on the back of the resonance of timbre in the body and the body’s becoming-rhythmic. These claims are phrased often in musical terms, or making use of terms and rhetoric from the domains of music theory and music psychology. This article explores the role of music in Nancy’s phenomenology with a particular view to the nature of listening in the contemporary world: both how listening is figured as a part of what Nancy terms the inoperative community and how listening figures the cognitive and phenomenological constitution of the subject.

Introduction
Jean-Luc Nancy’s study in the phenomenology of listening, translated simply as Listening, is only 85 pages long (67 without endnotes). It is, however, very compact. Densely written, compressed arguments, faint allusions to related numerous matters on route and broader issues broken off in favour of the central narrative all combine to make it clear that what is presented between the covers is only the tip of the iceberg. While its brevity, fluid and effusive prose style and use of familiar terms from domains like the psychology of listening and music theory afford the temptation of a quick reading of its surface texture, as a couple of responses to it attest,
 this is not necessarily a productive way to approach it and can lead quickly to problems. Not the least of these are a tendency for paraphrase to slip into quotation, reconstruction to slip into replication and a tendency for concepts to be read literally and with an ear only for their properly musical connotations, as if Nancy’s sole purpose in Listening is to make a contribution to Musicology.

Nancy’s purview is much wider, and his phenomenology mitigates against precisely such an approach. Most obviously, it uses terms across different domains and disciplines so that they function dynamically as more than just metaphors, and as saying things about multiple issues at the same time. Listening is simultaneously and in equal measure a book about the listening subject and a book about the listening subject. This is a characteristically Nancyian approach, as becomes clear from a perusal of texts like The Sense of the World, The Muses or Jacques Derrida’s On Touching – Jean-Luc Nancy.
 Thus, slow, detailed readings and re-readings of aspects and segments of his rhetoric and his logic are better ways of teasing apart the folds and nuances of his argument. After all, Nancy has added, as a review of Listening points out, ‘a much needed poetic register to the philosophy of music and sonic culture.’
 It is better to let his reduction of listening resonate alongside and against itself, and to spend time extrapolating and proliferating new, or at least cognate, lines of argument in and around related issues – in effect, gathering together the materials for a concordance.

A similarly productive approach involves the preparation and juxtaposition of external contexts for Nancy’s argument. These help to understand its significance in a number of respects: to name only a few, in relation to other philosophies of listening, given that recent years have witnessed the rapid growth of disciplines like Sound Studies, Auditory Culture and the philosophy of perception;
 in relation to other aspects of the para- or anti-ocular turn in continental philosophy;
 and in relation to the wider human cultural context. It is primarily the last of these contexts that is of interest in this essay. It examines the relationship between Nancy’s argument about the fundamental nature of listening, insofar as it is implicated within transcendental phenomenology (indeed, whether it provides the very ground for it, as he seems to imply),
 and the fundamental bases of human musicking, to relate the nature of listening simpliciter to its musical function within culture. The guiding question can be phrased as follows: to what extent is Nancy’s argument congruent with what is known about the function of music, musicking, musicality and musical listening?

The essay is structured as follows. Section II maps out the general contemporary human context for Nancy’s argument, taking ‘human’ to be much wider in remit than ‘cultural’ or ‘aesthetic’. This presents a map of the place in which human development (and auditory development in particular) now finds itself, both at the level of the species and at the level of what confronts each individual, who is presented with a world with which she must engage and of which she must make sense on a day-to-day and moment-to-moment basis. It also begins to listen to some of the potential musical implications of Nancy’s argument. With this map in place, Section III unpacks Nancy’s phenomenological reduction of listening insofar as it relates to this broad human context. The focus is on timbre in particular, with an ear for its function within the phenomenological constitution of the subject. Sections IV and V turn to work on the relationship between music cognition and human development, in order to situate Nancy’s argument in a context that on first hearing might seem dissonant to the form and content of Nancy’s subject matter and to his phenomenological approach. This dissonant context consists of certain strands of developmental cognitive psychology as they have been used to understand the origins of human musicality, and where the term ‘origin’ is used to refer to the beginnings of the musicking both of individuals (i.e. musicking during infancy) and of the species as a whole (i.e. music’s influence on development). The final section, Section VI, steps back in order to point to the synergies between what Nancy is trying to achieve in Listening and what research suggests about the role of music in human development, and the consequences of the insights that can be synthesised into the listening subject / the subject of listening.

Two things become clear when reading Nancy in a broadly musical, or at least sonic and auditory, context. First, that there is another sense to or layer of resonance within John Blacking’s famous question, ‘How Musical is Man?’
 – to which the answer is, very musical: every known human culture maintains a central place for its music. Secondly, that there is a deeper and essential truth to Christopher Small’s otherwise trivially true and blandly universal neologism of ‘musicking’
 – that we are better off thinking music making less in terms of the musical works that are produced and more in terms of the process of production, musicking.

The Global-becoming of Musicality

This section offers a quite general context for and of musicking: the context into which music finds itself thrown and the context that it creates for itself. This is a matter of acknowledging what affords music and what music affords at a basic level of phenomenological reduction.

What underwrites music as cultural practice? What affords the development of musical competency? What allows us to be musical? Underlying the majority of responses commonly given to these questions is the assumption – usually axiomatic – that music is central to our lives and implicated deeply in who we are, not just aesthetically but existentially. Indeed, music is so deeply ingrained into contemporary life that it is often forgotten that most of the music that we encounter is the music of others. So it should be no surprise that music is also simultaneously, at root, noise, nuisance, and often unbearable.
 This essay, though, discusses the phenomenology of listening in the light only of the positive impact and benefits of music, or at least the ways in which it is literally and architectonically constructive in affect; music’s potentially harmful qualities can be dealt with elsewhere.
 The assumption that music is central to our lives has historical, cultural and phenomenological dimensions.

Historically, for some time the developed world has been undergoing a musical turn, or, as Nancy puts it, a ‘musical-becoming of sensibility and a global-becoming of musicality’.
 Music is made against the backdrop of other music. More and more events and things are expressed musically, from consumerism’s manipulation of the seductive properties of sound
 (muting the sound in a TV advert significantly reduces the impact of its message), to fantasies about personal identity on X-factor (‘I live the music’). The military theatre of operations, both abroad and at home in the media,
 is orchestrated and conducted, and prisoners undergo rendition, just like symphonies, all of this being understood to have become more than a matter of metaphors (these terms no longer need inverted commas), for music has been thoroughly assimilated into the military machine.
 Milk is now musical, too: Tesco describes its own brand semi-skimmed milk as ‘Working in harmony with animal welfare and the environment’.
 Music has also influenced our justice system: free improvisation is often cited, by politicians as much as scholars, as a model for community cohesion,
 with implications for policy making because of the way in which prudence is incorporated into it.
 In general, the idea of increasing productivity by providing music while you work, rest, and play has been fully embedded into the social totality.

Culturally, the developed world has become conditioned to accept music in all spaces and at all times: travelling and training, shopping and seducing, working and wasting time.
 Surveillance has become an increasingly popular pastime, and a matter of listening in to others, from reality TV to live concert going (which, it turns out on reflection, has been a mode of surveillance all along).
 Listening in to others has become listening into others, the small grammatical shift betokening a substantial epistemic (not to say ethical) transformation: listening into others asserts a form of aural penetration that draws listener and listened into an intimate and quasi-therapeutic relationship (we will hear this intimacy again below in terms of the resonance of timbre in – read: within – the subject). More generally, music has become integral to the systems of regulation that help us to inhabit the world more efficiently.
 Many people are born musical and show evidence of musicality at an early age,
 but we also labour throughout life to become more musical and to acquire abilities with the potential to generate surplus leisure value, and so we test ourselves and each other on how musical we have become in a variety of formal and informal examinations, quizzes, and other public events. In terms of general communicative action, music is a key driver in how we negotiate with each other and with the world both existentially and socially: it is variously ‘a quality of language’,
 perhaps even (as tone) ‘the first language behind all words’,
 and an intrinsic part of mood
 and stimmung.

