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Mary Elizabeth Ray

Digital technology impacts the way 
music is produced, distributed, 
promoted, and consumed, with a 
specific focus on the changing nature 
of the relationship between artists 
and audiences new technology has 
engendered. Through in-depth inter-
viewing, focus group interviewing, 
and discourse analysis, case studies 
found strong relationships between 
technology and less use of physical 
music. Digital technology impacts 

WHERE WE LISTEN
the relationship by making it closer 
and more multidimensional. This is 
intensified by the fact that everyone is 
participating; the audience and artist 
actively engage each other. The omni-
presence of music culture combined 
with the omnipresence of technology 
is particularly salient. Media con-
sumers are simultaneously engaged 
with music through technology, and 
technology through music and this 
happens on many different levels. 
Taken as a whole, artist and audienc-
es musical lives are fragmented as 
they occur in multiple online and of-
fline places, at multiple times, and are 
continuous. They create, download, 
stream, listen, share, burn, and build 
upon content while engaging in mul-
tiple personal and social practices. 

And, in the process, they experience 
rich meaning making attached to 
particular life events, people, places, 
and times. Engagement in a music 
community is not just listening to 
music, or consuming music, but par-
ticipating in a culture. The nature of 
contemporary music culture is best 
characterized by community and 
as such, this dissertation argues we 
might better think of the audience as 
accomplices to the artist.
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Sally A Hibbert

Technology has radically changed 
how we buy, store, and consume 
Amusic. You don’t even need to buy 
music at all anymore - you can rent 
all you like for just a few bucks a 
month. And the options are multi-
plying, letting us wrap ourselves in a 
cocoon of music all day long.

There is more to sound recording 
than just recording sound. Not just a 
tool for the preservation of music, the 

DEAD MEDIA
technology is a catalyst for change. 
how recording technology has 
encouraged new ways of listening 
to music, led performers to change 
their practices and allowed entirely 
new musical genres to come into 
existence.
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Herlihy, Gavin; Tong, Pete; Dick, 
Duncan. Mixmag

NO ONE HAS BENT the rules of 
music like Daft Punk. Thomas and 
Guy-Manuel are the most famous 
act in dance music, yet without their 
robot masks you wouldn’t recognise 
them If they looked you straight in 
the eye. It’s a feat of cunning never 
before pulled off by any other pop 
star, and a move worthy of a dance 
music Keyzer Söze. Daft Punk’s 
career has defied the normal laws of 
stardom at every step of the way.

They’ve made many fewer albums 
than peers like Underworld. The 
Prodigy. Faithless or the Chemical 
Brothers, yet are more iconic than 
all of them put together. They turned 

dance music on Its head with their 
breakthrough single ‘Da Funk’, 
prompted a bidding war for a debut 
album, delivered an animé classic 
for their second and even predicted 
the new wave of dance rock with 
their third. After almost a decade’s 
absence from live performance their 
2006 comeback reinvented how 
dance music is presented, paving the 
way for the arena-slaying likes of 
Deadmau5. Plastikman and Tiesto. 
And now they’re set to become movie 
stars thanks to their appearance in. 
and score for, the sci-fi match made 
in heaven. Tron. After 15 years of 
accolades, it’s safe to say Dan Punk 
have done it harder faster, better and 
stronger than anyone. Dance music 
in 2010 owes everything to 
their legacy.

On a cold January night in 1997. the 
great and good of dance music are 
crammed beneath the arches of The 
End in London, waiting to see one 
of the scene’s most hotly anticipated 
live gigs. Ever since the neck-break-
ing beats of ‘Da Funk’, Daft Punk’s 
breakthrough single, had wobbled 
forth across clubland like a groove 
tsunami the year before, magazine 
columns, club corners and record 
shops had been buzzing with talk of 
what to expect from the mysterious 
duo behind one of dance music’s 
most incendiary singles. ‘Da Funk’s 
success prompted a tooth and nail 
battle amongst the major labels to 
sign them. The Chemical Brothewrs’ 
label. Virgin, won the rights, 
although the win didn’t exactly 

DAFT PUNK LEGACY
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amount to an average record deal. 
Instead of owning their music, the 
label can only licence the tracks, and 
the band refuse to budge on one key 
principle: no pictures can be allowed 
to reveal their identity.

