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The Grain of the Voice Interviews This book brings together the great majority of Barthes's interviews that originally
appeared in French in Le Figaro LittÃ©raire, Cahiers du CinÃ©ma, France-Observateur, L'Express, and elsewhere.

President Barack Obama arrived in Warsaw and delivered an unplanned statement on the brutal police
shooting deaths of two black men that had just occurred within one day of each other, Philando Castile in
Minnesota and Alton Sterling in Louisiana. Since November , it has felt as though a space of sanctioned public
discourseâ€”still in the making since Reconstructionâ€”has once again become smaller and, in a manner of
speaking, unhearing. The video was taken by a store owner who was friendly with Sterling. The shooting of
Castile by police officer Jeronimo Yanez was not captured on video; there is no visual evidence of the event
made by a bystander. There was no rescue that could have been attempted by Reynolds. Reynolds no doubt
imagined the recording would be used as evidence in a court of law. If she herself did not survive the event,
the recording would have already been seen by a public and archived by live stream; her voice would still
testify within it. What does it mean, on an ethical level, for a black woman to narrate the spectacle of a black
death? What does it mean for me, a white woman, to listen to that narrative or read a transcription, knowing
that I will never be called upon to narrate the death of my loved one while it is happening, and then to write of
it, to narrate it to you? To feel emotionally impacted by an image of another person, Kaja Silverman argues , is
to imaginatively project oneself into the visual field. This identification for Silverman can be fractured,
multiplied and redirected in ways that richly expand the parameters of ethical life; but at base, one must be
able to project oneself into the image. In contrast, testimony is to assert that some juridical order has been
perverted for an individual and to seek adjudication. But it is also to critique the boundaries of public life:
Identification cannot be the sole ground of political action around unjust death: If as a commodity, that body
must be exchanged, then as spectacle, that body must also be a projective screen for identification where the
white viewer emplaces him or herself in order to feel sympathy or outrage. Such sentiment, Hartman insists, is
merely feeling for oneself. As Juhasz notes, new media scholar Henry Jenkins describes convergence as the
spreading of media events across mediums and formats. But convergence is, in the term long afforded by
literary discourse, a narrative. Reynolds told the story in real time; one person may have watched the video, in
full or in fragments, and told the story of the event in a status update, in conversation, or in a text message. To
feel oneself to know in advance is to have internalized, but then occluded, the other. I say this because
convergence is premised upon fungibility. At the same time, the singular always interrupts fungibility as an
untenable ground of ethical life. Quite simply, the choice is as follows: When Reynolds narrated what was
happening in the car at that momentâ€”when that narrative is again repeated by people who watched or read of
it, as I am nowâ€”an alternate and urgent relation is demanded by the narrating voice: In this post, I want to
explore how this is the case. I will bring to the discussion my understanding of what has long been a concern
in American literary studies, one that corresponds to the entry of black women into American literature and
public discourse: Under what conditions have black women been called upon to testify and how does this kind
of testimony get mediated? Police shot Lamont outside of his car. The police claimedâ€”and continue to
claimâ€”that he was holding a gun. The presentation of videos mainly confirms a contemporary epistemic and
ethical relationship to the visual, a new twist on an old sensory formation that continues to organize American
social and political life. This post does not focus on the urgent question of how white supremacy has
historically marshaled the black male body within the racialized regime of the visible. Ta-Nehisi Coates and
Jackie Wang are among those who have provided recent and pivotal accounts that orient me as I write. The
question is not, can black death be seen within a white optic? I think the answer is no, it cannot. Time and
again, the amassment of images insists that no amount of video footage can or will change the optic. Race is
no doubt a visible artifact. Can hearing differently augment and change its regime? The problem of a line or
threshold suggests the possibility of crossing and, with it, amalgamation. For Du Bois, the need and demand
for crossing moves in one direction: For Du Bois, this transformationâ€”even in the act of writingâ€”was
intimately linked to song and narrative. At the same time, what does it mean for a black woman to become a
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voice for another, to survive a death and tell the story where another cannot? NYC action in solidarity with
Ferguson. Mo, encouraging a boycott of Black Friday Consumerism. When Castile was bleeding out in
silence, Reynolds took the camera and became his voice for him. The ground was suddenly shifted away from
the visibility, toward audibility. The demand for extra-juridical testimony has remained constant since slavery
and Emancipation and it was the first point of entry for black writers into American literature.