Phenomenologically, a battery of folk-psychological and empirical evidence suggests that musicking is both directed towards and makes its claims on behalf of the heart and the soul (however these terms are defined). Whole cultures and sub-cultures have arisen on the back of the belief that a particular type of music is a source of profound imagination and pleasure and a matter of deep personal motivation and commitment,
 and many people (not just musicians) make substantial and irreversible life-long investments in music because of their belief that its benefits are not limited to purely instrumental or empirical benefits. These investments have transformed more than merely the surface of the developed world, and they are not a recent phenomenon. However, the way in which the developed world has responded to the developments is unique. To wit: various modes of listening have been designed and implemented, according to a technological ideology of the adequation of listening to its object, such an adequation – with all its Husserlian resonances – being a not very subtle proxy for control by those producing the objects. These modes of listening have ranged from the everyday to the deliberate, the focused and fine-tuned (structural listening)
 to the disengaged and distracted (Muzak). To the extent that these listening techniques have provided us with our typical modus operandi as listeners, our selves have become variously and fluidly sonic, auditory, and musical,
 and intimately interwoven with our physical bodies and our worlds.
 Numerous programmes of intervention and transformation from neuroscience to child pedagogy have investigated and attempted to improve the ergonomics of the musical body, and over time it has gradually become a better and better listening machine.

None of this should be at all surprising. The largest proportion of our lives has come to be lived in the presence and echo of music, and, of course, in the vicinity of sound and noise, which are much wider – and often more productive – categories than music. John Cage’s fascination with the music of and in our everyday lives was merely an epiphenomenon, albeit an extreme and once controversial one, of a much wider and long standing development, according to the consensus on how to interpret the evidence in the archaeological record. Although it is the recent phenomenon of digital computing that has been given the appellation ‘ubiquitous’, it is probably music that deserves this accolade in recognition of the sheer energy and force of its impact on human life.
 More invisible, quite often invidiously so, and yet still more compelling than pretty much any other human phenomenon (save, significantly, for desire), music is properly the ‘hidden persuader’ (to echo Vance Packard’s iconic cliché). Music is not just a medium; it is the form taken by the media, and from the torture chambers of Abu Ghraib next door to the tactile caresses of a lover murmuring ‘If music be the food of love...’, its uncanny power lies in its collapsing of interpersonal barriers (whether militarised or erotic or both) and its viral self-dissemination into and through everything with which it comes into contact. As Nancy says, its travel operator is ‘contagion’.

Phrasing music’s ubiquity like this, though, raises questions, even if the extravagant and schematic manner in which it has just been phrased is bracketed off. One is whether the term ‘music’ in both its substantive noun and dynamic verb forms has a consistent meaning across events, experiences, times, and cultures: it is unlikely that a single definition will suffice. Another is that many of the issues described above are as much sonic or auditory events and issues as musical phenomena, and are probably better categorised as para- or non-aesthetic. Another question is how to account for the non-musical factors of contemporary life. Bracketing questions like these, the important point to note here is that these developments have been, broadly speaking, musical. In one form or another, it is music, musicality, musicking, and musical listening that underwrite these diverse activities. We live musical lives – literally.
Listening to Timbre

This section turns to the phenomenological reduction that Nancy opens up in Listening. This reduction is, in essence, a descending, or perhaps backwards, movement in the direction of the fundamental constitution of the subject. The reduction is in effect an answer to the question, ‘What happens towards the rear of intentionality, backstage, in the aft of intentionality?’
 The discussion begins by considering our bodily exposure to sound (a mode of Nancy’s Ur-term, ‘sense’), moves on to discuss the attack of timbre, and then turns to its resonance and its becoming rhythmic.

Bracketing begins by moving from the music of our historical lives described above, and descending or reversing backwards through the cultural dynamics of the self (music’s efficacy in regulating our individual and nominally autonomous personal lives), in the direction of the essential sound to which the subject is subject – the sense of the subject. Nancy is concerned, not with human development, neuroscience, cognition, or music theory, but with listening as it might be described phenomenologically. His point in adopting a phenomenological method is to afford himself the basis for a theory of the subject, even though he quickly problematises the term ‘phenomenology’ as inadequate to the task and emphasises that he wants to move listening beyond intentionality and beyond metaphor.

It is ‘the sense of the world’
 and what he describes as our unavoidable ‘exposure’ to it and implication in it that interest Nancy. As he says in L’Oubli de la Philosophie: ‘Our exposure to sense is beyond all meaning (intention), even before every ideality or finality of truth, and sense does not ‘result from’ this, but comes about through this shared exposure and opens itself to meaning or to the insane or to insignificance. There is no sense of or before this exposure, rather being exposed is the whole of sense’.
 In Listening it is auditory exposure specifically, exposure to sound, sonic events, or at least to a minimal event of timbre, that interests him. In this respect Nancy’s approach is behaviourist as well as phenomenological, and for the most part he manages to keep culture and philosophical aesthetics well out of it. Where he does indulge these domains, it is in order to cite and use them as examples in his argument, as props rather than pillars. What we shall see described below in terms of an indeterminacy of meaning and cognitive flexibility is a key assumption of Nancy’s, though he does not spell it out in these terms, and the level at which he operates is below or prior to meaning. This is a far cry from Roger Scruton’s civilised philosophical aesthetics of music, which relies on a very different culturally-learnt ability to listen in a particular way: to hear sound as tone.
 Nancy is interested in the possibility of listening to sound sense before metaphorical transfer intervenes and transforms its perception into tone. He deals with sound more than music, or at least brackets off everything but the sound ‘of music’ (in the genitive case), and perhaps brackets off even this too, leaving nothing but timbre. His contribution is less to the discipline of Aesthetics and more to Auditory Culture and Sound Studies, and maybe even to a corner of Psychoacoustics, though at various points he smuggles references to ‘music’ back in, which is sometimes unhelpful. But despite these levels or stages of bracketing, Nancy is not positing an acousmatic theory of listening of the type that Scruton pursues. For Nancy, the source of the sound is always present: it is the body as echo chamber, insofar as the body itself only comes to hear what is resonating through it once timbre has always already become resonance and become sound. The point of the bracketing in Nancy’s reduction is to remove consciousness from the picture, so that it is possible to hear sensation at work on and through the body.

Thus the precise inflection of ‘music’ needed down at the pre-cultural, pre-aesthetic and pre-anthropomorphic level of the subject is that of sound transcendentally prior to the aesthetics of metaphorical transfer. To put the matter schematically and quasi-teleologically: timbre before resonance; resonance before listening; listening before sound; sound before music; music before Music (with a capital M). The point is not that of a subsequent deprivation of the subject, of a Freudian lack which then and thus comes to define the subject as primarily the narcissistic search for reparation, of a predefined musicality without musicality (a musicality stripped down to its bare bones but such that our normal definition of musicality remains in place as an echo, trace, or loss). Rather, there is an initial privation in sensation, in which what will go on to become musicality is born – ‘is existed’, as Lyotard puts it
 – in the emergence of the subject through resonance, through the bodily dissemination and echo of timbre. In other words, sound is the driver of cognition, its internal motor, before it becomes its result (in this sense there are several different terms that happen to be spelt with the same word ‘sound’). This means that our musicality is best configured, not in terms of music (let alone Music with a capital M), but in terms of sound, albeit sound that is proto-musical and full of powerful implications. As Heidegger, one of the key sources for Nancy’s thought, writes, ‘So long as we only listen to the sound of the word as the expression of the speaker, we are not listening at all.’

