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Self-listening

IAIN MOTT *

Resumo
Este artigo analisa comportamentos de escuta que constituem ou propagam experiências subjetivas no agente do ou-

vir. Descritos coletivamente como auto-escuta, tais comportamentos possuem amplas dimensões abrigando desde sons 

concretos feitos pelo ouvinte – ele ou ela – até mais abstratas relações de escuta. Em todas as formas de auto-escuta é 

o ouvinte que o ocupa o centro focal. O conceito de auto-escuta advém de uma investigação que dialoga com diversas 

áreas em convergência: música acusmática, ecologia acústica, estudos fílmicos, fenomenologia, artes midiáticas, psicanálise, 

literatura e mito. Este conceito fundamental é forjado como um instrumento para tanto analisar quanto conceptualizar 

arte sonora a partir da unicidade da perspectiva do ouvinte.

Palavras-chave: Arte sonora. Audição. Experiência subjetiva. Arte e tecnologia. Acustemologia. Fenomelogia. Espelho 

acústico. Ontologia.

Abstract
This article examines listening behaviours that constitute or propagate subjective experience in the auditor. Collectively described 

as self-listening, the behaviours have broad scope encompassing the apprehension of concrete sounds made by the listener him- 

or herself, through to more abstract listening relationships. In all forms of self-listening, it is the listener that is drawn into focus. The 

concept of self-listening is derived from an investigation of a common thread found in diverse areas including: acousmatic music; 

acoustic ecology; cinema studies; phenomenology; the media arts; psychoanalysis; literature and myth. This basic concept is created 

as tool to both analyse and conceptualise sound art from the listener’s unique perspective.

Keywords: Sound art. Listening. Subjective experience. Art and technology. Acoustemology. Phenomenology. Acoustic mirror. Ontology. 
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— Do you know the best thing I’ve learned? They said on Radio Clock that we should 
be glad to be alive. And I am. I also heard some lovely music and I almost wept.

— Was it samba?
— I believe it was. It was sung by a man called Caruso who they said died a long 

time ago. His voice was so gentle that it was almost painful to listen to. The music was 
called Una Furtiva Lacrima. I don’t know why they couldn’t say lágrima the way it’s 

said in Brazil.
Una Furtiva Lacrima had been the only really beautiful thing in Macabéa’s life. Drying 

her tears, she tried to sing what she had heard. But Macabéa’s voice was as rough and 
tuneless as the rest of her body. When she heard her own voice she began to weep.

— Clarice Lispector
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involve the potential for self-listening.

context of listening to the sounds of the body, and sounds produced as the result of human 

the body by contact are considered. The auditory imagination is then examined. The auditory 

also play an important role in engendering self-presence and facilitating self-listening. A number 

the listener by music; a transformation of self-presence as encoded by a composition. So-called 

and sounding simultaneously, are discussed in a number of sections in this text. Included is Stephen 

echo are discussed. This particular section serves to establish the notion of self-listening as mirror. 
The psychoanalytical concept of the acoustic mirror is examined in the !nal section of this article. 

Self-listening and the Body

system in operation”, the other, his “blood in circulation” (1973, p. 8). These are unintentional and 
unstoppable bodily sounds, and are at the far horizon of perception. Most other sounds, from or 
of the body, may be either intentional or unintentional. Vocal utterance for one is mostly intentional, 

momentarily taken leave of language, if not conscious rationality, in a spontaneous outburst of sound. 

our breath to replenish the supply of oxygen to the brain, or to restore calm and balance. Breath 

sexual meaning. Other bodily sounds take on abject signi!cance, and for the most part, can be heard 
by us, and can be either intentional or unintentional. For example the sound of: coughing; hiccups; 