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In his books, with titles like Rikers High, Black and White, and Rooftop, he talks to and about kids on the
edge of survival â€” economically and emotionally. I came to read his work when researching YA about
Hurricane Katrina and found Hurricane Song, one of the best books for kids about the storm and subsequent
flooding. Volponi pulls no punches in his fiction, and in Hurricane Song he squarely tackles issues of race and
how institutionalized racism exacerbates the results of natural catastrophes, causing additional and
unnecessary human suffering. I pretended to read the books we were assigned. Before the in-class discussion
about Catcher in the Rye, I was convinced it was going to be about baseball. Actually, I was uniquely
interested in language. I was the best trash-talker on any New York City basketball court, a skill that kept me
alive and out of fights. Instead, they felt more like dead weight when I tried to read them. Sussman was
reading Huckleberry Finn out loud. My ear pricked up when listening to the narrative of Huck playing a
serious trick on Jim and even using the N-word. Here are a few notables from my personal collection,
basically the ones, well-known or not-so-well-known, that both make me smile and wish that I had written
them. The scenes between the grandmother and the infamous Misfit are tense and satisfying, and the gunshots
still ring in my ears whenever I reread the story. Paul Griffin, Stay with Me. This is an amazing instance of
how an urban romance and a rescued dog equal a hard-edged blissful sound. Several years ago, I was lucky
enough to hear Griffin, himself, read from the book to a room full of students. It was pure and truthful. John
Steinbeck, The Grapes of Wrath. Greg Neri, Chess Rumble. A story of free verse at the chessboard. An
year-old gets challenged to fight his battles with pawns and rooks instead of his fists. The voices simply
resonate as Little Big-Man and a streetwise chess master find their way from square to square. The voices are
stark yet cutting, creating a narrative relatable to anyone who ever put pen to paper. The multiple voices and
styles here remind me of a patchwork quilt. I find myself replaying the voices in my mind, like songs with
shifting keys and melodies.
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He heralds the grain of the voice, or 'genosong', as a form of bodily communication that circumvents the laws and limits
of the linguistic sphere, and reveals the materiality of language from within.

Demonstrate an understanding of some of their critical theories and apply their written work to any area of
popular music. The notions of author and text that exists within post- structuralism can be considered to be
multidisciplinary within the field of cultural studies and as a result of its heterogeneous nature can be applied
to areas such as art, literature and music. Notable scholars that have written influential pieces within
structuralism and post-structuralism include Jacques Derrida, Michel Foucault and Roland Barthes. The
literary theorist Roland Barthes has written particularly about the issues that are situated within the hypernyms
of structuralism and post-structuralism. In order to gain an understanding of the theories written and discussed
by Roland Barthes, it is essential to provide contextual information about Barthes and attempt to recognise
what some of his theories mean. Therefore, post-structuralism accepts the reconsideration of traditional
structures and creates alternatives in order to challenge the norms and structures established by its predecessor.
Elements of post-structuralism can be observed within the writings of Roland Barthes, particularly when
concerned with the relationship between the perceived author and observer of a cultural text. Roland Barthes
spent most of his career writing about authorship and the intertextual role that the perceived author plays
within a cultural text, this is particularly evident within one of his post- structuralist works titled The Pleasure
of the Text. Within the Pleasure of the text, Barthes separates his perception of the two types of text that exist
within literature into two distinct taxonomies: The text of pleasure plaisir and the text of bliss jouissance.