When the duo. still sans helmets, 
finally emerge to cower behind 
a rack of studio equipment, the 
assembled authence (described by 
The Independent as a music industry 
answer to the Groucho Club) can 
only stare in amazement at the two 
spindly young kids on stage. At a 
time when dance was dominated by 
older DJs like Masters At Work and 
François k. Daft Punk looked like 
a pair of five-year-olds behind the 
wheel of a car. But when the live set 
charges into life, all doubts about 
their capabilities go up In a puff of 
club smoke.

Take a look at their diary and Daft 
Punk’s assault on clubland in the run 
up to. and aftermath of Homework’ 

is phenomenal. Prior to 1 997 they’d 
only played a handful of UK gigs 
(if you add up all the people who 
claim to have seen them at Sankeys 
in Manchester. The Renfrew Ferry 
in Glasgow and the rest, it would fill 
Woodstock), only properly launching 
in the UK with a headlinestealing 
debut at Tribal Gathering in May 1 
996. When the album hit the shops, 
first in France at the end of the year, 
and then in the UK in January 1 997, 
their diary expoded with dates. The 
UK was the first country to fall.

“They were totally unknown, but 
when they came on it was like an 
explosion.” says promoter Dave Beer 
of Daft Punk’s first gig at Back To 
Basics in January 97. “Everything else 
at the time was either really mun-
dane, cheesy chart dance or proper 
underground house and techno: they 
just punched straight through the 
middle and pissed on everything,” 
By October and November later that 
year they were playing almost every 

night of the month.

When ‘Da Funk’ blew up in 1996 
no-one had heard anything quite like 
Daft Punk. At the time Oasis and 
Blur were fighting the Brit Pop wars 
in the charts, while dance music in 
the Top 40 was caught between the 
stadium techno of The Prodigy 
and the chart cheese of The 
Outhere Brothers.

Somehow boiling the energy of rock 
and disco into a techno funk work-
out. ‘Da Funk’s appeal was universal, 
uniting everyone from indie-disco 
pissheads to house-loving drag 
queens. Kids bugged out to the 
intensity of the bubbling acid lines, 
while crate-diggers scratched their 
chins over the disco beats and it was 
almost impossible to find a DJ.
In hindsight their genius might not 
seem so obvious. Trawling through 
the lengthy list of tunes they’ve 
sampled over the course of their 
career is like peering behind the wiz-
ard’s curtain to find someone else’s 
records playing through a Daft Punk 
jukebox Like all great ideas, Thomas 
and Guy-Man’s musical blueprint for 
success is devastatingly simple. Take 
an expertly chosen sample, proba-
bly lifted from your famous disco 
producer father’s record collection, 
and re-pitch, chop, filter and effect 
the living daylights out of it. Add 
some vocoder every now and again 
and fatten it up with some licks from 
a Moog synthesizer or the odd guitar 
riff, and voilà, you have Daft Punk.

The magic, however, flowed through 
the v/ay they cut and pasted their 
musical childhood into some-
thing new and timeless. As scruffy 

Thomas Bangalter and 
Guy-Manuel de Homem-Christo 
are back with the soundtrack 
to Tron, the biggest film of 
the year. We explore how they 
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12-year-olds, the pair say they 
bonded over “very basic cult teenager 
things like Easy Rider. the Velvet 
Underground”. The euphoric surf 
rock of The Beach Boys inspired their 
first, ill-fated band, Darlin’; an early 
review, in influential music paper 
Melody Maker. branded their music 
“a bunch of daft punk”. Thomas’ 
other early foray into production. 
a blistering collaboration with 
hardcore produce! Manu Le Malin 
entitled ‘The Memory EP’. 
Was not notable - apart from a 
signature guitar sound that would 
later resurface in ‘Homework’. 
“’Homework’ was more of a Chicago 
[house] sound, while ‘Discovery’ 
has influences from house to rock to 
heavy metal and classical.” Thomas 
told Mixmag in 2001.

Veteran house producers yearned 
to take a peek inside their studios to 
find out what gear they were using to 
make their iconic sound.  The com-
pressed filter funk of ‘Homework’ 
was taken a step further by 
Bangaiter’s Stardust project, respon-
sible for the colossal one-hit wonder 
‘Music Sounds Better With You’. In 
its wake came a sustained onslaught 
of vocal filter disco anthems. Chart 
toppers like Modjo’s ‘Lady’. Phats 
n’ Small’s ‘Turnaround’. Armand 
Van Helden’s ‘U Don’t Know Me’ 
and Spider’s ‘Groovejet’ all used the 
pumping vocal discohouse template 
to blow house music into the main-
stream and sell more records than it 
ever had - and probably ever will 
do again.