 People can also self-listen to the resultant sounds of their gesture and kinaesthetic action. Some 

are made in relation to external objects or substances. Close to the body, and in some senses 

movements (SCHAFER, 1977, p. 141). Other external sounds resulting from human actions include 
those pertaining to: ambulation; the use of tools, machinery or equipment; the playing of musical 
instruments; collisions and accidents; the handling of objects or substances; and bodily movements 
against supportive objects and substrates such as chairs, beds or the ground. To a similar degree to 
that of the voice, musical instruments produce profoundly nuanced sounds, as they are speci!cally 

gesture, is different to other forms of music listening. For one thing, there is intention to create 
sound on the part of the listener. For another, the musician-listener is physically and kinaesthetically 
connected to the source of the sound.

body of the listener. It has been suggested that human gesture is inseparable from the act of listening 
or imagining music. Rolf Inge Godøy hypothesises:

[T]hat there is a continuous process of mentally tracing sound in music perception (and in musical imagery as 

-

 

 The self-made sounds of the body are not only heard, but are felt. The voice in particular, produces 
sensible vibrations in the thorax, neck, skull, sinuses and the tissues of the face. Such resonance, in 
addition to the muscular articulation of the voice sensed via proprioceptive mechanisms, is integral 

though inaudible, the resonance of the body may itself be taken as an object of perception by the 

as an acoustic element. The phenomenon is particularly evident in the skin and muscles, but at very 

sound. Under certain conditions so-called combination tones and aural harmonics may manifest 
in perception (ROEDERER, 1979, pp. 33-36). These phantom tones are not present in the air as 
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Sound Imagination and Interior Listening

In imagining, I am able to “experience” myself.

—Don Ihde

imagination. This is called interior listening, inner listening or even intrapersonal listening (VOCATE, 
1994; ROBERTS ET AL., 1987; SCHNAPP, 2008, pp. 135-136; AITKEN; SHEDLETSKY, 1995). The 

(IHDE, 2007, p. 131). The auditory imagination, like other forms of inner imaginary experience, 
tends to mimic outer experience, or perception, yet displays itself, to use phenomenologist Don 
Ihde’s expression, as “irreal” (2007, p. 119). This quality of irreality is sustained, no matter the 
clarity of the experience, and no matter the degree of training the individual has received in the 
particular imaginative act. Imagination like perception may undergo a process of re!nement. A 

actuality and transcendence displayed by ‘outer’ experience” (2007, p. 119).

preconceived thought but rather an execution of thought (MERLEAU-PONTY, 2002, p. 207). 

speech (IHDE, 2007, p. 137). Inner speech is a phenomenon that can be generally controlled by 

speech is easily distracted, and it may be fragmented and indistinct; the listening experience of inner 

is by de!nition, perfectly private. While inner speech mirrors ordinary speech, it is condensed, 
involving abbreviations and idiosyncrasies of the individual speaker (WILEY, 2006, p. 320). John 
R. Johnson noted four features of inner speech: “(a) silence, (b) syntactical ellipses or short-cuts, 

 Despite attempts to study its syntax, inner speech is illusive. According to Don Ihde, even the 
most celebrated literary attempts to represent inner speech, such as those by James Joyce, “remain 

inner speech and thought, in something Michel Chion refers to as the I-voice (1999, 1994a, pp. 49-

For example a character staring near-motionless and directly at camera may act to disrupt the the 
existing time continuum of the !lm. Other clues are also given in the audio to suggest an inner 

1999, 1994a, p. 51). Both combine to give a sense of intimacy and close proximity. They suggest a 

be engaged as an interactive agent in the reception of music and sound.

sense of self-presence, just as they can stimulate it (IHDE, 2007, pp. 131-133). Exterior sounds such 

have revealed the use of ampli!ed music as an instrument of torture (CAMPBELL, 2008; SWASH, 

self-presence play a role in this abuse. Extreme shock caused by noise can involve interference 
not only to self-presence, but to perception itself (IHDE, 2007, p. 212). In contrast, Ihde also notes 

myself ’” (2007, p. 132). 

