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ARKESTR ATED RHY THMACHINE
KOMPLEXITIES:
MACHINIC GEISTERSTUNDE
AND POST-SOUL PERSISTENCIES
ARK

T h e A R K p r o j e c t b e g a n a s a d r u m - m a c h i n e c h o i r, thrown together
i n 2 0 1 8 o n t h e o c c a s i o n o f a n e x h i b i t i o n a t t h e M u seum of Applied
A r t s i n H a mb u rg : M o b i l e We l t e n o d e r d a s M u s e u m u n s erer transkulturelle n G e g e n w a rt [ M o b i l e Wo r l d s o r T h e M u s e u m o f Our Transcultural
P r e s e n t ] , a mo t l e y a s s e mb l y o f q u a i n t o l d - f a s h i o n e d m a chi nes, sp ea ke rs , a n d c a rr y i n g c a s e s c o a t e d i n i mi t a t i o n l e a t h e r or w ood veneers,
p l ay i n g s y n t h e s i s e d r hy t h m s a t t h e p u s h o f a b u t t o n . It is the epitome
o f s o m e k i n d o f p s e u d o t e c h n o a e s t h e t i c , a s l e e k m achinic imitation
o f s e e mi n g l y h u ma n a r t i s a n s h i p . B u t t h e re i s mo r e to i t tha n meets
t h e e y e . S o me t h i n g p e r v a d e s t h e s e u n i mp o s i n g a p p a ra tuses li ke a te n a c i o u s s w a t h e o f m i s t , b i l l o w i n g t h r o u g h t h e i r c orroded circuits,
c l i n g i n g s t u b b o r n l y t o t h e i r d u s t y s u r f a c e s . T h a t ’ s how it is, with
g h o s t s a n d m a c h i n e s . N o t t h a t t h e A R K d r u m - m a c hine choir seeks
t o e x o r c i s e o r i nv o ke a ny g h o s t s i n t h e m a c h i n e . I t simply lets these
r e s t l e s s m a c h i n i c s o u l s p o p u p a n d p l ay t h e i r p a r t . I t aims to make of
t h e m i t s f a mi l i a rs . Le t ’ s c e l e b r a t e t h e ma c h i n i c G e iste rs tu nd e [witch ing hour]!
But hold on! »Drum machines have no soul!« This
old reproach is as persistent as any belief in ghosts
in the machine. And as, for example, Louis ChudeSokei has recently shown, it imbues the notion of
machine with a recurrent diehard trauma. Since
time immemorial, »The soul« has served as a brutal battleground for negotiations over »humanity,«
one on which a white-male-dominated so-called
»humanism« has denied a soul to all that it deems
technologically or racially »other.« Which is why,
when Kodwo Eshun wrote his manifesto More Brilliant Than The Sun some twenty years ago, he celebrated Post-soul machinic musics as »anti-humanist« in the emancipatory sense of the term, that is,
as a sonic refutation of the endlessly brutal production of difference that goes on in the name of a
tremulously soulful »humanity.«

The panel of preset-buttons of the Maestro Rhythm King
MRK-1. Photo: Hendrik Frank.

This is also why the ARK drum-machine choir chooses not to pursue a classic, glossy, technoid aesthetic. Once again, the Post-soul machine takes a
very different path than the chest-beating, macho,
and kitsch techno fetishism of long-outdated futurisms – kitted out in crumbling vinyl and fake wood
veneers instead of highly polished chrome. The future here is no longer synonymous with a teleological march headed for apocalypse across the killing
fields of history. The future now takes the form of
rhythmic revolutions per minute in a variety of temporal dimensions. The future is the sheer potential
for other and diverse temporalities. Any rhythmic