The musical ricochets didn’t end 
there. 20O4’s ‘Human After All’ 
might not have set the charts or 
reviews sections alight, but it 
summed up the bastardised dance-
rock sound that would later deliver 
the likes of Digitalism and Justice, 
and it bridged the gap between 
techno and the indie dance of 
people like Eroi Alkan and LCD 
Soundsytem (who, just to prove the 

point, had a club hit with 2005’s ‘Daft 
Punk Are Playing In My House’).

Nearly a decade after their last 
successful album Discovery’. Daft 
Punk’s influence is reverberating 
onwards. Busta Rhymes raided the 
Daft Punk sample chest In 2006 and 
gave hip hop a much-needed shot 
in the arm by lifting the hook from 
‘Technologic’ to use on top 10 single 
‘Touch It”. A year later the Gallic 
robots turned up in the video for 
Kanye West’s ‘Stronger’ (the song 
samples the vocal from Harder. 
Better. Faster. Stronger), setting the 
stall up nicely for their comeback 
world tour later that year. Both 
tracks also set the hip hop trend of 
regurgitating house and trance synth 
sounds into the mutant chart rave 
rap of producers like William. And 
the influences extend beyond music. 
Daft Punk’s success in transforming 
from ordinary Joes into dance music 
icons thanks to a pair of helmets 
must have tickled the imagination of 
DeadMau5: another average-looking 
studio geek who became instantly 
recognisable thanks to an iconic 
piece of headgear. ‘Homework’ 
proved it was possible to release a 
major label album without selling 
your soul. Daft Punk’s contractual 
coup with Virgin pulled off the rare 
feat of signing a major record label 
deal that didn’t involve having lheir 

integrity gang-raped by a board 
of directors. “They came from 
everywhere.” Thomas told Mixmag 
in 2006. “but we decided to wait - 
partly because we didn’t want to lose 
control of what we had created. We 
weren’t interested in the money, so 
we turned down |many| labels that 
were looking for more control than 
we were willing to give up.”

Instead of signing their rights and 
creative control away, they retained 
ownership of their music by licensing 
it to Virgin on a deal by deal basis. 
“We have fun changing things from 
inside the system.” Thomas told us. 
“The main factor [for usj is inde-
pendence, to be self-financing and 
self-producing. We said. ‘Look, we 
don’t want to do pictures and if you 
don’t like that then we won’t sign 
the deal.’”

“Even iwhen they signed their first 
deal] Guy-Man and Thomas knew 
exactly what they wanted and how 
to get it.” says Soma Records’ then 
label manager Richard Brown. “They 
are brilliant guys - very, very sussed. 
Thomas’s dad [Daniel Bangalter, aka 
Daniel Vangarde. who was responsi-
ble for many 70s disco tracks, includ-
ing the Gibson Brothers” ‘Cuba’ and 
Ottawa’s D.I.S.C.O.] is a really intel-
ligent man, and I think he definitely 
advised them along the way.”



55

When the threat of illegal download-
ing first reared its head. Daft Life, the 
production company responsible for 
everything, were ahead of their time 
in responding with Daft Club The 
online, password-protected portal 
offered music for free, an ‘if you can’t 
beat ‘em. ioin ‘em’ marketing tool 
that’s now in everyday use by every-
one from Radiohead to 
Matthew Dear.

Daft Punk solve the dance music 
riddle of how to turn geeks into 
celebrities Thomas Bangalter was 
already all too aware of the costs of 
fame prior to releasing ‘Homework’, 
thanks to his famous disco producer 
father. The prospect of success posed 
a difficult problem. “We are just 
regular people,” Thomas told Pete 
Tang. “We don’t look special and we 
are not performers or dancers.” From 
the beginning of Daft Punk Thomas 

and Guy-Man pursued the then 
unlikely goal of becoming successful 
artists without the baggage 
of celebrity.

At first they wore masks in inter-
views, but given the huge press inter-
est that ‘Homework’ bought them, 
it was clear regular masks were not 
going to be enough. Dance music, 
had always struggled to penetrate the 
mainstream because the majority of 
Its key players were faceless studio 
geeks rather than flamboyant stars. 
If they were going to break out of the 
house and techno ghetto they were 
going to need to use their imagina-
tion, “When we started hiding our 
faces it was something less to give 
the authence, so we decided to give 
more back - by creating a universe 
around the music that’s close to how 
we think.” 