In order to position timbre itself, timbre as such, centrally within the auditory constitution of the subject, and in order thus to move, like Heidegger, beyond ‘expression’, Nancy needs to clarify that it is not the meaning of timbre that is at issue. It is not a matter of interpretation, of what timbre leads to, that is important, but of what it might mean for listening for the subject to listen only to timbre, to nothing but timbre, to timbre as sense. In order to do this he attempts to distinguish listening from hearing. ‘If listening is distinguished from hearing both as its opening (its attack) and as its intensified extremity, […] that necessarily signifies that listening is listening to something other than sense in its signifying sense’.
 This ‘something other than sense in its signifying sense’ is timbre, and timbre is ‘sound’s signature’,
 its first and last point of sense. This is described in relevant detail by Jean-François Lyotard, though he generally prefers the terms ‘matter’ and ‘nuance’:

I use ‘matter’ to designate this ‘that there is’, this quod, because this presence in the absence of the active mind is and is never other than timbre, tone, nuance in one or other of the dispositions of sensibility, in one or other of the sensoria, in one or other of the passibilities through which mind is accessible to the material event, can be ‘touched’ by it: a singular, incomparable quality – unforgettable and immediately forgotten – of the grain of a skin or a piece of wood, the fragrance of an aroma, the savour of a secretion or a piece of flesh, as well as a timbre or a nuance.

Timbre functions in a particular way. Timbre resonates in the body, and this resonance occurs pre-noetically before the subject can be articulated as such, let alone articulate itself on what will come to be called, somewhat presumptuously, ‘its own terms’: terms such as intention, identity and other basic anthropomorphic assumptions that inform higher levels of musicking. What timbre does is to force ‘a break in an inert nonexistence’,
 and this reveals ‘the affectability of the soul by sensation’,
 its birth in listening. The listener is an infant struck by the onset of vibration, timbre and sound before she can constitute herself. Exposed to timbre’s ‘sonic stroke’,
 she is infected by it and drawn into the world. In order for the subject to emerge from timbre there must be a working through of its sensation and sense, and this is timbre’s resonance in the listening subject’s body. The body is drawn into sympathetic resonance because sound ‘outweighs form. It does not dissolve it, but rather enlarges it; it gives it an amplitude, a density, and a vibration or undulation whose outline never does anything but approach’.
 As Nietzsche says, ‘it wants to keep on extending itself into the depths and heights’.

As timbre resonates in the body, it becomes rhythmic – though this is not the same thing as saying that it becomes ‘a rhythm’. What happens is that it folds resonance in and out upon itself and opens up the subject, what is effectively the infant subject, towards sense and meaning.
 ‘One can say of music that it silences sound and that it interprets sounds: makes them sound and make sense no longer as the sounds of something, but in their own resonance’.
 Nancy argues that this ‘rhythm separates the succession of the linearity of the sequence or length of time: it bends time to give it to time itself, and it is in this way that it folds and unfolds a ‘self’’.
 The point at this stage of Nancy’s reduction is that ‘Music is rhythm; a rhythm that, in an impossible but necessary time, precedes sense, precedes industry, seems to exist between relations before the relations themselves are established.’
 Gradually rhythm becomes a basic principle for gaining new motor skills,
 as the subject emerges in and through listening to itself resonate, ‘straining toward or in an approach to the self’,
 and hovering on the edge of meaning.

Nancy’s definition of resonance, as a kind of floating intentionality, affords the emergence of the subject out of the bodily apprehension of timbre. Resonance should be distinguished from the related phenomenon of echoes, which are a matter of ‘hearing a primary sound, but with distortion of place, time, and qualities – hearing an echo is thus like seeing an object with a mirror’.
 It should also be emphasised that the resonant body is more than just a convenient metaphor for the way in which music inscribes itself into and through the subject.
 The subject is not the basis for resonance; rather, the subject emerges from the resonant, listening body. Resonance is the body ‘enacting’ the heard, perhaps felt invisibly but nevertheless unavoidably ‘felt’.
 Nancy is unclear about whether the rhythmic opening up of the subject through resonance is pleasurable or painful, and about the extent to which the ‘auditory distress’
 caused by timbre’s irruption into the body is transformed in a positive direction as the subject emerges in rhythm. There is nothing tying his arguments to, say, Barthes’ accounts of plaisir and jouissance or the mad delirium of affects in Deleuze and Guattari, to say either way.

Such is Nancy’s theory of listening. I am a subject to the extent that I listen, which means, to the extent that I am listening, where the conjugation ‘I am’ is used in a substantive sense: listening is not just what I do, it is what I am. My auditory constitution is figured around the resonance of timbre in my body, and this affects the interminable passage between – oscillation of – ‘being subject’ and ‘being a subject’, between dynamics and essence.

The discussion in this section has switched to and fro between ‘auditory perception’ and ‘musical listening’ according to local usage and meaning in Nancy’s text, taking the latter term to be a subset of the former. As examples of cross-domain mapping and conceptual transfer in practice, there are occasional slippages between musical and non- or extra-musical perceptual experience, and terms are often asked to do a lot of work metaphorically (figurally) or directly – and sometimes simultaneously. This slippage requires a certain amount of teasing apart in order to hear the underlying logic, though Nancy is certainly aware that this is happening within his argument; indeed, he plays on it throughout Listening in order to add a layer of complexity to the discourse. Sometimes the term music or its cognates (musicality in particular) is used while what he seems to mean is a human activity that is distinctly less aesthetic in complexion than music, if not purely utilitarian and adaptive in function. Nancy makes various references to music, mostly in passing, treating music as if it is the paradigmatic instance or exemplar of sonic / auditory activity and experience (in which aspect he shares something with Scruton’s aesthetics of music).
 His distinction between hearing and listening seems to rest upon an assumption that the latter term has a distinct, proper and original musical meaning. The issue here is the difference between an argument’s source and its destination. Nancy’s real topic is not music per se but rather listening qua sense perception (and, even then, hardly listening in a sense that is immediately or directly recognisable as musical listening). Music is an important source for one strand of his argument, but less important to his conclusions, although it easily becomes part of a variety of potential applications of his argument (thus the cautionary note at the outset of this essay about overly hasty readings).

Indeed, it should be noted that, strictly speaking, it is neither music nor sound that Nancy is primarily concerned with in his reduction of listening (even in the two supplementary essays at the end of the book). It is listening ‘as such’ that is at issue. In order that this idea of listening without sound makes sense, it needs to denote listening with only the bare minimum of timbre qua affect that is needed psychoacoustically for the ears to be set in motion. It is a threshold activity that Nancy is theorising by reducing listening to its phenomenological essence, an event at the edges of something and nothing (though Nancy makes no reference to the sublime, as Lyotard does in similar situations). With this threshold position established as the literal starting point (in the sense of an engine’s starter motor) for the constitution of the subject, it is less important whether or not the subject hears or listens to actual sound per se. All the same, there remains an ambiguity concerning the function of this quasi-empirical noema within Nancy’s phenomenology. He seems to remove it in his first act of bracketing when he partitions off the messy prosaic soundscape of the world (precisely the bracketing that John Cage refuses to make in his own curiously comparable search for the essence of listening), only for it to return at the lowest possible level, for the essence of timbre is nothing if not the physical movement of the air and the ear drum, their oscillation and vibration in response to an attack and transformation of energy. Certainly, if sound is bracketed then noise seems to remain as the necessary minimum threshold. There is an issue, then, of whether or not ‘listening’, after phenomenological reduction, remains the most appropriate term for this auditory event par excellence; Nancy himself uses ‘resonating’ in many places where ‘listening’ might normally be expected. In seeking out the birth to presence of the listening subject, he strips the term ‘listening’ of its aesthetic connotations. However, his distinction between hearing and listening (listening is the more attuned to timbre) returns to haunt the subject. For while his bracketing of musical sound – tone – seems to leave him with non-musical sound and noise, with irregular (non-periodic) oscillation as the basic threshold for his phenomenology of the subject, regular periodic oscillation (musical tone) seems to return through the back door when he makes his next move, which is to allow timbre to resonate rhythmically.