pattern is a form of anti-teleological temporal persistence. It holds (onto) something inasmuch as it
keeps it in perpetual motion. And this something
thereby also steps out of line. It drifts. Rhythmic
time is not hauntologically awestruck by the sublimity of unredeemed futures past. For it knows that
such futures always have been, are still, and will
forever be nestled in the present.
So just what is it that so persistently clings to
and pervades these machines, refusing to be dispelled? Which Post-soul ghosts haunt their sounds
and patterns, or flit around their casings? Perhaps
the truly spooky thing about these machines is how
much they want us to believe in those little ghosts
of their own, within them. Certainly this drum-machine choir invokes the ancient forebears. Long
button bars of rhythms conjured on the dusty casing of machines from the 1960s and 70s go under the name »Afro« or »Latin American,« for example. Pre-set categories that, at the mere flick of
a switch, neatly divide the world of rhythm into a
discrete series of supposedly clearly rooted patterns, and that serve thus to preserve and perpetuate cultural concepts based on a long-obsolete
notion of linear genealogy. These simple switches can be read all of a sudden as a postcolonial atlas. They render navigable a wieldy collection
of allegedly »roots« rhythmic idioms, put a handle
to them, quasi, to make a conveniently packaged
takeaway. Lineage and ancestry are newly recon-
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figured from a pile of transistors, diodes, and resistors. Yet it is precisely this belief in linear genealogy that drives the brutal phantom of distinctions
made on grounds of ethnicity and »race« deep into
the depths of these seemingly innocent and ingenuous machines. And such distinctions are not
found there alone, but also in the latest updates of
electronic and digital Musicking Things, the interfaces of which to this day drool with ethno kitsch.
Simultaneously, however, the pattern’s unbroken
revolutions per minute or the machines’ incessant
operation blurs the latent brutality of such definitudes, or better: even renders them ambiguous.
When machines suddenly began grooving in the
1970s – in the hands of Sly Stone or Little Sister,
Shuggie Otis or Eddie Harris, to name but a few –
»getting into the groove« initially and primarily implied riding high on rhythmic ambiguities. Rhythm
may on the one hand mean nothing but taking the
exact measure of musical time, but it is this act precisely – that of definitively quantifying time – that
allows time itself to be given shape. Groove is accordingly the creative play with and within the ambiguities that occur in the interstices of any strict
beat. While the binary counter of classical music
theory eradicates such interstices – or in-between
spaces, one might say – machinic interplay lets
their patterns groove.
Funk has always already been a machine in this
regard. And the reverse likewise holds true, as in:
technology has always already been funky, inasmuch as it can never be reduced solely to the logic
of its circuitry, i.e. to its technologic. So let’s spin
that one more time: funk has always already been a
machine. Just take, for instance, Anne Danielsen’s
work on the pleasure politics of James Brown and
Parliament/Funkadelic. Take Tony Bolden’s work on
the kinetic epistemologies of funk. Funk has always
ranked among the most progressive rhythm technologies ever deployed to interweave several divergent temporal levels in the strictly binary-based
logical beat of established music theory. »Everybody on The One!« On the fundamental count of
»The One,« everything comes (back) together. Before and after that there is room for all kinds of
cross- and counter-rhythmic complexities, but
they all come (back) together on »The One.« Incidentally, the Rhythmicon – the first ever electronic rhythm machine that the avant-garde composer Henry Cowell commissioned Leon Theremin
to build for him around 1930 – works in a similar
yet totally different fashion, simultaneously letting
loose sixteen different rhythmic pulses that, as in
the overtone series, make an integral multiple of a
basic beat. Cowell used the machine to develop
a kind of rhythmic harmonics; and he also strove
to compose rhythmic constructs of greater com-