133).1

music and his or her musical imagination. The musical imagination acts upon the perceived music 

or from myself ” (2007, p. 117).
 In phenomenological terms, the self “arises … strictly as a correlate to the World” and is 

our thoughts and private and interior manifestations of self, either by force or by seduction, our 
sense of self becomes momentarily untethered. Yet in moderate circumstances, self-presence 

perceptual experience, and may mirror perception by “irreal” representations that take the form 
of memories, recollections and fantasy (IHDE, 2007, p. 119). Such acts of imagination may occur 

the sense of an “inner self-presence” entices the very notion of a “self.” In imagining, I am able to “experience” 

myself (IHDE, 2007, p. 120).

 When people speak out loud, they each have simultaneous and dual roles of speaker and listener. 

activity2

1. Ihde casts the perception and the imagination as phenomenologically distinct modes.

2. 
refers to the noemetic fringe -

ce becomes less distinct (IHDE, 2007, pp. 37-40).
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obscurity (2007, pp. 213-214):
 With the inner voice, thinking holds primacy, and implicit in that activity of thought, is the 
authority of the thinker (IHDE, 2007, p. 214). Because of this, inner speech, like spoken speech 

ventriloquist’s trick under normal circumstance, but reasons a “disruption, such as psychosis, may 
perform this” function (2007, p. 214).

It is also clear that this constitutes an arti!cial or contrived exercise and something different from 
thinking in language. Actors, singers and politicians, may have enhanced skills, due to training, in 

Self-listening as Mediated by Technology

the sense that the technology may ful!l an aspect integral to self-listening. For example, technology 

other sounds apparently external to the listener. Alternatively technology may act to record and 
replay events.
 The capacity of technology to be used as means to remember sound and displace time began 

,

something separate from ourselves. As introduced above, this estrangement from the sound of our 

p. 213). Digital recording also simpli!es replication and transmission, leading to further complexities. 

 A virtual space can be superimposed upon a listener using technology. Activities performed in 
such spaces may involve the listener performing virtual activities, such as sitting passively, talking, 
riding a bicycle or playing the trumpet. These actively produced sounds may be heard in connection 

listener. In these cases the virtual space may be entirely or partially synthetic, or may have been 
created using a recorded spatio-acoustic experience of another individual. This recorded individual 
may have a passive role in an environment, or may function actively.
 Technologies such as the headphone, stethoscope and the audio spotlight (HOLOSONIC 
RESEARCH LABS, 2008)   can create the sensation of in-head sounds. This phenomenon has similar 

properties to the bodily vibrations discussed as form of self-listening above. Like bodily vibrations, in-

recordings or signals,3

 Headphones, particularly the closed variety, also maximise the presence of sound and music by 
minimising the intrusion of noise: “Ideally, if music is to reach its full presence, it must be “surrounded” 

ampli!cation of presence and reduced distraction, may enhance the engagement of the auditory 
imagination, and in turn, notions of self-presence.

Marcel Duchamp early in the 20th Century (KAHN, 1990, p. 3; DUCHAMP, 1983, p. Note no. 183). 

the inability of vibrational space to generate objects and bodies” (KAHN, 2004, p. 44). Despite this 
there been a subsequent and concerted effort by composers and sound artists, to achieve much 

 The concept of sculpting acoustic space has been explored systematically by composers and 

Young’s Dream House, movements of the listener through space, constitute a type of self-created 

of the acoustic !eld. Such acoustic environments can be considered sculptural, and the listener’s 
experience of the frequencies present, a function of his or her location. In ordinary acoustic 

frozen in time. Because of the !ne articulation of space afforded in these environments, the 
movement of the listener is very self-apparent because of sound, and the subjective experience, 
amounts to an indirect form of self-listening.

