
Acknowledgments

I first began working on some of the questions that motivate this book more 
than fifteen years ago, while researching my undergraduate thesis about the 
early work of the German band Einstürzende Neubauten. I have been a fan 
of their music ever since my sister introduced me to the album Silence Is 
Sexy (2000) when I was a teenager. Over the years, I worked through their 
catalogue, all the way back to the infamous debut album Kollaps, released 
in 1981. It was this earlier work, all screeching and banging, shouting and 
drilling, drumming and screaming, that first opened my ears to the noise that 
is sometimes called music and the music that some people call noise. Why, 
I wondered, was I so attracted by it? Why did I find it appealing, fascinating 
even? Why did it feel thrilling, exciting, exhilarating, but also comforting 
and, at times, unmistakably beautiful? Why did I keep listening? Little did 
I know at the time that these questions would stay with me for so many years, 
making their way to this book, in which they evolved into more fundamental 
questions about the ways in which the machines that dominated musical pro-
duction and consumption over the past hundred and forty years shape the 
sound of music.

Throughout the project’s different iterations, many people offered invalu-
able support and advice. None so much as Sander van Maas, without whom 
I am sure this book would not even exist. Sander oversaw that undergraduate 
thesis all those years ago and encouraged me to keep going despite some ad-
versity in the years leading up to my PhD at the University of Amsterdam. As 
my PhD advisor, his sharp and critical commentary consistently challenged 
me to reach further, dig deeper, and never shy away from the most difficult 
questions. While I regularly cursed his eye for detail and conceptual rigor, 
I thoroughly enjoyed our intellectual exchange, which I hope will continue for 
many years to come.

As a PhD fellow, I was part of the unique environment of the Amsterdam 
Centre for Cultural Analysis (ASCA), with its open, warm, encouraging, and 
truly interdisciplinary academic culture. I am proud to have been part of that 
community and very much indebted to my amazing colleagues:  Peyman 
Amiri, Uzma Ansari, Selçuk Balamir, Matt Cornell, Pedram Dibazar, Enis 
Dinc, Simon Ferdinand, Moosje Goosen, Andres Ibarra, Blandine Joret, 
Annelies Kleinherenbrink, Noam Knoller, Geli Mademli, Lara Mazurski, 



x  Acknowledgments

Mirjam Meißner, Judith Naeff, Christian Olesen, Nur Ozgenalp, Asli Ozgen-​
Tuncer, Jeffrey Pijpers, Eva Sancho, Melanie Schiller, Irina Souch, Margaret 
Tali, Irene Villaescusa, Lucy van der Wiel, Thijs Witty, and many others. At 
the ASCA offices, the irreplaceable Eloe Kingma and Jantine van Gogh made 
PhD life easier and more enjoyable for all of us.

When I finished my PhD, I was fortunate enough to join the ERC-​funded 
research project Sound and Materialism in the 19th Century at the Faculty of 
Music of the University of Cambridge. I owe great thanks to the project’s prin-
ciple investigator, David Trippett, who wholeheartedly supported the com-
pletion of this book both practically and intellectually. My colleagues Melissa 
van Drie, Edward Gillin, and Stephanie Probst made the project thoroughly 
enjoyable. I took great joy in working with Melissa on our amazing communal 
performance of Cornelius Cardew’s Treatise that she put together in 2017, as 
well as co-​organizing the “Sensing the Sonic” conference in 2018, the stellar 
line-​up of which stands as one of the highlights of my academic career so far. 
The project’s assistants, Viktoria Lorensen and Claire Lettellier, greatly helped 
us navigate the perilous seas of bureaucracy, as did the rest of the staff at the 
Faculty of Music. I thank Alex Dury in particular, for putting up with my on-
going administrative troubles.