plexity than the strict binary counter of the crotchet, quaver, semiquaver, and so on. So let’s hear it
now, one more time: funk has always already been
a most complex time machine.
The devices assembled in the ARK drum-machine
choir are somewhat younger than the still classically modern Rhythmicon, all dating from the 60s
and 70s of the last century. And ironically, they do
precisely that for which old-fashioned rhythm theory was just – for funk’s sake – reproached above:
namely, they measure musical time by a binary
beat. An array of proto-digital circuitry is hidden
within their veneer-coated wood cases: cascading rows of binary switches that are tasked with
the technical translation of the unceasing passage
of phenomenological time into a disjunctive sequence of singly addressable points in time. One
of the most passionate debates in the philosophy of time is turned into hardware at the heart of
these machines, without skipping a beat. Rhythmic time is technical time is switchable time. In
the rhythm machines of the 1960s and 70s we find
a phenomenon which, in computer technology of
that same period, had long-since disappeared below the narrow frequency bands of human perception: time is technically discretised, and at such a
speed, moreover, as to span a new (dis-)continuum
of technical feasibility above and beyond the gapridden sequence of points in time.
Hence, technical circuitry too opens up an interstice, an in-between space that is vastly more complex and diverse than its strictly binary ambiguity
ever suggests. Eleni Ikoniadou writes that »Rhythm
may be one way humans have of accessing the
subsistence of a more ‘ghostly’ or subterranean
temporality lurking in the shadows of the actualised digital event« (Ikoniadou 2014, 7) in this era
of universal digitisation, in her view, rhythm – and
hence technical time, too – becomes the Geisterstunde [witching hour] of the undead fuzziness of
binary code. In the latter’s timing, a specific ghostliness of the still supposedly soulless realm of (not
only digital) technology becomes apparent. For
after all, even the strictest binary switching takes
time, just as the smoothest ever technical processing takes time. But technical operating time, one
of the primary features of any technology, is a key
guideline for any »human« operational procedures,
as anyone who has ever found themselves stuck in
front of a frozen monitor knows. Rhythm is haunted
by the Post-soul Maschinenseele [machinic soul].
What this might mean for sound culture can be
gleaned for example from Sly & The Family Stone’s
uncanny album of 1971, There’s A Riot Going On.
Without his Family Stone, indeed more or less exclusively accompanied by his non-human Maestro
Rhythm King – or funk box, as he lovingly called it –

Top: The preset switch of the Wurlitzer Sideman, the first mass-produced electro-mechanical rhythm
machine. Photo: Hendrik Frank. Bottom: A stack of rhythm-machines: the Keio Rockmate, Wurlitzer
Swinging Rhythm, BOSS Dr-55, Ace Tone Rhythm Ace FR-2L, Wilgavox 2000. Photo: Hendrik Frank.
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Sly rasps his way through a fantastically spine-tingling multi-track duet with himself on »Just Like
A Baby,« albeit swathed in the protective drapes
of tape noise. The same rhythm machine runs in
absolute slow motion also during Shuggie Otis’s
spectrally drawn-out instrumental track »Pling,« on
his Inspiration Information LP of 1974. Otis stretches to the max that in-between time of the rhythm
machine while throwing in some tough and tight
Fender Rhodes chords for good measure. And it’s
probably nothing other than a Maestro Rhythm King
clattering away below the mighty horns on Bob
Marley & The Wailer’s Rastafari proclamation »So
Jah Seh,« likewise from 1974.
These early forms of machinic music never stood
in awe of the shift-shaping ghosts in the machine.
They simply played along with them, invited them
to join the band, took them seriously as non-human players. Hence the recordings and gigs of that
era attest to wholly new collectives built around
the machines – collectives that functioned in other
ways than the familial model of the band. In 1972,
at the height of the Vietnam War, Timmy Thomas
sat down alone at his electronic Lowrey Organ with
its in-built drum patterns and asked: »Why can’t we
live together?« There may be a certain pathos to
channelling major questions about the potential
for (no longer only human) co-existence through a
few trivial technical devices – and yet, on the other hand, Anna Loewenhaupt Tsing’s parable, The
Mushroom At The End of The World (2017) marks a
most urgent endeavour, if not so much to answer
these haunting questions then at least to articulate
them afresh; for the anthropologist draws artfully on
the matsutake mushroom to explore a radical postanthropomorphic collective. In light of this unlikely
candidate, a mushroom that thrives in landscapes
disrupted or ruined by capitalism, Loewenhaupt
Tsing inquires into what it might mean to live with
all the uncertainties that accompany the inescapable co-existence of so-called humankind and all
other creatures on a ravaged Planet Earth.
The ARK drum-machine choir makes a similar endeavour but by other means. The machines it assembles are all allowed to bring along the faces
and ghosts that stubbornly haunt them. Yet their
incantatory revolving patterns sing the praises neither of the motherland nor of ancient forebears but
of the critical knowledge circling palpably on their
surfaces, detectable in their sounds: a knowledge
of the legitimacy of technological agency; a knowledge of the incessant flow of topophilia and the localisation patterns of sound technologies (IsmaielWendt 2011); and, not least, a knowledge of the
depredations and traumata spawned by »human«
constructions of difference. The rhythm pattern is