3. -

Related Transfer Functions (HRTFs).
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emerging in this text, movement through acoustic space is included, because of the implicit self-
orientation by sound, and the consequential changes in the experience of the acoustic !eld. This 

 The body and bodily movement may also be mapped to a sonic response using a plethora 
of technologies sensitive to the location, orientation and gesture of individuals. By performing 

particular physical or social context that the listener is in. Traditional musical instruments are at 

commonly used to map not only gesture but the movement of bodies in space. Video systems may 

heads and even recognise features of the face (WILSON, 2002, pp. 758-760) . 
 Other mapping and information gathering systems may require the presence of personal 

the miniaturisation and cost reduction of electronic components, the development of the Global 

smart-phones may ful!l locative, communicative and computational roles across vast distances. With 

!eld of ubiquitous or pervasive computing; a !eld that focuses on the penetration of information 

locative art using GPS include Impressing Velocity by visual artist Masaki Fujihata in 1994 (WILSON, 
2002, p. 286; MEDIA ART NET), Trace by Teri Rueb in 1999 (WILSON, 2002, pp. 286-288; RUEB, 

AL., 1998; MOTT; SOSNIN, 1997; WILSON, 2002, pp. 283-286), and Nigel Helyer’s Sonic Landscapes 
in 1999 (HELYER, 2005; HELYER ET AL., 2007). More recent locative music projects include Sonic 
City (FUTURE APPLICATIONS LAB; GAYE; HOLMQUIST) in 2002-4 and the ongoing Mobile 

 By linking location and movement to the synthesis and deployment of electronic art, such 

their activities, and the landscape or environment itself. Locative art practices may produce map-

simply of the mountain, but of their particular experience of the mountain. The velocity of the 

and the activities of individuals therein. Alternatively the emphasis may be on depositing and !nding 

This involves a personalisation of the environment by a variety of authors. Media !les of sounds, 
texts, images and so on, and even computer applications, may be deposited in geographical space 

later time as they are physically encountered. For example, this may involve various individuals 

information. 
 What is the impact on listening to music in mobile contexts? The portable transistor radio and 

The car stereo can cocoon the listener in a private sound space (BULL, 2003). Whether or not 
the sound spills into the external environment, this personalisation of space can be seen as a 
form of self-expression. Since the car drives though public space, the music serves to colonise 

ful!l some personal need, for instance to feel excited or nostalgic or to feel that time is passing 
rapidly. The listener may thus modify or contain their state of being during transit through a variety 
of spaces. Earphone devices such as Walkman cassette players launched in the late 1970s and 
contemporary iPod and MP3 devices, similarly mask exterior sounds and facilitate personalised 
mobile acoustic spaces. The isolating effect of portable music devices is often held as a positive 
attribute by listeners, providing a form privacy by limiting acoustic interruptions from the external 

around the self ” (2001, p. 179)

certainly lead to accidents.

WILLIAMS, 2006). If the devices can detach the listener from his or her physical and social context, 

palette of accompanying sensation involving touch, smell, kinæsthesis and so on. The listener can 

Much like sketches by Fujihata’s hikers, the overarching audiovisual experience is of the listener’s 

music experience as a form of self-listening. Through personal choice and context, the listener is 

to de"ect it. It could be that locative technologies, may help shift the balance of listening attitudes 

for example the device can position a listener on a map and potentially sense if this listener is 
stationary or travelling. As such they can produce or replay sound and music that makes reference 
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the listener him/herself.

allude to a necessary rede!nition of the subject-object paradigm involved in traditional music 

object. With traditional music presentation “the object (a sound) remains relatively unaffected by the 

Emotion and Signi!cation

be other subjective responses sound that do not necessarily involve a synthesis of inner-sound or 
music. Since these responses may also engender self-presence and self-experience, they too can 
constitute a form of self-listening, albeit one at the extreme end of this liberal de!nition.
 In the introduction to his book The Tuning of the World (SCHAFER, 1977), R. Murray Schafer 

(BARKER, A., 1989, pp. 57-58), tells of the invention of auloi playing by Athena. After the beheading 
of Medusa, Athena created the art having been moved by the “heart-rending cries of Medusa’s 
sisters”. The aulos, “an instrument of exaltation and tragedy”, is double-reeded like the oboe, and is 
the instrument of Dionysian festivals. The myth conceives music “as internal sound breaking forth 
from the human breast”. The second myth is Apollonian and concerns another instrument, the 
lyre. In Apollonian tradition, music is conceived as something external, that “God sent to remind 
us of the harmony of the universe. … [M]usic is exact, serene, mathematical, [and,] associated 