However, it is argued that the original intention and state of mind of the author may not be entirely known to
the reader of the text, this argument may be particularly valid when concerning the authorial authority of a text
in popular music. The two taxonomies can be used to describe the pertinent areas of performance. According
to Barthes, the grain of the voice is particularly important to the notion of author and authorial authority within
popular music â€” and indeed any cultural text. This implies that it would be impossible for the reader to truly
understand the state of mind of the author and that the only clue that aids the reader towards that conclusion is
through the signifiers represented by the grain the deep breath between lyrics to connote emotion and the
volume of the vocals that could suggest angst It has been established that the grain of the voice can be used as
a way of creating the effects that the performance has upon the reader such as breath and tonal qualities of the
voice to connote authorial intent; however, it is also important to gain an understanding of how the grain of
voice decodes the signifiers of the performance. Therefore, not only is the perceived authorial intention
interchangeable within a text, it could also depend upon the cultural norms, values and belifs of a person as to
the potential misunderstanding of the signifiers within the text. The author of a text becomes the only
transcendental signifier in a text because the author remains throughout the beginning and until the end of a
text â€” and indeed every text. To summarise, it is evident throughout that there are instances of authorial
authority within a cultural text and indeed texts and performances in popular music. It is the author that is
present throughout the text and that meaning and intent can be contributed to their writings. Bibliography
Allen, G The Pleasure of the text. The Key Concepts, Oxon: Some Like It Dubbed: J Music, Text and
Translation. The death and Return of the Author: Criticism and Subjectivity in Barthes, Foucault and Derrida.
Key Concepts in Popular Music.
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In this series, called YA Hit List, we invite authors of young adult and children's literature to tell us about some of their
own favorite books, the ones that helped shape them and the ones.

Barthes regards the presence of the body in the voice as a positive, desirable effect. For the purpose of this
paper, I will be discussing the use of the digital grain in two very dissimilar songs: Instead of accepting the
adjective as the primary way to discuss music, this technique discusses the music entirely outside of the use of
adjectives, and focuses on descriptions of how the body produces the sound of the voice. For example, in
listening to someone play the piano, the grain would be hearing the use of the body in the sound of the
instrument; such as the flatness of the fingers of a pianist. Whereas in analog reproduction the quality of the
work diminished with each reproduction, digital reproduction maintains quality indefinitely. University of
California Press, Generated by the listener, it creates an image of physicality, which accompanies the sound.
Is the grain still there, or can it only be sensed with an accompanying visual or, in other words, a live
performance? In the creation and consumption of popular music, and especially pop and by pop, I mean top
pop music , the digital, technological dimension of music has become naturalized. The very fact that music is
recorded and played-back on ever evolving, technology-based devices is not something that one considers
very often when listening to music. We merely take it for granted that we can access recorded sound and,
furthermore, we do not realize the extent to which this recorded sound has been altered by digital technology
before reaching our ears. In live performances, even more so than recorded music, the use of technology has
been normalized. Take, for example, technology, such as the microphone and the loudspeakers, where we see
the origin of the split between performer and technology, or performer and recorded sound. Jonathan Burston
has noted that this has become particularly evident in musical theatre since the advent of radio microphones.
There is a marked difference between the sound emanating from the singer and that from an outside source. It
appears as if the live performers are lip-syncing to themselves when, in actual fact, it is a live performance.
This split between performer and sound becomes increasingly pronounced with recorded music. Ignoring, for
the moment, music videos and music television shows, the recording itself completely separates the music
from the body from which it initially came from. Even in the recording process, pop songs are rarely created
from one originating source: The flow of popular music production standards has worked to eliminate this
image and to widen the gap between the bodies of performers and the sound of their music. On the contrary,
the current conditions for the production of the music object work by removing the social body and replacing
it with a homogenous, universal absence: Now everyone can sound perfect; everyone can sound the same; but
the problem with this is that he is ignoring the wide variety of genres within popular music and their different
aesthetics. We, as consumers, do not often question how singers, such as Britney Spears or Madonna, achieve
their tonal perfection, but when those, such as Thom Yorke, or Cher in Do you believe in life after love,
purposely alter their voices digitally, we may step back and understand that the former, as well as the latter are
not natural sounds. These are not sounds which could emanate from a body, further removing the sound from
the image. Questions that need answering are: As Douglas Davis has argued in The Work of Art in the Age of
Digital Reproduction, in digital sound reproduction, as opposed to analog reproduction, the quality of the