Prior to ‘Discovery’ in 2001 . they 
hired an LA props company to design 
the robot helmets (reputedly at a cost 
of $1 4.000. money which the com-
pany later charged the public $65.000 
to replicate). In typical Daft style 
the LEDtoting converted motorbike 
helmets debuted during an adver-
tisement on The Cartoon Network 
that featured Hedi Slimane, then 
chief designer for Dior Homme, who 
in 2004 designed biker-style leather 
suits for the duo.
 Laced in the kind of comic-book 
superhero mythology they idolised 
from an early age. the robot helmets. 
gave the fans something to latch 
onto. “The robots began as a reac-
tion to being shy. but then the idea 
of being an average guy with some 
kind of superpower became exciting 
from the authence’s point of view.” 
explained Thomas. When ‘Discovery’ 

They were vertually unknown, but when they came on and played 
the audience exploded with excitement.
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Jazmine A. Valencie

With low entry barriers, new and 
unsigned artists are now able to 
distrubute their music without 
relying on a record lable. These 
artits control their own intellectual 
property rights. Many are taking 
the singles approach and promting 
their music online. Artists today 

record their music in high quality 
format from their own home. Artists 
now control the distribution of their 
music, without turning over their 
music and rights to the record label. 
The artists now have the opportutn-
ity to account for profits without any 
middleman costs. Mainly the artist is 
free of any creative restrictions that 
are often imposed by a lable. The 
internet provides an immeasurable 
stage for an artist to distrubute and 
develop direct relations with the 
consumer while avoiding unfavor-
able deals and policies from the 
record labels. Nevertheless, disad-
vantages exist for these unsigned 

artisits. The record labels obviously 
have the financial support for tours 
and bigger marketing campaigns, 
somthing that unsigned artists lack. 
Also, the Internet introduves new 
music to consumers worldwide. 
Which means these artists are not 
only competing with major acts, 
but also with each other. But at least 
now all of them have a fair chance to 
have their music heard. This in turn 
gives the consumer more choives 
and more exposure to new music, 
unrepresented by charts and MTV 
monoculture. These new techonol-
ogy trends have  become the new 
life style symbol. The consumer has 
access to their favorite music from 
their cell phone, their laptop and 
even their video games. The user has 
now become the creator of the pack-
aging, the purchase and the delivery 
point of the product, while ignoring 
the role that record labels have been 
playing all along. New technology 
has saved the creativity and purity of 
the music of an unsigned or a new 
artist. Each single an artist creates 
must stand on its own in order to get 
noticed. The arttists are skipping the 
middleman and having connection 
directly with their fans. As opposed 
to the old model, where the connec-
tion was between the artists, to the 
label, then to the fans.  

Impact of Technol-
ogy on the Music 
Industry
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MUSIC & MIND

Gerald M. Edelman, 
M.D., Ph.D.

Developing “neural circuits” or 
pathways of synaptic response which 
causes and retains learning |

“Last October researchers at the 
University of Konstanz in Germany 
reported that exposure to music 
rewires neural circuits. In the brains 

of nine string players examined with 
magnetic resonance imaging, the 
amount of somatosensory cortex dedi-
cated to the thumb and fifth finger 
of the left hand - the fingering digits 
-was significantly larger than in non 
players. How long the players prac-
ticed each day did not affect the corti-
cal map. But the age at which they had 
been introduced to their muse did. 
“The younger the child when (he or) 
she took up the instrument, the more 
cortex (he or she) devoted to playing 
it. Like other circuits formed early in 
life, the ones for music endure. Wayne 
State’s Chugani played the guitar as a 
child, then gave it up. A few years ago 
he started taking piano lessons with 
his young daughter. She learned easily 

but he couldn’t get his fingers to 
follow his wishes. Yet when Chugani 
recently picked up a guitar, he found 
to his delight that “the songs are still 
there,” much like the muscle mem-
ory for riding a bicycle”. The musical 
Brain: Learning window 3 to 19 
years. What we know: String players 
have a larger area of their sensory 
cortex dedicated to the fingering 
digits on their left hand. Few con-
cert-level performers begin playing 
later than the age of 10. It is much 
harder to learn an instrument as an 
adult. What we can do about it: Sing 
songs with children. Play structured, 
melodic music. 
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Marc Weidenbaum

No longer just a disembodied radio 
announcer (think of the iconic and 
elusive Wolfman Jack in the George 
Lucas film American Graffiti), the 
DJ has become a centre-stage cul-
tural figure - performer, composer, 
remixer, sound artist and activist. 
The experimental musician and 
producer has applied his mixing 
techniques to film (reworking D. 
W. Griffith’s Birth of a Nation), to 
soundtracks (accompanying a 2001 
issue of Nest magazine and both of 
his MIT books), and to the archives 
of esteemed record labels (the avant-
garde label Sub Rosa for his MIT 
projects, and reggae label Trojan).