Listening and Evolution

This section turns sideways to listen to the empirical theory of music cognition that either underwrites Nancy’s phenomenology of listening or that is implicated within it in the subtle, ambiguous and possibly contradictory manner to which allusion has just been made. Given that Nancy’s focus is on the birth to presence of the listening subject, its beginning on every level, the focus is on the relationship between music cognition and human development: whether and how ontogeny can be said, through music and / or listening, to recapitulate phylogeny. This provides a complementary phenomenological reduction of musicking that will parallel and supplement the particular moves made by Nancy in his reduction, notwithstanding the fact that the domain specificity of the reduction is quite different, and that this second ‘reduction’ is nowhere actually framed or articulated as one. At the very least, it is a defamiliarisation of musicality that resonates with Nancy’s reduction by explaining the function of listening, while Nancy focuses on the nature of listening. This second reduction is a reduction that begins with ‘music’ as it figures in anthropological-level accounts of human development, then descends / reverses towards human ‘musicality’ (that which affords music as anthropological practice, and thence as cultural practice) and unpacks the biological conditions for this quite singular capacity and for how it is that ‘musicking’ develops in each of us.

Thus Blacking’s question cited above: How Musical is Man? Music is a fundamental part of the human communicative toolkit, and it is unique and specific to homo sapiens. Like language, it is a symbolic and natural domain of human behaviour. Of the various developmental benefits of musicking, the four main ones are that it promotes group cohesion; it is a product of group selection; it enhances socio-emotional bonding; and that it promotes sexual selection.
 Of particular significance for the development of homo sapiens as a species is the idea that ‘proto-musical behaviours may play a functional role in general development’,
 and that musicality underwrites our most significant developmental adaptation: intellectual and social flexibility. As both developed by and exhibiting musicality, flexibility is integral to the human capacity for culture and symbiotically related to the floating intentionality of music (its drifting indeterminacy qua meaning). We are socialised by music and entrained to interact with others through and within music
 in such a way that music effectively is or becomes the paradigm for healthy and productive social relationships – the existential soundtrack to our lives.

This is the primal human ‘capacity for culture’, our ‘musicality’. It is the ability to engage music meaningfully, with social prudence, ecological tact, and imaginative inventiveness. However, it is not a choice or set of choices that informs how we develop as musicians. It is an ontological matter. As Blacking said, musicality is ‘a general characteristic of the human species rather than a rare talent’.
 According to the strong form of this argument, I do not will, choose, or decide to be cultural; I am a human-cultural entity – a full member of the species – precisely because I am musical. And vice versa: I am musical because I am a human-cultural entity. It is only on the back of this position that music can emerge as a cultural practice with all the detailed nuances and dynamics that we have come to associate with it.

In a sense, then, the adjective ‘musical’ is used with a particular inflection that is somewhat broader than how we use the term to describe the acquisition of a particular leisure talent. We can work through the issue by taking infancy as the prototypical – primal in every sense – scene of musicking. On the back of work in cognitive development, it can be argued that musicking regulates mother-infant interaction and that mother and infant come into being together on the back of this musicality and develop simultaneously alongside each other as their musicality develops. Motherese is the object (in both senses: goal and model) of the discourse between mother and infant. In musicality the infant subject is born, borne out by the fact that infants under the age of four months are more susceptible to aural than visual stimuli (though they change as they develop), and that, ‘prior to one year of age, infants have almost all of the skills of musical perception present in musically unsophisticated adults’.
 It should be further argued that it is too hasty to override the mother-infant relationship with a more ‘adult’ term or pairing as each member of the social dyad ages musically and developmentally. The assumption that ‘the basis of human companionship’, which determines much of the infant’s early developmental direction, is no longer useful or is redundant (or is even a hindrance to proper adult life), and the conclusion that is should therefore be replaced by the adult subject, which is in turn posited in a self-fulfilling manner as a self-regulating and self-determining entity, is unduly Freudian and revisionist. It also fails to accord with the physical psycho-acoustics of listening. By far the largest proportions of what we understand of speech and of how we understand it are located in the interlocutor’s tone of voice: its musical quality, intonation, phrasing, timbre, co-articulation, and so on. And this appears to be true, or at least to operate in an analogous manner, in music.
 In other words, it is more productive to acknowledge, in line with Nancy’s phenomenology of the beginnings of listening, that there always needs to be an acknowledgement of the child’s play in and of our musicking. Otherwise it may be forgotten that this figure – it is not just a metaphor – of infant musicality captures the essential phenomenology of auditory (and, later, musical) perception, namely that sound enters the ear canal in the form of sound waves and reminds the subject that she was not the first on the scene, that sound is older than her because (note the tense) it has always already come to her perception from somewhere outside her body, as we know from the way in which we are able to locate and identify sounds around us in the environment.
 Sound invades
 the subject’s body as a foreigner, not as a prodigal son. By entering her, it constitutes her birth in what Husserl called retention, but which Nancy rehears as resonance. The specious present is merely the subject’s response to and dawning awareness of her own birth as and through timbral resonance, and, like the contents of peripheral vision, the empirical edges of hearing, the blurred and permeable boundaries between retention, present, and protention, evolve – resonate – with every passing moment.

The argument about what makes homo sapiens ‘musical’ (the extent and intensity of which makes it appropriate to talk further of the species’ musicality) is congruent with aspects of social theory and psychoacoustics. There is a general agreement that music’s ‘primary function is not to be sought in aesthetics, which is a modern invention, but in the effectiveness of its participation in social regulation’.
 This process of regulation extends all the way from the basic individual assimilation, cognition, and response to sensory data to the grand social interactions and negotiations of individuals and groups. Roland Barthes puts it in no uncertain terms: ‘listening is that preliminary attention which permits intercepting whatever might disturb the territorial system; it is a mode of defence against surprise; its object (what it is oriented toward) is menace or, conversely, need; the raw material of listening is the index, because it either reveals danger or promises the satisfaction of need.’
 In fact, the concept of ‘regulation’ is perhaps not the ideal term with which to describe what is being theorised here, because it presupposes an essentialist separation of ‘music’ from ‘mother-infant’, in which what is regulated pre-exists the act of regulation, even if only in some embryonic sense. Since the primal and primary musical event is more of a literally infantile and fluid event of feeling than a mature and bounded event of thought (which would imply a pre-constituted subject able to entertain such a thought), a more productive discourse for understanding this might be that of ecological psychology, and in particular the term ‘affordance’. According to this manner of phrasing, musicality affords efficacious mother-infant interaction, making it possible in a manner that is formative but not pre-determining, and this in turn affords a basic level of musicking, which we have come to label as cultural practice. If music, defined in this pre-cultural manner (music without or before Music (capital M)), affords mother-infant interaction and underwrites its development, then it is because there is a universal human capacity for culture, our species-specific musicality, and because this affords specific acts of musical interaction prior to music. Schematically put: motherese before musicking before Music (capital M).

