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Abstract

This thesis deals with two categories of musical
time, concrete and subjective, and the effect of recording
technology on musical time. Concrete musical time can be
measured in an objective way, for example, through reference
to standards of time external to the listener, such as
clocks. Subjective musical time refers to the musical time
that cannot be measured objectively; it depends entirely on
the listener who experiences the musical work. It is my
conclusion that recording technology affects the concrete

aspect of musical time, but not the subjective one.

Chapter one defines the relationship between time
and different forms of art, as well as the relationship
between time and music. Chapter two defines concrete and
subjective musical time. Chapter three discusses recording
technology and the changes it imposes on the musical
aesthetic ritual. By musical aesthetic ritual, I mean the
agreed-upon physical actions which are related to the
activities involving music and the experience of music.
Chapter four explains the influence of recording technology
on certain musical aesthetic ideas such as the reproduction
of music, the completeness of the musical work, and the

temporality of the musical work. Chapter five presents my

it



conclusions with regards to the influence of recording

technology on concrete and subjective musical time.
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Introduction

This thesis is about the relationship between time
and music, musical time, the definition and categcrization
of musical time, and the influence of recording technology
on that categorization of musical time. The thesis is
divided into five chapters: "Artistic Time, Musical Time and
Musical Process," "Musical Time: Definition and

Categorization," "Recording Technology and its Impact on the

Musical Besthetic Ritual," "Manipulation of the Recorded
Sound and its Effects on Certain Musical Aesthetic Ideas,
with Emphasis on the Concept of Musical Time," and

"Conclusions: Concrete and Subjective Musical Time, and the

New Technology."

The first chapter concentrates on the relationship
between time and art and, more specifically, on the
relationship between time and music. It addresses the need
for time in the musical process, and the questlon of how
music establishes its own present through sound. The
importance of time in the musical process is presented
through the introduction of Roman Ingarden's writings with

his discussion of the individuality of the musical piece.



The second chapter defines two categories which
interact in the musical process, concrete musical time and
subjective musical time. This chapter also discusses
problems found in the critical literature regarding musical
time and its categorization. One of the problems I found is
the lack of unanimous and preclise terminology for the
concept of musical time and its categories. Another issue is
the inconsistency among scholars regarding the inclusion of
different categories in the definition of what constitutes
musical time. I present definitions of the concept to
exemplify this inconsistency. Writings by Jonathan Kramer
and Thomas Clifton aid me in the introduction of a model of

musical time and its categories.

The +third chapter concentrates on recording
technology and the changes it imposes on the nusical
aesthetic ritual. These changes are presented because, as we
shall see, they greatly influence the concept of musical
time. The changes in the musical aesthetic ritual are
presented mostly from the point of wview of the listener
because it 1is the intention of this thesis to present the
subjective experiential viewpoint of the subject who
perceives the musical piece, This chapter presents
definitions of the terms "ritual" and "musical aesthetic
ritual.” The musical aesthetic ritual as it is performed by
the listener in the concert hall changed dreatly with the

appearance of the new recording technology. Future work on



the subject will allew me to explore in dgreater depth these
changes in musical aesthetic ritual as they influence both

the composer's and the performer's participation in the

musical experience.

The fourth chapter discusses the influence that
the new recording technology and the consequent c¢handges in
the musical aesthetic ritual had on certain musical
aesthetic ideas, particularly on the concept of musical time
and the categorization presented in the second chapter of
this thesis. The musical aesthetic ideas presented here in
the light of the new technology are: reproduction,
completeness, and temporality of the musical work. This
explanation is followed by the presentation of a discussion
between two scholars, Joan Stambaugh and Patricia Carpenter,
on musical form and its relationship to musical time. This
discussion will help define the influence of recording

technology on concrete and subjective musical time.

The fifth chapter presents my conclusion
concerning the influence of recording technology on concrete
and subjective musical time. My conclusion is that while the
concrete musical time of the musical work 1is deeply
influenced by recording technology, because of the power
acquired by the listener to manipulate the chronological
succession of musical events and, therefore, to manipulate

jts form, the subjective musical time of the piece cannot be



as dramatically altered because it is a subject's domain
and, as such, the subject must grasp the musical riece and
its content, regardless of whether the chronclogical

succession of musical events is altered or not.