An experimental musician explores 
how technology has transformed our 
cut-and-paste culture.

Mix and mash-up Sound Unbound: 
Sampling Digital Music and Culture 
edited by Paul D. Miller aka DJ 
Spooky that Subliminal Kid MIT 
Press: 2008. 416 pp (plus CD). 
$29.95, £17.95 Marc Weidenbaum

Not every disc jockey has their first 
bookjacket blurb penned by Stanford 
University law professor Lawrence 
Lessig, the publicintellectual face of 
copyright reform in the era of digital 
technology. Nor does every DJ have 
their second book introduced by 
Steve Reich, a leading minimalist 
classical composer. Nor is it common 
for a DJ to have their first two books 
published by the Massachusetts 

Institute of Technology (MIT) Press.

Then again, ‘DJ’ doesn’t mean what 
it used to. No longer just a disem-
bodied radio announcer (think of 
the iconic and elusive Wolfman Jack 
in the George Lucas film American 
Graffiti), the DJ has become a 
centre-stage cultural figure - per-
former, composer, remixer, sound 
artist and activist. DJ Spooky, born 
Paul D. Miller in Washington DC in 
1970, is all of those and more. The 
experimental musician and producer 
has applied his mixing techniques 
to film (reworking D. W. Griffith’s 
Birth of a Nation), to soundtracks 

(accompanying a 2001 issue of 
Nest magazine and both of his 
MIT books), and to the archives of 
esteemed record labels (the avant-
garde label Sub Rosa for his MIT 
projects, and reggae label Trojan). 
He has exhibited at the Whitney and 
Venice contemporary art Biennials, 
and interacted with artists from 
Yoko Ono to death-metal drummer 
Dave Lombardo. A professional 
audio provocateur, Spooky revels in 
the twenty-first-century enthusiasm 
for artistic border-crossing, a phe-
nomenon fuelled by rapid advances 
in technology that have transformed 

Paul D. Miller AKA DJ Spooky is 
an uncommcon among Djs as an 
MIT graduate and having several 
books published

MIX AND 
MASH-UP
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art and communication.

Investigating the nature of that 
transformation is the purpose 
of Spooky’s latest book. Sound 
Unbound is a collection of essays 
that explores the ways in which our 
culture is built on sampling. His 
previous book, Rhythm Science 
(MIT, 2004), defined sampling as 
“creating with found objects”. That 
description makes it easy to connect 
the dots from the ready-made art 
installations of Marcel Duchamp 
to the literary cut-ups of novelist 
William S. Burroughs, to the tape 
manipulations of The Beatles to 

the loop-based music-making that 
defines hiphop. Today’s media 
landscape is characterized to an 
unprecedented degree by cultural 
appropriation, genre bending, net-
worked collaboration and high-tech 
craftsmanship.

Edited by Spooky, Sound Unbound’s 
threedozen essays, interviews and 
poems by various science, art and 
cultural commentators explore 
diverse if interrelated subjects. Bruce 
Sterling reflects on early technolo-
gies that failed to gain the public’s 
support, precedents to the rivalry 
between VHS and Betamax video 

formats. In his tour de force The 
Ecstasy of Influence, originally pub-
lished in Harper’s last year, Jonathan 
Lethem treads the fuzzy line between 
plagiarism and originality and then 
exposes how his essay was built, 
like a model from a toy construc-
tion set, out of other people’s words 
and thoughts. Composers Pierre 
Boulez and Steve Reich (along with 
Reich’s wife and collaborator, the 
video artist Beryl Korot) submit 
to detailed interviews about their 
creative maturations. Musician Brian 
Eno contributes a compact, erudite 
history of bells (taken from the liner 
notes from his 2003 album, January 
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07003). Frances Dyson and Douglas 
Kahn struggle to locate a metaphor 
for navigating today’s digital-media 
saturation. Erik Davis divines the 
spiritual roots and metaphysical 
future of dub music. And Naeem 
Mohaiemen and Ron Eglash focus 
on racial implications in rap music 
and computer circuits.