The theory that the parallel biological and social developments of homo sapiens have been tied up with our intrinsic musicality, with our ability to harness music’s floating intentionality for the purposes of cross-modal representational redescription (learning across perceptual domains), is underwritten by a theory of auditory perception. Indeed, the two are dialectically related. This dialectic describes a mode of listening that has enabled us to develop neurologically, to socialise with each other, to enact rituals and aesthetic events together, and to develop ever more complex abstract symbolic representations. This mode of listening has afforded us ‘the emergence of domain-general modes of thought’
 and has afforded thought its so-called freedoms. In search of the basis of human musicality, we do well not to focus exclusively on the Western Classical tradition, in which listening has come to mean something quite specific and narrow concerning the individual’s right to interiority, privacy, and silence, and within the egology of which there has generally been more hearing than listening; as Nancy says, more meaning than sense.

A Faculty of Music

This section sketches a broad comparison between the achievements of these two reductions: between Nancy’s phenomenology of listening and the wider discourse of music cognition and evolution. The intention is to lend an ear to what, if they are taken together, helps us to understand the manner in which music, musicking, musicality, and listening affords the subject its emergence. By now, the proposal to treat the reductions together should no longer be as jarring a proposition as it may have first seemed. Setting aside obvious differences in discipline, vocabulary, and rhetoric, the theories of the subject presented by Nancy and by research in music cognition and human development have a symbiotic relationship, with complementary insights and blind spots.

On the one hand, the second, more anthropologically oriented reduction contextualises Nancy’s reduction by unpacking the developmental biology and neuroscience required by Nancy’s reduction. On the other hand, Nancy’s reduction fleshes out the first reduction by providing a phenomenology of the kind of listening it requires. Nancy’s reduction, based on the idea that ‘music is unthinkable outside of affection’,
 is a subset, perhaps a cross-section, of the broader theory of the subject upon which the first reduction is based. Nancy’s reduction unpacks the operation of timbral affection and the ‘mystery of sensation’
 in the individual human case, while the second reduction explains its function within the development of the species.

Both reductions agree that arguments to the effect that, for example, ‘The elementary state of music is music minus form, a sort of meaningless physical repetition […] music minus form is not music at all, but rather noise’,
 are incorrect, or at the very least incomplete or misguided. What exists down or back at this primary level of constitution is, in Lyotard’s terms, the subject’s anima minima. This is its basic cell or DNA, which, in response to the resonance of timbre in its body, becomes rhythmic and emerges into meaning and into its being-as-subject, and which in due course will go on to become a full participant in the activity of music as cultural practice – as anima musica. It is not that this ‘elementary state of music’ is ‘meaningless’ but rather that it is prior to meaning. It is a basic condition of possibility for meaning that is played out in mother-infant interactions and in resonance.

Another way of phrasing the issue is to hear these reductions as arguing together for a ‘faculty of music’ in the Kantian sense of the term.
 This faculty would afford the flexibility, adaptability, and other general learning skills like problem solving that we usually take for granted. The cross-modal re-description described above as one of the benefits of music and as having a symbiotic relationship with musicality, analogously to Nancy’s multi-sensorial description of the phenomenology of auditory experience, would play a key role in both auditory and somatic components of musicking – which are in fact not separate components at all.
 Thus the faculty of music would be transcendentally prior to the faculty of judgement that bridges cognition and action. After all, reflective judgement, which can be simplistically described as the search for a rule to fit the case, itself requires a to and fro of rhythm, the rhythmic alternation of trial and error, in order to assess how well the rule ‘fits’ the present case and to make the bridge between cognition and action. And this oscillation is effectively an event of resonance, a recurrent energetic vibration of the case and the rule, their touching and pulling apart as Nancy might say elsewhere, until the moment when they fall into step with each, into harmony, into musical peace – into resonance. Nancy writes in this regard of ‘a fundamental resonance, [...] a resonance as a foundation, as a first or last profundity of ‘sense’ itself (or of truth)’.

Conclusion

This conclusion begins by summarising the argument underlying the two reductions. It can be said that, underwriting and presupposed as a transcendental condition of possibility by all activities that can be described as musical, including those described at the outset of this essay, and notwithstanding the liberal stretching of the term ‘musical’ to cover these kinds of multifarious events, is an earlier inflection of the word ‘musical’. This second inflection of ‘musical’ is its first, older and more primary meaning. Musicking in this quasi-transcendental sense refers to musicking undertaken in a manner and at a moment that precedes what we have since come to think of as music as cultural practice (even while being mediated by it). In fact, the term ‘musical’ (and its cognates) may not even be the most appropriate term for what is being described: perhaps ‘sonicking’ is better.

Standing back from this argument, a little polemic suggests itself regarding what we make of this argument. To wit: given, first, that the passage of timbre (its resonance) through and across the body, and thus the rhythmic emergence of the subject, provides homo sapiens with a typical modus operandi for auditory engagement with the world; given, secondly, that this timbral passage through the body constitutes the subject’s faculty of music (‘musicality comes from the whole body’);
 and given, thirdly, that with the help of this uniquely human faculty we have come to dominate the planetary ecosystem so efficiently: given these three major factors, it seems advisable that we should probably spend an even larger proportion of our time investing in all forms of activity that further our aural training. And we should continue to try ever harder to increase the emotional and broadly cultural investments that people make in music both regularly and occasionally. After all, there has been a demonstrable and irreversible impact on our species, and the scale of its dissemination has been huge.

Even if this polemic is not heard as sounding out the way forward, it can be argued that there are two forms of the argument arising for consideration from the two reductions compared above. The stronger and more assertive argument claims that the extraordinarily deep-seated and often unthinking bias towards visual modes of cognition, action and judgement is a necessary detour in human development that finds its real significance within the narrow context of the rise of Enlightenment Modernity in the techno-scientific developed world. The weaker and less polemical form of the argument is actually more pragmatic: obviously we cannot do away with vision, nor ignore its extraordinary achievements, but we should acknowledge that we have been listening for longer, and that we have been listening quicker for that matter (the human brain processes audio data faster than visual data). Given that listening is central to many ways of being in the world otherwise than, and often older than, the dominant Western model of communicative consensus, ways that include Jewish obligation, Pagan pragmatics, Heideggerian gelassenheit, Cageian Zen Buddhism and Christian revelation amongst them, it behoves us to rethink the function of listening, and by extension musicking, on this increasingly crowded planet. It may be that listening is one of the few natural resources that is not – in theory at least – in short supply, and that all we really need to do in order to improve the situation is to listen more frequently and more carefully, since listening is a form of social capital and the kinds of inoperative community towards which Nancy has pointed are likely to be functional and productive under the figure of listening.

As the two reductions show in a striking convergence, there is a strong case for claiming that the ear is the primary sense organ of the human body. Certainly, without it we would not have developed this far, and perhaps we would not even have lasted this long as a species. With more specific reference to music, Ian Cross and Iain Morley, for example, conclude a study of evolution with the remark that ‘It would be impossible to do away with music without removing many of the abilities of social cognition that are fundamental to being human.’
 Music certainly helps us to learn to trust each other, and, as a way of setting in motion various kinds of interpersonal dynamic exchange, it has the major role to play in political, social, moral, ethical and aesthetic paradigm shifts, as witnessed, for example, in the mission of the East-West Divan Orchestra. Contra Barthes, the value of music is to be heard in so much more than its function as ‘a good metaphor’.
 As Blacking said, musicality – or perhaps ‘sonicality’ – is ‘a general characteristic of the human species rather than a rare talent’.
 It is central to everything that comes under the umbrella terms ‘survival’ and ‘adaptation’, for it is what makes each one of us a member of the human species – a citizen. Various projects public as well as academic continue to provide compelling evidence that music provides us with a primary model of and tool for change, and thus that it acts as a key driver in how we continue to develop and evolve not just as citizens but as a species, singular plural in Nancy’s terms. Being a citizen means being musical, and, as Nancy argues, for homo sapiens, being musical means listening – literally ‘being listening’.