recording is essentially maintained throughout infinitesimal reproductions. The quality will never diminish,
because you are not reproducing the actual sound, but merely a digital copy of the sound,10 but does the
recorded reproduction maintain the same aura as the live performance? I would have to argue that the
recording cannot be conceived as part of the live performance. Considering how popular music is created
within the studio, there is no way you can compare the two. The recording becomes the event, the object to the
studied and listened to. There is basically no purpose in comparing the 8 Ibid. I would argue that the aura is
maintained in the recording. As an artefact, the recording has its own aura, its own place in time and space that
should be acknowledged. Britney Spears and Radiohead are two entirely different popular music artists. While
Spears has gained much of her success through her images of stardom, or commodification, as represented in
various popular media, Radiohead has tried to become the anti-star, making themselves very inaccessible to
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the public, and even to their fans. This distancing has had a counter effect, making them even more popular,
almost an enigma of sorts, especially amongst the indie crowd and other elitist music listeners. Discussing
these two artists, in regards to their digital grain, allows us to compare them using alternative terminology
from the norm. Instead of using the established codes for each different genre, we can discuss them according
to their use of technology. These two, very distinct artists use technology in diametrically opposed ways, one
to gain, and the other to alienate consumers. While Spears uses the digital grain to draw consumers in through
obvious imagery creation, Radiohead uses technology to eliminate the band as image, thereby alienating a
large demographic of consumers and reinforcing the notion of the death of the performer. Listening to Toxic,
it is quite obvious that this song has been digitally enhanced. While I am concerned about the vocal line, the
instruments backing her vocal are obviously not acoustically produced. They are a string of digital instruments
used to create a wash of sound. It is hard to distinguish what, if any, sounds are produced from real
instruments. Then there is the hard- pounding bass which is used to stimulate movement, as a means to
encourage dancing and dance culture. In regards to the vocal line, like many pop songs, it has probably been
constructed word-by-word to ensure that the phrase sounds as close to perfection as possible. Also, it is highly
likely that digital enhancers have altered the pitch, in order for it to also be perfect. It is common knowledge
that Spears rarely sings live, but when she does, it becomes quite obvious that she is not as talented as her
recordings suggest. It is a key moment in the song, making us aware of the digital grain unlike any other, but
because of music videos and her image of stardom, we still want to believe that it is actually her. The image of
stardom surrounding Spears makes it almost impossible to separate the performer from the recording through
the digital grain. While the digital grain could signal the death of the performer in other artists, for Spears, her
image is too central to her music. She is a spectacle, and will never be removed from her image. When one
listens to her music, her image is easily brought to mind, because it is so omnipresent. She is her music, and
the digital grain is her voice. From her beginnings, the voice has been altered, so we have been indoctrinated
to believe that is the true Spears. The technology that encompasses the digital grain draws the audience in to
visualize Spears, to visualize her singing and performing the songs in all her spectacle. Her voice is still
human enough to allow for others to sing along, and in singing along, one feels connected to and, in a sense,
has a feeling of knowing Spears as a person, not just as a performer. On the other hand, Radiohead uses the
digital grain to distance and alienate themselves from their audience through the removal of the image of the
performer. The digital grain is obvious in Kid A, but in a different way from Toxic. In contrast to that defining
moment in Toxic, where the grain becomes obvious, in Kid A, the digital grain is obvious throughout the
whole song, thereby calling attention to the technology and essentially, problematizing it. As with Toxic, Kid
A was created in the studio, but unlike Toxic, Kid A was not aimed for music video production or live
performance. Radiohead does perform Kid A in concert, but then the vocal line is not digitally altered,
drastically changing the effect of the song. Radiohead has built their career without much media exposure.
This has perpetuated the death of the performer ideology. Kid A, in particular, is an example of the death of
the performer through the digital grain. Without an image of the band, built up through media outlets, it is
much more difficult for consumers to form a visual image to accompany the music. For Radiohead, there is no
live performance. The digital grain, which is created in the studio, is the performance. Spears, when she
performs Toxic, does so to a backing track of the recorded version of the song; whereas Radiohead performs
the song without lip-syncing, thereby removing the digital grain of the voice in a live performance. In
conclusion, the question that needs to be addressed becomes: If pop music cannot exist without the image,
why would people want to buy recorded music? Artists, such as Britney, have shown that image pervades the
death of the performer. There are many outlets in which an image can be created, and in a media-focused
world, they tend to be difficult to ultimately forget. On the other hand, though, we have artists, such as
Radiohead, who have purposely denied the public the omnipresent image, yet still maintain great success.