6) . Schafer links the Apollonian tradition to the acoustical speculations of Pythagoras, and the 
pedagogical quadrivium of the medieval period, consisting of mathematical sciences including: 

more internal source than the stars and or the planets:

[M]usic is irrational and subjective. It employs expressive devices: tempo "uctuations, dynamic shadings, tonal 

colorings. It is the music of the operatic stage, … its reedy voice can also be heard in Bach’s Passions. Above 

all it is the expression of the romantic artist ... (SCHAFER, 1977, p. 6) 

Listening in the Electroacoustic Era (SMALLEY, 1992), an elaboration upon the listening theories 

autocentric and allocentric forms of musical perception using the terminology and theory of 
psychoanalyst Ernest Schachtel. In Smalley’s synthesis, an autocentric listening attitude amounts to 

trajectory (SMALLEY, 1992, p. 518). Smalley attributes a utilitarian dimension to autocentric 

a mood from negative to positive” (1992, p. 518) . Allocentric attitude is object-centred and 

sounds, an af!rmative interest separated, at least temporarily, from any desire to turn the object of 
perception into a need-satisfying tool” (SMALLEY, 1992, p. 519) .

electroacoustic music, may strive to specialise in allocentric listening, and as Smalley recognises, 

and head, since for many, it is the positive autocentric aspects of music that bring the greatest 

 We can at this point, argue that Dionysian and autocentric attitudes constitute self-listening, 

necessity of self-sounding:

out levelling any slur of sentimentality or self-indulgence on the listener, or the music. Lévi-Strauss 

results in his or her signi!cation: 

the message of the sender. The music lives out its life in me; I listen to myself through the music (1966, p. 63)

.

 This idea of signi!cation, at !rst glance at least, seems to go deeper into experience than any 
re"exive emotions, or distracted daydreams or associations the listener might have. There is 

objects of perception. The thoughts may arise directly to music and in the mode of the auditory 
imagination: to novel orchestration; compelling harmonic transitions or juxtapositions of timbre. 
They may equally aggregate around the symbolism of certain gestures or references in the music, 



VIS | Julho/Dezembro de 2010 Ano 9 nº 2

184

Programa de Pós-Graduação em Arte | IdA - UnB

185

and from there, depart into an in!nite array of possible outcomes, manifestations. Lévi-Strauss 

the self-presence engendered by these thoughts is of an elevated stature, enabling the listener to 
achieve a transcendent experience of self. Signi!cation is this transformed self-presence; its form a 
composite, synthesised by the composer’s design, the performing musicians and the listener him- 

true purpose.
 It is interesting to note that Lévi-Strauss’ notion of self-listening, may apply equally to music 

by an allocentric piece by Warren Burt using the Fibonacci Series, as another, by an autocentric 
composition performed by the popular singer Roberto Carlos. Both styles of composition grant 

ability to be moved by the experience.
 While this section on embodying sound has looked at the contribution of the non-auditory 

disengage, especially during music listening. The engagement of the imagination is characteristically 
multidimensional. Denis Smalley, in the afore mentioned article The Listening Imagination, has 

in the cognitive sciences led by Godøye, has indicated that listening to particular musical gestures 
activates the listener’s memory of corresponding gestures. The body is clearly implicated in the 

Listening and sounding in the environment

orientation and the apprehension of physical features. Sounding and listening have an aesthetic role 

mid-1970s (1990, 2003, 1994), argues that soundscape (TRUAX, 1999), or the acoustic landscape, 
should be considered in relation to human habitation and action:

Soundscapes, no less than landscapes, are not just physical exteriors, spatially surrounding or apart from hu-

-

 Feld calls his research since the 1990s an acoustemology; a compound term he coined uniting 

Bosavi forests” (1994, p. 11). 

performance articulates their poetic and and ecological relationship to the sounds and meanings 
of the rainforest” (2003, 1990, p. 226). These are called path songs in Kaluli language. They comprise 