It is in this context that I think we should listen to the rhetorical question that Nancy poses at the end of his Foreword to Peter Szendy’s Listen: ‘Is the future, or the yet-to-come, always above all musical?’

Bibliography
Attali, Jacques, Noise: The Political Economy of Music. Minneapolis: University of Minnesota Press, 1985.

Barthes, Roland, “Music, Voice, Language”, The Responsibility of Forms: Critical Essays on Music, Art, and Representation. Berkeley: University of California Press, 1985, 278–85.
Barthes, Roland and Havas, Roland, “Listening”, The Responsibility of Forms: Critical Essays on Music, Art, and Representation. Berkeley: University of California Press, 1985, 245–60.
Benson, Stephen, Literary Music: Writing Music in Contemporary Fiction. Farnham: Ashgate, 2006.

Bijsterveld, Karin, Mechanical Sound: Technology, Culture, and Public Problems of Noise in the Twentieth Century. Cambridge, MA: MIT Press, 2008.

Bijsterveld, Karin and Pinch, Trevor, eds., Oxford Handbook of Sound Studies. New York: Oxford University Press, 2011.

Blacking, John, How Musical is Man? Seattle: University of Washington Press, 1973.

Blacking, John, Music, Culture and Experience. Chicago: Chicago University Press, 1995.

Blanchard, Bonnie and Acree, Cynthia Blanchard, Making Music and Having a Blast: A Guide for All Music Students. Bloomington: Indiana University Press, 2009.
Bull, Michael and Black, Les, eds., The Auditory Culture Reader. London: Berg, 2003.

Crafts, Susan, Cavicchi, Daniel and Keil, Charles, My Music. Hanover: Wesleyan University Press, 1993.

Cross, Ian and Morley, Iain, “The Evolution of Music: Theories, Definitions and the Nature of the Evidence”, Communicative Musicality: Exploring the Basis of Human Companionship. Oxford: Oxford University Press, 2009, 61–81.

Cross, Ian, “Is Music the Most Important Thing We Ever Did? Music, Development and Evolution”, Music, Mind and Science. Seoul: Seoul National University Press, 1999, 10–39.

Cumming, Naomi, The Sonic Self: Musical Subjectivity and Signification. Bloomington: Indiana University Press, 2000.

Dayan, Peter, Music Writing Literature, from Sand via Debussy to Derrida. Farnham: Ashgate, 2006.

De Nora, Tia, Music in Everyday Life. Cambridge: Cambridge University Press, 2000.

Deaville, James, “The Sounds of American and Canadian Television News After 9/11: Entoning Horror and Grief, Fear and Anger”, Music in the Post-9/11 World. New York: Routledge, 2007, 43–70.

Derrida, Jacques, On Touching – Jean-Luc Nancy. Stanford: Stanford University Press, 2005.

Erlmann, Veit, ed., Hearing Cultures: Essays on Sound, Listening and Modernity. New York: Berg, 2004.

Erlmann, Veit, Reason and Resonance: A History of Modern Aurality. New York: Zone Books, 2010.
Evens, Aden, Sound Ideas: Music, Machines, and Experience. Minneapolis: University of Minnesota Press, 2005.

Frith, Simon, “Music and Everyday Life”, The Cultural Study of Music: A Critical Introduction. New York: Routledge, 2003, 92–101.

Gallagher, Shaun, The Inordinance of Time. Evanston: Northwestern University Press, 1998.

Goodman, Steve, Sonic Warfare: Sound, Affect, and the Ecology of Fear. Cambridge, MA: MIT Press, 2009.

Heidegger, Martin, Being and Time. New York: Harper & Row, 1962.

Heidegger, Martin, “Logos (Heraclitus, Fragment B 50)”, Early Greek Thinking. New York: Harper & Row, 1975, 59–78.

Higgins, Kathleen, The Music of Our Lives. Philadelphia: Temple University Press, 1991.

Jay, Martin, Downcast Eyes: The Denigration of Vision in Twentieth-Century French Thought. Berkeley: University of California Press, 1993.

Kemp, Anthony, The Musical Temperament. Oxford: Oxford University Press, 1996.

Lacoue-Labarthe, Philippe, Musica Ficta: Figures of Wagner. Stanford: Stanford University Press, 1994.

Levin, David, The Listening Self: Personal Growth, Social Change, and the Closure of Metaphysics. New York: Routledge, 1989.

Levin, David, ed., Modernity and the Hegemony of Vision. Berkeley: University of California Press, 1993.

Levin, David, The Philosopher’s Gaze: Modernity in the Shadows of Enlightenment. Berkeley: University of California Press, 1999.

Levin, David, ed., Sites of Vision: The Discursive Construction of Sight in the History of Philosophy. Cambridge, MA: MIT Press, 1999.

Lyotard, “After the Sublime, the State of Aesthetics”, The Inhuman: Reflections on Time. Stanford: Stanford University Press, 1991, 135–43.

Lyotard, Jean-François, “Anima Minima”, Postmodern Fables. Minneapolis: University of Minnesota Press, 1997, 235–49.

Malloch, Stephen and Trevarthen, Colwyn, eds., Communicative Musicality: Exploring the Basis of Human Companionship. Oxford: Oxford University Press, 2009.

Nancy, Jean-Luc, L’Oubli de la Philosophie. Paris: Galilée, 1986.

Nancy, Jean-Luc, The Muses. Stanford: Stanford University Press, 1996.

Nancy, Jean-Luc, The Sense of the World. Minneapolis: University of Minnesota Press, 1997.

Nancy, Jean-Luc, Multiple Arts: The Muses II. Stanford: Stanford University Press, 2006.

Nancy, Jean-Luc, Listening. New York: Fordham University Press, 2007.

Nudds, Matthew, “Sounds and Space”, Sounds and Perception: New Philosophical Essays. Oxford: Oxford University Press, 2009, 69–96.

Scruton, Roger, The Aesthetics of Music. Oxford: Oxford University Press, 1997.

Small, Christopher, Musicking: The Meanings of Performing and Listening. Middletown, CT: Wesleyan University Press, 1998.

Sterne, Jonathan, ed., The Sound Studies Reader. London and New York: Routledge, 2012.

Subotnik, Rose Rosengard, ‘Toward a Deconstruction of Structural Listening: A Critique of Schoenberg, Adorno, and Stravinsky’, Deconstructive Variations: Music and Reason in Western Society. Minneapolis: University of Minnesota Press, 1996, 148–76.

Szendy, Peter, Listen: A History of Our Ears. New York: Fordham University Press, 2008.

Thaut, Michael, Rhythm, Music, and the Brain: Scientific Foundations and Clinical Applications. New York: Routledge, 2005.

Tomlinson, Gary, Metaphysical Song: An Essay on Opera. Princeton: Princeton University Press, 1999.

Trehub, Sandra, ‘Musical Predispositions in Infancy: An Update’, The Cognitive Neuroscience of Music. Oxford: Oxford University Press, 2003, 3–20.

Välimäki, Susanna, Subject Strategies in Music: A Psychoanalaytical Approach to Musical Signification. Helsinki: Acta Semiotica Fennica XII, 2005.

Warren, Jeff, “Musical Experience and Human Relationships: Meaning, Improvisation, and Ethics in Music”, PhD thesis. Royal Holloway: University of London, 2011.

� Roger Grant, review of Nancy, Listening in Journal of the American Musicological Society , 62 (2009), pp.748-752. Lawrence Zbikowski, ‘Listening to Music’, in Speaking of Music ed. Keith Chapin and Andrew Clark (Fordham University Press, under review): see <� HYPERLINK "http://humanities.uchicago.edu/faculty/zbikowski/pdfs/Zbikowski_Listening_to_Music_draft.pdf" �http://humanities.uchicago.edu/faculty/zbikowski/pdfs/Zbikowski_Listening_to_Music_draft.pdf�> [23/4/2012].