Their music is separate from the image and, as such, creates a different listening effect in consumers. The
music remains more of a mystery, more of an enigma to be discovered. Personally, I do not believe that to be
true at all, which is why I have presented these artists the way I have today. The digital grain allows for such
comparisons, as I have said. It allows for music to be discussed using different terms, slightly removed from
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social baggage. Of course, music can never be entirely removed from social issues and, as such, this theory is
mainly theoretical at the moment. Nevertheless, it draws our attention to aspects that have become normalized
and internalized, aspects which unite the music more than they separate it. Works Cited Benjamin, Walter.
The Responsibility of Forms: Critical Essays on Music, Art, and Representation. Listening Pleasure and the
Popular Music Object. New York ; London:
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The Grain of the Voice Words Feb 24th, 5 Pages These emotions can be presented in many forms in the realm of
acting, but the voice plays the biggest role in all of this.

Sounds disconnected from their contexts of reception rarely answer our questions about the past, but merely
make for new listening experiences in the present. I had actually never expected to hear it again, as she died in
However, I thought I had already made peace with the passing of her beloved throaty crackle into the world of
furtive dreams and spotty memory, until one night in , when this loss was suddenly found. Somewhere around
two a. Once you are past a certain age, the shrill peal of a telephone after midnight can be downright
terrifying. Someone is calling from jail. My hand hovered over the receiver for a second, as I rubbed my tired
eyes and steeled myself for whatever might be at the other line. Silence, for a second. I borrowed it, and like a
good sister, I returned it. At the time, I thought there would be plenty more opportunities to have deep convos
with Grandma. The sounds magnetized on that tape seemed to resurrect her and mock the promise of that hour
of conversation, when we had no idea what lay ahead. Even though I made the conscious decision not to listen
to the tape, I let the thought of her audio presence haunt me for five years. I could not escape the thought of
her voice both in my memory and in this new audio embodiment. Oddly enough, I surrounded myself with
pictures of my Grandmother as remembrancesâ€”cheeky s shots from her youth as well as seasoned photos of
us togetherâ€”but those images brought me cool comfort. Their framed borders demarcated a long-gone past.
When my chest got too tight, I could look away. Not so with the vibrations of her voice, which sounded out
the contours of her absent body. Her voice threatened too much wonder, and with it, an attendant dose of
insatiable longing. Unlike the frozen photographic slices of life, the sound had an animated heft to it.
Ultimately, I was unable to listen to the tape through my own ears. The new relation between the two of them
allowed me to fashion another set of ears; I became a new listener, connected to the voice by life rather than
death, by shared possibility rather than the solipsism of grief. So on a snowy night last January, I finally
pressed play. With my infant son in my arms, I listened, at long last, to that beautiful crackling voice spinning
stories of her childhood in Iowa and adult life in California. Ironically, I almost immediately realized there
were actually two dead voices on that tape.
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To ask other readers questions about The Grain of the Voice, please sign up. Be the first to ask a question about The
Grain of the Voice Barthes mÃ¼thiÅŸ bir adam, Ã§ok derin ve aynÄ± zamanda duygularÄ±nÄ± da rahatÃ§a aÃ§abilen
bir gÃ¶stergebilimci. Bu sÃ¶yleÅŸilerden aklÄ±mda kalan ilk ÅŸey, esasen.

From my limestone grave, a foreign voice came out. In-crypted, I wrote myself out into a make-believe. For
the impossibility of saying nothing. Of not saying anything. For the sheer possibility of putting death to death.