a non-human memory: rhythmatic random-access
memory. Against the backdrop of such rhythmic
memories, the currently pressing questions about
the potential for new collectives in light of digital
cultures may well take a different course. However,
the witching hour that the choir announces marks a
call neither for techno-utopian hopes nor machinic
voodoo likely to appease the destructive forces of
technological agency. The ARK choir aims instead
to familiarise itself with those distressed and eerie patterns and problems disgorged in the most
unexpected places by that »difference machine«
known as humankind: those built from a heap of
transistors and resistors, for example, and packed
into slowly yellowing plastic coatings.

ARK (Arkestrated Rhythmachine Complexities) is a
changing association of musicians, producers, writers, scientists, and electronic MusickingThings, who*which perform heterochronicity and multi-track knowledge, looking
for post-representative sound formats. It consists, among
other, of Johannes Ismaiel-Wendt, Sebastian Kunas, Malte
Pelleter, the Maestro Rhythm King, Sarah-Indriyati Hardjowirogo, Ole Schwabe, and the Wurlitzer Side Man.
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Top: The Korg/Keio Minipops 3 (left) and one of its many copycats, the Aria Diamond. Photo: Hendrik Frank.
Bottom: The Korg Rhythm 33. Photo: Hendrik Frank.

CTM 2019
PERSISTENCE MAGAZINE
Published on the occasion of CTM 2019 — Festival for Adventurous Music & Art, www.ctm-festival.de
PUBLISHER
DISK — Initiative Bild & Ton e.V., Veteranenstraße 21, 10119 Berlin, Germany, ©2019
EDITORS
Jan Rohlf, Annie Gårlid, Taïca Replansky, Ollie Zhang, Dahlia Borsche, Andreas L. Hofbauer
CONTRIBUTORS
A Tribe Called Red, ARK, Gabber Modus Operandi, Indra Menus & Sean Stellfox, Jan Rohlf, Jessica
Edwards, Jon Davies, Josh Kun, Kamila Metwaly, Khyam Allami, Lindsay Nixon, Linn da Quebrada, Luise
Wolf, Mariana Berezovska, Ollie Zhang, Salomé Voegelin, Stefan Fraunberger, Tai Linhares, Tim Tetzner
TRANSLATORS
Jill Denton, Alexander Paulick-Thiel, Hailey Kaas
GRAPHIC DESIGN
Marius Rehmet (VOJD)
ISBN 978-3-9817928-5-0

CTM TEAM

PRODUCTION, FESTIVAL MANAGERS
Amelie Lill, Birgit Voigt, Lilli Ebert, Nai Fowler,
Sara Smet, Sarah Lauzemis

PROGRAMME CURATORS & FESTIVAL DIRECTION
Oliver Baurhenn, Jan Rohlf, Remco Schuurbiers