� Jean-Luc Nancy, The Sense of the World, trans. Jeffrey Librett (Minneapolis: University of Minnesota Press, 1997). Jean-Luc Nancy, The Muses, trans. Peggy Kamuf (Stanford: Stanford University Press, 1996). Jean-Luc Nancy, Multiple Arts: The Muses II (Stanford: Stanford University Press, 2006). Jacques Derrida, On Touching – Jean-Luc Nancy, trans. Christine Irizarry (Stanford: Stanford University Press, 2005).


� Eldritch Priest, review of Listening by Jean-Luc Nancy, Parallax , 15/4 (2009), pp.120-121 (p.120).


� Michael Bull and Les Black, eds, The Auditory Culture Reader (London: Berg, 2003). Peter Szendy, Listen: A History of Our Ears, trans. Charlotte Mandell (New York: Fordham University Press, 2008). Jonathan Sterne, ed., The Sound Studies Reader (London and New York: Routledge, 2012). Veit Erlmann, ed., Hearing Cultures: Essays on Sound, Listening and Modernity (New York: Berg, 2004). Veit Erlmann, Reason and Resonance: A History of Modern Aurality (New York: Zone Books, 2010). Karin Bijsterveld and Trevor Pinch, eds, Oxford Handbook of Sound Studies (New York: Oxford University Press, 2011). Karin Bijsterveld, Mechanical Sound: Technology, Culture, and Public Problems of Noise in the Twentieth Century (Cambridge, MA: MIT Press 2008). Journal of the Royal Musicological Association , 135/3 (2010), special issue on ‘Listening: Interdisciplinary Perspectives’. Liminalities Journal special issue ‘On Sound’: <� HYPERLINK "http://liminalities.net/3-3/" �http://liminalities.net/3-3/�> [23/4/2012]. Sonic Studies Journal: <� HYPERLINK "http://sonicstudies.org/" �http://sonicstudies.org/�> [23/4/2012].


� Adrienne Janus, ‘Listening: Jean-Luc Nancy and the ‘Anti-Ocular’ Turn in Continental Philosophy and Critical Theory’, Comparative Literature , 63 (2011), pp.182-202. Martin Jay, Downcast Eyes: The Denigration of Vision in Twentieth-Century French Thought (Berkeley: University of California Press, 1993). David Levin, The Listening Self: Personal Growth, Social Change, and the Closure of Metaphysics (New York: Routledge, 1989). David Levin (ed.), Modernity and the Hegemony of Vision (Berkeley: University of California Press, 1993). David Levin, The Philosopher’s Gaze: Modernity in the Shadows of Enlightenment (Berkeley: University of California Press, 1999). David Levin, ed., Sites of Vision: The Discursive Construction of Sight in the History of Philosophy (Cambridge, MA: MIT Press, 1999).


� Jean-Luc Nancy, Listening, trans. Charlotte Mandell (New York: Fordham University Press, 2007), pp.5-6.


� John Blacking, How Musical is Man? (Seattle: University of Washington Press, 1973).


� Christopher Small, Musicking: The Meanings of Performing and Listening (Middletown, Connecticut: Wesleyan University Press, 1998).


� Simon Frith, ‘Music and Everyday Life’, in The Cultural Study of Music: A Critical Introduction , ed. Martin Clayton, Trevor Herbert & Richard Middleton (New York: Routledge, 2003), pp.92-101 (p.92).


� Ian Biddle, ‘Love Thy neighbour? The Political Economy of Musical Neighbours’, Radical Musicology , 2 (2007), <� HYPERLINK "http://www.radical-musicology.org.uk" �http://www.radical-musicology.org.uk�> [23/4/12]. Suzanne Cusick, ‘“You are in a place that is out of the world. . .”: Music in the Detention Camps of the Global War on Terror’, Journal of the Society for American Music , 2/1 (2008), pp.1-26.


� Nancy, Listening, p.12.


� Michael Bull, ‘The Seduction of Sound in Consumer Culture: Investigating Walkman Desires’, Journal of Consumer Culture , 2/1 (2002), pp.81-101.


� James Deaville, ‘The Sounds of American and Canadian Television News After 9/11: Entoning Horror and Grief, Fear and Anger’, in Music in the Post-9/11 World , ed. Jonathan Ritter & Martin Daughtry (New York: Routledge, 2007), pp.43-70.


� Steve Goodman, Sonic Warfare: Sound, Affect, and the Ecology of Fear (Cambridge, Mass.: MIT Press, 2009).


� Tesco, blurb, cover of 1 litre carton of semi-skimmed milk, [1/2/11].


� Kathleen Higgins, The Music of our Lives (Philadelphia: Temple University Press, 1991).


� Jeff Warren, Musical Experience and Human Relationships: Meaning, Improvisation, and Ethics in Music, PhD thesis, Royal Holloway, University of London, 2011.


� Susan Crafts, Daniel Cavicchi, & Charles Keil, My Music (Hanover: Wesleyan University Press, 1993). Tia De Nora, Music in Everyday Life (Cambridge: Cambridge University Press, 2000).


� Szendy, Listen.


� Susan Smith, ‘Performing the (Sound)World’, Environment and Planning D: Society and Space , 18 (2000), pp.615-637.


� Stephen Malloch & Colwyn Trevarthen (eds.), Communicative Musicality: Exploring the Basis of Human Companionship (Oxford: Oxford University Press, 2009). Sandra Trehub, ‘Musical Predispositions in Infancy: An Update’, in The Cognitive Neuroscience of Music , ed. Isabelle Peretz & Robert Zatorre (Oxford: Oxford University Press, 2003), pp.3-20.


� Roland Barthes, ‘Music, Voice, Language’, in Barthes, The Responsibility of Forms: Critical Essays on Music, Art, and Representation, trans. Richard Howard (Berkeley: University of California Press, 1985), pp. 278-285 (p.284).


� Gary Tomlinson, Metaphysical Song: An Essay on Opera (Princeton: Princeton University Press, 1999), p.45.


� Friedrich Nietzsche, ‘On Moods’, trans. Graham Parkes, Journal of Nietzsche Studies , 2 (Autumn 1991), pp.5-10.


� Martin Heidegger, Being and Time, trans. John Macquarrie & Edward Robinson (New York: Harper & Row, 1962), Division 1, Chapter 5.


� Susanna Välimäki, Subject Strategies in Music: A Psychoanalaytical Approach to Musical Signification (Helsinki: Acta Semiotica Fennica XII, 2005). Anthony Kemp, The Musical Temperament (Oxford: Oxford University Press, 1996).


� Rose Rosengard Subotnik, ‘Toward a Deconstruction of Structural Listening: A Critique of Schoenberg, Adorno, and Stravinsky’, in her Deconstructive Variations: Music and Reason in Western Society (Minneapolis: University of Minnesota Press, 1996), pp.148-176.


� Naomi Cumming, The Sonic Self: Musical Subjectivity and Signification (Bloomington: Indiana University Press, 2000).


� Bill Gaver, ‘What in the World do We Hear? An Ecological Approach to Auditory Source Perception’, Ecological Psychology 5/1 (1993), pp.1-29. Gaver, ‘How do We Hear in the World? Explorations in Ecological Acoustics’, Ecological Psychology 5/4 (1993), pp.285-313.


� Anahid Kassabian, ‘Ubisub: Ubiquitous Listening and Networked Subjectivity’, ECHO: A Music-Centered Journal , 3/2 (2001), <� HYPERLINK "http://www.echo.ucla.edu/Volume3-issue2/kassabian/index.html" �http://www.echo.ucla.edu/Volume3-issue2/kassabian/index.html�> [23/4/2012].