Spooky emphasizes how the present 
bleeds into the future, yet the book 
is deeply rooted in the past. Jeff E. 
Winner provides a useful history of 
Raymond Scott, the composer and 
electronic innovator. Joseph Lanza 
shows how ‘easy listening’ prefigured 
‘ambient’ as a celebration of back-
ground music. Ibrahim Quraishi 
likens ancient Islamic ritual music to 
modern-day music loops. And in an 
interview that might be mistaken as 
extraneous, long-time albumcover 
artist Alex Steinweiss talks about 
the packaging of music. Given that 
compact-disc sales are diminish-
ing more quickly than the sales of 
music downloads are rising, his 
reminiscences take on the aura of a 
requiem.

Clearly applying his DJ skills to 
editing, Spooky layers seemingly 
incongruous material and lets the 
sympathetic overtones register with 
the reader. As a bricoleur, he is a 
little light on the mortar that binds 
the book: aside from a brief intro-
ductory essay, few connections are 
drawn between the chapters. Some 
bricks are less sturdy than others. An 
interview with electronic musician 
Moby has nothing to distinguish 
it from his countless other inter-
views. Pointillist, anecdotal texts by 
musicians Chuck D, Saul Williams 
and Daniel Bernard Roumain do 
not reflect their accomplishments 
in recordings and in concert. And 
Jaron Lanier, in the book’s cranky 
closing rant, overemphasizes 
hip-hop’s relationship with digital 
technology and under-acknowledges 
the impact of MP3 file-sharing on 

music sales (he suggests that the 
record industry’s decline is caused 
by today’s music being “crummy”).

The absence of biographies for the 
contributors is strange. It would 
have helped to learn that Daphne 
Keller - contributor of perhaps 
the most clearly articulated essay, 
describing the US legal system’s 
adjustment (or lack of it) to the 
digitization of culture - is a product 
lawyer at Google. It would have 

been useful to know that Ken Jordan, 
who writes about digitally induced 
synaesthesia and co-authors an over-
view of networked collaborative art 
with Spooky, is both a founder of the 
entertainment website www.sonicnet.
com and an editor of Multimedia: 
From Wagner to Virtual Reality 
(W. W. Norton, 2001). Readers 
might have liked to learn that many 
contributors are musicians - not just 
Eno, Roumain and Williams, but 
also Vijay Iyer, Pauline Oliveros and 
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Robin Rimbaud (known as Scanner), 
among others.

The book’s index is especially 
haphazard. For instance, multiple 
references to rap group De La Soul 
and to drum-and-bass act 4 Hero go 
unindexed, whereas single-instance 
nods to soundtrack composer Jack 
Nitzsche and rock band Rush make 
the cut. The Boulez interview cites 
Max Mathews, the computer-science 
legend and namesake of the popular 

Max/MSP music software program, 
but he is not in the index because a 
translator mistakenly rendered his 
surname as “Mathieu”.

The 45-track CD that accompanies 
Sound Unbound illustrates and 
parallels the book’s central argument, 
locating a historical foundation for 
today’s innovations. Explanatory 
material beyond the song listings 
would have been appreciated, how-
ever. Segues make unforeseen asso-
ciations, such as when an Erik Satie 
orchestration blends into a Steve 
Reich woodwind piece, suggesting a 
distant precursor to contemporary 
minimalist composition. The set is 
heavy on excerpts from avant-garde 
stalwarts, serving as a primer both 
on early pioneer composers (Edgard 
Varèse, Pierre Schaeffer) and on 
modern figures from the laptop 
era (Ryoji Ikeda, Carsten Nicolai). 
Evident in much of the music is 
how producers such as Spooky and 
Bill Laswell filter existing material 
through their own record collections 
and musical equipment; on several 
tracks, DJs take archival spoken-word 

recordings of Marcel Duchamp, Jean 
Cocteau, Antonin Artaud and others 
and set them against a groovy back 
beat.

DJs may have come a long way 
from the halcyon era of night-hawk 
broadcasters to the brave new world 
of mash-up-happy culture vultures, 
but one thing has remained - success-
ful DJs need to know their audience. 
Perhaps the audience for MIT’s 
publications expects just a little more 
rigour, a little more structure and a 
little more editorial rhythm.
Sidebar

Disc jockeys such as DJ Spooky epit-
omize today’s trend for sampling and 
artistic border-crossing.
AuthorAffiliationV

An experimental musician 
explores how technology has 
transformed our cut-and-
paste culture.



54



55



MIX AND 
MASH-UP
DJS ARE 
POP ICONS

JANUARY 2013