COMMUNICATIONS & PR
Taïca Replansky, Jan Rohlf, Ollie Zhang

CO-CURATORS MUSIC PROGRAMME
James Grabsch, Michail Stangl

GUEST MANAGEMENT & SPONSORSHIPS
Zuri Maria Daiß

CO-CURATORS DISCOURSE PROGRAMME
Dahlia Borsche, Taïca Replansky, Ollie Zhang,
Peter Kirn

IMPLEMENTATION COORDINATOR
Veit Gebhardt

MUSICMAKERS HACKLAB
Peter Kirn, Lintang Radittya, Andreas Siagian
CURATORS PERSISTING REALITIES EXHIBITION
Martin Craciun, Natalia Fuchs, Nicole Gingras,
Eric Mattson, Antje Weitzel
PROGRAMME CONTRIBUTORS
Amir B. Ashrafzadeh, Ata Ebtekar, Hesam
Ohadi, Gratia Napier, LSDXOXO, Paul Oomen,
Shahin Entezami, Tengal, Through My Speakers,
William Russell, Wok the Rock, Yuen Chee Wai,
Zviad Gelbakhiani
FESTIVAL MANAGEMENT, FINANCE &
ADMINISTRATION
Karen Grzemba, Philip Gann

FESTIVAL ASSISTANTS
Alexandra Langendorf, Johanna Wenzel,
Julian Kraus
EXHIBITION DESIGN
Raumlabor Berlin
TECHNICAL COORDINATOR
Tobias von zur Gathen
PRESS OFFICE
Guido Möbius, Birgit Raija Merkel
SOCIAL COMMUNITY MANAGER
Maria van den Berg, Daniel Jones
GRAPHIC DESIGN
Marius Rehmet (VOJD)

105

VIDEO TRAILER
Oliver Thomas & Marius Rehmet (image),
Slikback (sound)
WEB PROGRAMMING
Stefan Schreck (Feature Laden)
EDITORS WEBSITE, SOCIAL MEDIA, MAGAZINE
Taïca Replansky, Ollie Zhang, Jan Rohlf, Annie
Gårlid, Jon Davies
TRANSLATION
Henning Lahmann
PHOTOGRAPHERS
Camille Blake, selflovetribute, Stefanie Kulisch,
Udo Siegfriedt,
VIDEO DOCUMENTATION
Zoe Kahlert & team
PRODUCTION TEAM
Afrah Bayan, André Schulz, Anika Neubauer,
Annika Wilfer, Doro Becker, Dorothea Spörri,
Eduardo Conceicao, Elie Peuvrel, Elisabeth Enke,
Frank Marr, Frédéric Hartmann, Hannah Haraldsen,
Hugo Esquinca, Jan Behrendt, Jan Löbig, Jonas
Klaassen, Jonathan Gamers, Jordane Coquart, Kaori Kimura, Krischan Makswitat, Lena Reisner, Louise Nguyen, Luis Frank, Luis Löffler, Luka Murovec,
Mascha Wendel, Manon Moyart, Mario Schwerdt,
Markus Bader, Martin Grzesko, Martin Maischein,
Ole Bolz, Patrick Tucholski, Paul Maisel, Philipp
Sehm, Remco Packbiers, Steffen Wolf, Sören
Schnakenberg, Susanne Görres, Sylvia Sadzinski, Timo Luitz, Theres Laux, Torsten Oetken, Ulrich
Hofmann, Valentin Peitz.
THANK YOU
André Rauhut for Complete Audio; Angela Kowalewski (primeline); Anna-Maria Strauss, Maya,
Tengal, Yuen Chee Wai, Wok the Rock, and Heinrich Blömecke for Nusasonic ; Annemie Vanackere, Robert Gather, Hannes Frey, and everybody at
HAU Hebbel am Ufer ; Antonia Alampi, Beya Othmani, Bonaventure Soh Bejeng Ndikung, Kamila
Metwaly, Ola Zielinska at SAVVY Contemporary;
Arlen Dilsizian & Derek Debru of Nyege Nyege;
Ata Ebtekar, Hesam Ohadi, Amir B. Ashrafzadeh,
Shahin Entezami of SET Festival; Baptiste Vérine
& team at Moxy Hotel; Paul Döcker of OSTMOST
Berlin & team; Beatrice Babin; Birgit Herda, Mateusz Mondalski, Kevin Halpin, and Simon Wojan
at DISK Agency; Björn von Swieykowsky, Christopher Schaper, Ingo Ohm & everybody at Festsaal
Kreuzberg & Paloma; Boris Kummerer & all SAE
volunteers; Christopher Bauder & WhiteVoid team;
Conny Lohmann & the Ask Helmut team; Claudia
Sennecke at Michelberger team; David C. Ciura
& Jan Henschen for Griessmuehle; Detlef Diederichsen, Gabriele Tuch, Pia Thilmann at the HKW;