� Nancy, Listening, p.10.


� Shaun Gallagher, The Inordinance of Time (Evanston: Northwestern University Press, 1998), p.105.


� Nancy, The Sense of the World.


� Jean-Luc Nancy, L’Oubli de la Philosophie (Paris: Galilée, 1986), 101, quoted in Francis Fischer, ‘Jean-Luc Nancy: The Place of a Thinking’, in On Jean-Luc Nancy: The Sense of Philosophy , ed. Darren Sheppard, Simon Sparks and Colin Thomas (London: Routledge, 1997), pp.32-37 (p.34).


� Roger Scruton, The Aesthetics of Music (Oxford: Oxford University Press, 1997).


� Jean-François Lyotard, ‘Anima Minima’, in his Postmodern Fables, trans. Georges Van Den Abbeele (Minneapolis: University of Minnesota Press, 1997), pp.235-249 (p.243).


� Martin Heidegger, ‘Logos (Heraclitus, Fragment B 50)’, in his Early Greek Thinking, trans. David Krell & Frank Capuzzi (New York: Harper & Row, 1975), pp.59-78 (p.66).


� Nancy, Listening, p.32.


� Aden Evens, Sound Ideas: Music, Machines, and Experience (Minneapolis: University of Minnesota Press, 2005), p.37.


� Lyotard, ‘After the Sublime, the State of Aesthetics’, in his The Inhuman: Reflections on Time, trans. Geoff Bennington and Rachel Bowlby (Stanford: Stanford University Press, 1991), pp.135-143 (p.141).


� Lyotard, ‘Anima Minima, p.243.


� Lyotard, ‘Anima Minima’, p.242.


� Vincent Meelberg, ‘Sonic Strokes and Musical Gestures: The Difference between Musical Affect and Musical Emotion’, in Proceedings of the Seventh Triennial Conference of the European Society for the Cognitive Sciences of Music (ESCOM 2009), ed. Jukka Louhivuori, Tuomas Eerola, Tommi Himberg, and Pilivi-Sisko Eerola, Jyväskylä, Finland, pp.324-327.


� Nancy, Listening, p.2.


� Nietzsche, ‘On Moods’, p.8.


� Steven Connor, ‘Resonance’, talk on Resonance FM radio, 14 July 2008, <� HYPERLINK "http://www.bbk.ac.uk/english/skc/seeingtosound.htm" �http://www.bbk.ac.uk/english/skc/seeingtosound.htm�> [10/2/2011].


� Nancy, Listening, p.32.


� Nancy, Listening, p.17.


� Peter Dayan, Music Writing Literature, from Sand via Debussy to Derrida (Farnham: Ashgate, 2006), p.74.


� Marilyn Vihman, ‘The Role of Rhythm in Early Phonological Templates’, paper at ‘Music and Language’ conference, Middlesex University, 20 July 2010.


� Nancy, Listening, p.9.


� Casey O’Callaghan, ‘Echoes’, The Monist , 90/3 (2007), pp.403-14 (p.404).


� Hallgjerd Aksnes, ‘Music and its Resonating Body’, Danish Yearbook for Musicology, 29 (2001), pp.81-101.


� Deniz Peters, ‘Enactment in Listening: Intermedial Dance in EGM Sonic Scenarios and the Listening Body, Performance Research , 15/3 (2010), pp.79-85.


� Pieter Verstraete, ‘The Listener’s Response’, Performance Research, 15/3 (2010), pp.88-94.


� Roger Scruton, ‘Sounds as Secondary Objects and Pure Events’, in Sounds and Perception: New Philosophical Essays , ed. Matthew Nudds and Casey O’Callaghan (Oxford: Oxford University Press, 2009), pp.50-68.


� Ian Cross & Iain Morley, ‘The Evolution of Music: Theories, Definitions and the Nature of the Evidence’, in Communicative Musicality: Exploring the Basis of Human Companionship , eds. Stephen Malloch & Colwyn Trevarthen (Oxford: Oxford University Press, 2009), pp.61-81 (pp.62-65).


� Ian Cross, ‘Is Music the Most Important Thing we ever Did? Music, Development and Evolution’, in Music, Mind and Science , ed. Suk Won Yi (Seoul: Seoul National University Press, 1999), pp.10-39 (p.27).


� Martin Clayton, Rebecca Sager, & Udo Will, ‘In Time With The Music: The Concept of Entrainment and its Significance for Ethnomusicology’, ESEM Counterpoint 1 (2004), pp.3-75.


� John Blacking, Music, Culture and Experience (Chicago: Chicago University Press, 1995), p.36.


� Nathan Kogan, ‘Reflections on Aesthetics and Evolution’, Critical Review , 11/2 (1997), pp.193-210 (p.194).


� Rolf Inge Godøy, Alexander Jensenius, & Kristian Nymoen, ‘Chunking in Music by Coarticulation’, Acta Acustica united with Acustica 96/4 (July-August 2010), pp.690-700.


� Matthew Nudds, ‘Sounds and Space’, in Sounds and Perception: New Philosophical Essays , ed. Matthew Nudds & Casey O’Callaghan (Oxford: Oxford University Press, 2009), pp.69-96.


� Meelberg, ‘Sonic Strokes and Musical Gestures’, p.327.


� Jacques Attali, Noise: The Political Economy of Music, trans. Brian Massumi (Minneapolis: University of Minnesota Press, 1985), p.30. Michael Thaut, Rhythm, Music, and the Brain: Scientific Foundations and Clinical Applications (New York: Routledge, 2005), p.25.


� Roland Barthes & Roland Havas, ‘Listening’, in Barthes, The Responsibility of Forms: Critical Essays on Music, Art, and Representation, trans. Richard Howard (Berkeley: University of California Press, 1985), pp.245-260 (p.247).


� Ian Cross, ‘Musicality and the Human Capacity for Culture’, Musicae Scientiae special issue ‘Narrative in Music and Interaction’ (2008), pp.147-167 (p.162).


� Philippe Lacoue-Labarthe, Musica Ficta: Figures of Wagner, trans. Felicia McCarren (Stanford: Stanford University Press, 1994), p.115.


� Lyotard, ‘Anima Minima’, p.249.


� Stephen Benson, Literary Music: Writing Music in Contemporary Fiction (Farnham: Ashgate, 2006), p.85.


� Evens, Sound Ideas, pp.142-148.


� Zohar Eitan & Renée Timmers, ‘Beethoven’s Last Piano Sonata and those who follow Crocodiles: Cross-Domain Mappings of Auditory Pitch in a Musical Context’, Cognition 114 (2010), pp.405-422. Jessica Phillips-Silver & Laurel Trainor, ‘Hearing What the Body Feels: Auditory Encoding of Rhythmic Movement’, Cognition 105 (2007), pp.533-546. Jessica Phillips-Silver & Laurel Trainor, ‘Feeling the Beat: Movement influences Infants’ Rhythm Perception’, Science 308/5727 (June 2005), p.1430.


� Nancy, Listening, p.6.


� Bonnie Blanchard and Cynthia Blanchard Acree, Making Music and Having a Blast: A Guide for All Music Students (Bloomington: Indiana University Press, 2009), p.227.


� Ian Cross and Iain Morley, ‘The Evolution of Music: Theories, Definitions and the Nature of the Evidence’, p.77.


� Roland Barthes, ‘Music, Voice, Language’, p.285.


� Blacking, Music, Culture and Experience, p.36.


� Jean-Luc Nancy, ‘Ascoltando’, Foreword to Szendy, Listen, pp.ix-xiii (p.xiii).