"ora, sound and light. The poetic texts have cosmological meaning. The Kaluli, like other Melanesian 
peoples, believe that birds are the spirits of people, and bird calls and song, are the communications 

spirits (FELD, 1994, p. 10): “Birds appear to one another and speak as people, and to the living their 
presence is a constant reminder of histories of human loss, an absence made present in sound and 
motion” (FELD, 2003, p. 225) .

acoustic re"exivity encoded by the Kaluli cosmology. 
 Acoustemological factors have an elevated importance in Kaluli culture, and this is a function of 

[O]ne hears oneself in the act of voicing, and one resonates the physicality of voicing in acts of hearing. … 

The soundingness of hearing and voicing constitute an embodied sense of presence and of memory. Voice 

then authorizes identities as identities authorize voice. Voice is evidence, embodied as experiential authority, 

performed to the exterior or interior as subjectivity made public, mirrored in hearing as public made subjec-

tive (2003, pp. 226-227).

environment, that is, sounds that form an ever-present and characteristic acoustical background 
(SCHAFER, 1977, p. 272). Lift-up-over sounding, describes not individual sound-sources, but an 

the sounds of animals, and other naturally occurring noises, are !ltered and resonated by the 

equally to the quality of sound from a falling branch, as to vocal utterance in ceremonial song. It 
is “the is the inspiration for many Kaluli vocal and instrumental forms” (FELD, 1994, p. 12). For 
example, the forest echo may be expressed in overlapping vocals, repeating the text and melody 
of a preceding voice (FELD, 2003, p. 231).

“[L]ift-up-over sounding” is as potentially omnipresent in the experiences and aesthetics of Kaluli as the no-

tion of “harmony” is in the West. “Lift-up over sounding”, like “harmony”, is both a grand metaphor for natural 

together in concert (FELD, 1994, p. 12).
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serpentine streams in the bush. Time, landscape, sound and environment are fused in the notion of 

histories” (FELD, 2003, p. 229).

be performed on-site (“Ulahi and Eyo:bo Sing at a Waterfall” in FELD, 2001). The metaphorical 

such performances the self-presence engendered is inextricably bound to the environment. The 

asking participants to concentrate on sounds they themselves are making. At other times this self-

the individual to place? Can the echo not confuse, or alienate the individual from the environment, 
from him- or herself? Just as the echo is integral to Kaluli notions of lift-up-over sounding, echoes 
and environmental acoustics feature heavily in a familiar cultural practice, that of yodelling. Bart 

the act of yodelling (2001, pp. 76-77). Enlarged because of the ampli!cation of presence in the vast 

the mountain valley as an “ancient recording studio prototype”; the memory of the environment 
acting like tape- or digital-delay, granting self-harmony, and smearing or softening the details of 
voice (2001, p. 79). We hear ourselves because of this ancient technology, and our imagination may 

 With ampli!cation, there is scope for distortion or hallucination, and because of its overt self-
focus, the echo has the potential to trick and mock as much as it can "atter. In fables it can play the 

resounding from an adjacent rock, replied immediately, “all nature listens.” “The nightingale,” resumed she, “has 

the tuneful choir?” The Echo still "attering her vanity, repeated “join the tuneful choir.” Roused by this empty 

312).

 The echo here is a metaphor for the inner voice, made public for the reader’s bene!t, and 

inner voice occurs in the fable of The Lion and the Echo by Aesop (NORTHCOTE, 1829, pp. 57-

something not to be trusted.
 The fables on echoes are derived from the Greek myth of Echo and Narcissus. While the !gures 

from one another in many texts (SEGAL, 2000, p. 137). Naomi Segal suggests that the fate of Echo 

-

“... here!” Echo replied.

Amazed, he spun around and shouted, “I’m over here!”

“Come here,” he called out.