Diana Arce; Elisabeth Zimmermann; Enna KruseKim & team at Geier-Tronic; Esther Schelander; Fabian Ludwig & team at FLB Backline; Felipe Frozza; Gerhard Behles, Chris Woods, Jesse
Abayomi, Simon Halstead, Claudia Weidner at
Ableton; Gratia Napier, William Russell, and all at
MONOM; Ian Warner; Jan-Peter E.R. Sonntag; Johannes Braun, Julie Gayard, and the ACUD team;
John Connell and Paul Oomen of 4DSOUND; Jonas Sudendorf, Tahl Klainman, Daniel Richter,
and all at Native Instruments; Jörg Süßenbach
and the Goethe-Institut music department; Justus M. Kemper, Ghazaleh Ebrahimi at the Cultural
Section of the German embassy Tehran; Thomas
Karsten and Alexandra Erhard of Studio Karhard;
Kathrin Berghäuser for WALL AG; Katja Lucker,
Melike Öztürk, Maureen Noe for Berlin Musicboard; Klaus Lederer – Mayor and Senator for
Culture and Europe in Berlin; Kristoffer Gansing,
Filippo Gianetta, Inga Seidler, Amelie Buchinger,
and everybody at transmediale; Marcus Gammel; Meike Höpfner for STARCAR; Marcel Weber, Daniel Kralj, Tim Wildemann, Ingo Spanka
and everybody at SchwuZ; Mike Gaasbeek and
team at Stager; Mo Loschelder; Einar Idsøe Eidsvåg and Jonas Vebner of Music Norway; Carolin Schulz and Lilian Engelmann at nGbK; Nik
Nowak and team; Norbert Jackschenties and
Heimathafen Neukölln team; Norbert Thormann,
Andre Jürgens, Tim Rosenberger, Frank Marr,
Krischan Makswitat, Walter Wacht, Grinni Stangner and everybody at Berghain; Olaf Bender,
Bettina Bender and Markus Altmann at Raster;
Rabih Beaini; Ricardo Talaia; Robert Schulz; Sarah Drame, Lukas Walter, Kwame Manu-Bio and
Through My Speakers crew; Sarah Miles and Alexandra Zakharenko of Berlin Community Radio; Jessika Petrusch at Sennheiser; Sidney Yudah and the team of WAU; Silvia Fehrmann and
daadgalerie team; Veronika Natter, Johanna Wallenborn and Christian Rauch at State; Stéphane
Bauer and everyone at Kunstraum Kreuzberg /
Bethanien; Steven Walter and Lukas Onken at Podium Musikstiftung Esslingen; Susanna Niedermayr; Thomas Krüger; Anders Olesen, Ulf Eriksson, Tommy Ose of Up Node Network; Viestarts
Gailitis, Rihards Endriksons, Lucia Udvardyová,
and Michal Brenner of SHAPE; Wolfgang Sinhart and the team at 3 Schwestern; all 2019 artists
and contributors, our audience, 2019 volunteers,
Vorspiel partners and contributors, to all who
supported us throughout the years, and especially to our friends and family.

»PERSISTENCE IS ALL«
– Coil –