Both texts invite the reader to read them as fiction: The citation may be said to cut across some ambient noise
or noisy silenceâ€”the world of the mother, the noise that covers the dark presence ofDas Ding nonetheless
made manifest in ringing echoes. It is, I believe, to silence these funereal echoes that I intuitively changed tack
during the writing process. I drew away from sense to play with the whiteness of words and with the blanks on
the page, the blanks themselves functioning as stop-gaps to meaning. I moved away from the metonymic axis
of language to approach with extra care some truth I sensed to be inscribed along its metaphorical axis. This
flight into poetry was valuable. It also enabled me to avoid the crippling anxiety that foreshadows an
encounter with the real of madness. It may indeed have prevented such a horrific encounter. This definition of
the semblant highlights its double function, which is of veiling and of drawing our attention to this veiling. It
takes the empty place that allows the element that is found there to take the place of the agent. The discourse is
founded in place of the semblant Tizio, , because it is the agent that specifies the way jouissance is treated. In
every discourse, the semblants are supported in different ways and each has its foundation: S1 appears as the
semblant of command, S2 as the semblant of knowledge, objet a as semblant of jouissance. Thus each one has
a status as important as that of the other. However, these semblants are different by way of their specific
relationship to jouissance. One must not forget that a discourse is a mechanism that finds its main application
on jouissance, which is to say that it has a civilising function, but that it cannot render this kernel conscious,
which, although foreclosed, and therefore real and unconscious, struggles for articulation. We are dealing with
some other umbilicus of discourse, the one Freud discovered in dreams as resistant to interpretation: To be
more precise, it is the letter in its phonetic guise, or the phoneme as grain of the voice. The question is what
nothing do these cover? There is an eloquent silence here in terms of the genetic family connection which the
piece seems on the surface to be seeking. The comparisons are all based on the connections between inanimate
objects and components of voice though, as well as on the shared activity of writing. On closer inspection, the
lack of any mention of the physical maternal connection would seem to undercut the familial link which, of
necessity, requires women to give birth to succeeding generations. This deconstructs the familial connection I
was trying to construct, or at least reconstruct in some absurd teleological gesture, and puts more stress on the
shared activity of writing as an imaginary bond. Here is an index of the progression from the imaginary to the
symbolic, as willed images of similarity are deconstructed by the very linguistic matrix through which they are
expressed. The Other with which the I of the text will define herself has changed radically from the context of
the family evoked in the opening paragraph, with its evocation of acts of nurturing, to the more lettered
context of a poet, with her literary productions. The thrust of the writing is from blood relations to semblant,
from sang rouge to sang blanc. Indeed, instead of signalling the jubilant experience of speaking, it signals that
death is lurking somewhere in the background. It is the phonetic properties of the letter as spoken by the voice
which evokes here the deathly quality of the mother tongue. In Lacanian terms, the voice, of course, is a
symptom of what is left over from speech, an uncanny object that exceeds symbolisation. But what the voice
in the fiction that is poetry in a second language insists on is the gap between the repetitive, reminding nature
of desire and the warning, the death that will finally close the gap that desire produces. The difference is in the
excess, the irrational element that makes the presence of the voice all the more mysterious. The voice appears
to be intensely personal and yet as Barthes reminds us in his own work, even in the consistency of its message
it expresses nothing of its message Barthes, []: What it expresses is the real of trauma with all its deathly
intonations and connotations. The voice here belongs with death. The voice is both inside and outside. It
accompanies an anxiety that warns against the death of the subject. The speaker is attempting to escape the
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truth of the chilling desire or thrill produced not by the message, but by the voice without trace or body. What
the semblant covers is nothing. However, the anxiety this nothing gives rise to is the anxiety that surrounds the
truth of death. It is the truth of being as make-believe, of life as artefact bought on tick. For the writer, though
identified with the dead one, does not assume the place of death, only the place of the cadaver. If I were to
write in my mother tongue, the story would be different. It is the impossible. It is the ultimate blank. Why is
white white?
7: THE GRAIN OF THE VOICE by Roland Barthes , Linda Coverdale | Kirkus Reviews
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8: Roland barthes the grain of the voice essay
Although the late Roland Barthes says at one point here that he does not like giving interviews, this volume contains 39
of themâ€”and still others, according to an editorial note, may also have taken place.

9: Project MUSE - Grains of the Voice
The Grain of the Voice or the Contour of the Ear? One of the most exciting possibilities emerging within sound studies is
the emphasis on the listener and his/her role in shaping a sound's meaning and content.
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