During my time in Cambridge, the Master and Fellows of Corpus Christi 
College welcomed me in their ranks, which allowed me to use my time at the 
university at the fullest. To be a fellow at this ancient institution, was a truly 
singular experience that I  could never have dreamed of and look back on 
with great fondness. I learned so much from talking, during all those lunches 
and High table dinners that are the heartbeat of college life, to many incred-
ibly smart people, among whom are Anastasia Berger, John Biggins, Rune 
Damsgaard, Nicholas Danks, Felix Grey, Fumiya Lida, Pontus Rendahl, John 
David Rhodes, David Sneath, Hattie Soper, Robin Walker, Patrick Zutshi, and 
many others.

Special thanks go out to Peter McMurray, whom I first met at the highly 
inspiring “Bone Flute to Auto-​Tune” conference in Berkeley in 2014 and with 
whom I hosted two online reading groups with a magnificent international 
group of scholars. I was very happy when Peter came to Cambridge as well 
and proud to assist with the organization of his and Priyasha Mukhopadhyay’s 
“Acoustics of Empire” workshops and conference. I also thank the organizers 
and participants of some of the other conferences, workshops, and events that 
I attended over the years: the “Sound Studies” summer and winter schools in 
Amsterdam and Berlin in 2014, the “Princeton/​Weimar Summer School for 
Media Studies” in Princeton in 2016, the “Excavating Media” conference in 
Cambridge in 2017, the “Cultural Techniques of Radiophonics” workshop in 



Acknowledgments  xi

Basel in 2017, the “Regenerative Feedback” events in New York and Rotterdam 
in 2018 and 2019, and the “Imperfections” conference in Noordwijk and 
Amsterdam in 2019.

For their commentary, help, advice, and suggestions at any point over the 
past fifteen years, I  also thank Richard Beaudoin, Carolyn Birdsall, Robin 
Boast, Kiene Brillenburg Wurth, Marcel Cobussen, Anthony Enns, Ricarda 
Franzen, David Gauthier, David Greaves, Ute Holl, Sonia de Jager, Caleb 
Kelly, Jaap Kooijman, Julia Kursell, Mara Mills, Sense Jan van der Molen, 
Roger Moseley, Jan Nieuwenhuis, Gabriel Paiuk, Alexander Rehding, Ellen 
Rutten, Bernhard Siegert, Jonathan Sterne, and Viktoria Tkaczyk. This text 
would not read nearly as smoothly and coherently without the insightful edi-
torial work of Simon Ferdinand, with whom I am happy to have shared a path 
all the way from the beginning of our PhD at ASCA and beyond. I also owe 
great thanks to Norman Hirschy, my editor at OUP, for believing in this pro-
ject and his trust in my ability to complete it.

Finally, outside of the secluded walls of academia, I am forever indebted to 
my dear friends in Amsterdam and around the world. They continue to keep 
me grounded and sane. I  especially thank my bandmates Stephane, Jonas, 
Joav, Pieter, and Oskar in Fata ‘el Moustache’ Morgana for making silly noises 
with me on stage for ten years, and Ruben for still doing so as my partner in 
crime in Glice. My love of music I owe to my parents and my sister, who taught 
me how to listen. My joy in life, each day anew, I owe to Rosanne and Doris, to 
whom I am forever indebted. This book is dedicated to them.

Earlier versions of some parts of some chapters appeared in the following 
publications:

Chapter 2: “ ‘An Exceptional Purity of Sound’: Noise Reduction Technology 
and the Inevitable Noise of Sound Recording.” Journal of Sonic Studies 7 
(2014). https://​www.researchcatalogue.net/​view/​84544/​84545.

Chapters 4 and 5: “Hearing Pastness and Presence: The Myth of Perfect 
Fidelity and the Temporality of Recorded Sound.” Sound Studies 6, no. 1 
(2020), pp. 29–​44. doi: 10.1080/​20551940.2020.1713524.



This monograph is part of a project that has received funding from the 
European Research Council (ERC) under the European Union’s Horizon 
2020 research and innovation programme (Grant agreement No. 638241) .