Narcissus "ed, shouting as he ran, “Keep your hands off me! I’d die before I’d give myself to you!”
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nothing more) lived on” (OVID, 2003, p. 53).

fooled by the acoustic mirror offered by Echo, he fell helplessly for its visual counterpart:

-

ultimately encounter. In Ovid’s account of the story, Narcissus, to his despair, eventually realised it 

(1988, 2000)

himself in the river Styx” (OVID, 2003, p. 55).

The Voice in the Mirror

If, as Naomi Segal notes, the myths of Echo and Narcissus have become dissociated over time 
(2000, p. 137), the French psychoanalyst Guy Rosolato gives cause, albeit indirectly, to reconsider 

of language and communication, and its expression of the body (1998, p. 106). In the article he 

coined the term the acoustic mirror in reference to Jacques Lacan’s theory of the mirror stage 
(LACAN, 2001, pp. 1-8). It is a theme that has been further developed by feminist theorist Kaja 
Silverman in her book The Acoustic Mirror : The Female Voice in Psychoanalysis and Cinema 

 According to Rosolato the voice is something that is “produced” by the body and in early infant 
development is “amongst those emissions separating themselves from the body” (1998, p. 108). 
In the terminology of psychoanalysis the voice may be “compared to those objects referred to 

of identity. While the child’s voice may be at the margins, its presence is by no means marginal: 
“Because the voice can be sustained for long periods and above all its emission repeated (like 

-

the very beginning, the cry is the manifestation of the excitation of living matter, in pain or in pleasure, at once 

autonomous and in reaction to stimuli(1998, p. 107).

 A good many of the child’s early vocalisations are in imitation of the mother and the familial 
ambience (ROSOLATO, 1998, pp. 107, 109; SILVERMAN, 1988, p. 80). Early vocalizations “relate to 

it not for : “the “voice’s outstanding property of being at once emitted and heard, sent and received 

(1998, p. 108). The voice is thus both subjective in the sense that it is contained by the individual 
and a product of the individual, and objective, because it also occupies external space, and may be 

of Lacan’s mirror stage. Put brie"y, the theory states that in the early stages of infant development, 
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identi!cation and is “an essential characteristic of narcissism” (EVANS, 1996, p. 6). “Narcissism can 
thus easily veer from extreme self-love to the opposite extreme of ‘narcissistic suicidal aggression’” 
(EVANS, 1996, p. 6).

the ‘!t’” (SILVERMAN, 1988, p. 80). Yet the maternal voice is signi!cant even before the mirror 

(SILVERMAN, 1988, p. 80) Referring the visually oriented nature of the psychoanalytic research of 
his day, Rosolato suggested the auditory !eld as a primary font for introjection:

affection (1998, p. 109).

 According to Kaja Silverman it is the maternal voice that !rst presents itself as a mirror. She 
argues that since the infant has an early focus on the activity of introjection and since it is the 
auditory !eld that is incorporated as articulated by the maternal voice: “the child could be said 

the mother (1988, p. 80). Silverman notes it “has become something of theoretical commonplace 

infant” (1988, p. 72)

It could be claimed that the maternal voice is the primary model of auditory pleasure and that music has its 

house – or music of the spheres (1998, p. 109).

one prevailing “over the other” (Rosolato in SILVERMAN, 1988, p. 80; ROSOLATO, 1998, p. 108). 

exterior objective reality (SILVERMAN, 1988, p. 80).
 Aesop’s The Lion and the Echo is a case in point. So too the myth of Narcissus and Echo seems 

to the complexity and depth of Narcissus’ condition. Confounded by auditory hallucinations (his 

no escape. 

the metaphor. A more general conception of mirrors can also be applied and may be said to be 

imagination, created in relation to other objects or substances, or mediated by technology, all these 

by providing evidence of our existence, and more speci!cally, evidence of the quality of our existence. 

 In the opening epigraph to this article, an acoustic mirror brings a hapless Macabéa to tears 

the !rst time in her life and for the !rst time in her life she sees herself using the acoustic mirror. 

too that she had imagined, and as Don Ihde said: In imagining, I am able to “experience” myself.
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