Chapter I

Artistic Time, Musical Time_and Musical Process

This chapter discusses of the relationship between
time and art and, in particular, between time and the
musical process. The study of this relationship 1is of
crucial importance to¢ the aesthetics of music because no
musical process would exist without time. Time 1is an

essential component in music.

Every art creates particular relationships to time
and particular categories of time. These different types of
time are created by expectations, memories, and the present.
In the case of music, music creates 1its own temporal
categories through the combination of musical attributes,
which generate the musical expectations, memories, and

present: the musical time.

That music and the musical process involve time
might seem self-evident; however, one important aspect of
this relationship is how +time is involved in the musical
process. As I demonstrate later in this chapter, the very

individuality of a musical piece is based on the concept of



musical time because time gives each musical work a certain
distinctive guallty that will be particular to that musical

piece,.

The first section of this chapter discusses the
importance of time in art in general, and in music in
particular. These matters are explored through an
explanation of what constitutes artistic time, and how this
concept applies to music. The second section defines the
terms "process" and "musical process” in order to explain
their relationship to +time. The third section 1is concerned
with the question of how time relates to the musical
process. This matter is presented thorough a discussion of

the individuality of the musical piece.

1. The Importance of Time in Art. "Artistic Time" and
usica ime.
Time 1is an essential element of all arts,

including music, but different arts generate different types
of time. Artistic expressions need time in which to present
and unfold themselves. There exists a time common to all
arts, a time which 1is required for the unfolding and
presentation of any art, but each artistic expression
creates a certain variety of time which is exclusive to it.

Micheline Sauvage writes in her article "Notes on the



Superpeosition of Temporal Modes in the Works of Art," about
time in different arts, and how different types of time are
superimposed in three different artistic expressions: drama,
poetry, music. She explains that each art uses a different
superposition of temporal modes, but she asserts that every
work of art "uses time as one of its working elemcnts" (1).
She explains that a sonata, a poem, or a play are temporal
because they reguire time for their presentation and
unfolding. From Sauvage's explanation about the importance
of time in art, I conclude that for whatever art we discuss,
we must bear in mind one thing: art only dgains expression

through time.

When the work of art defines its own '"now," its
own present, and its own being, it generates expectations
for what is coming, as well as memories of past events. This
leads to the creation of a time specific to that work of
art: the "artistic time," as Micheline Sauvage calls 1t.
Particular types of +time, specific to each art, are
generated by expectations and memories. As Micheline Sauvage
suggests, in addition to being unfolded in time, every art
creates a particular type of time specific to that art. This
means that each art produces in time its own "artistic
time": musical, dramatic, or narrative, and this artistic
time 1is created by artistic expectations and memories, once

the artistic present is defined. BEach artistic expression



has different ways fo define that "now", creating different
expectations and memories. Therefore, each art creates a
different type of artistic time: a temporal category unigque
to that art (2). As an example, we can can compare the
artistic time of a dramatic play with the artistic time of a
painting. The artistic present of a dramatic play is
developed in a different way than the artistic present cf a
painting. The first one presents a certain time, actual
time, in which the work is developed, while the last one
gives the spectator the freedom to take the needed time to

appreciate the work,

One specific art concerns us here: music. Music
tries to organize and regulate time through sounds (3). The
musical present, that is the musical "now," is organized
through the combination of musical attributes such as
harmony, rhythm, and melody, which generate musical
expectations and memories. The expectations and memcries
created by the musical present generate the artistic musical

time.

While Micheline Sauvage expands on the matter of
artistic time in a general way, J. T. Fraser gdgives a
specific definition of how the artistic musical time |is

dgenerated and defined. He explains that:



once the musical present has been defined through
sound, the combinations of pitches, rhythms,
melodies, wvariations in timbre and texture--all
the combinatorial means of music--may begin the
creation of musical expectations and memories or,

in a shorter phrase, musical time (4).

The way Fraser uses the term "sound" can be related to his
definition of the concept of musical present: Fraser defines
the term musical present as the transformation of cacophony
inte polyrhony, by whatever rules composer, performer, and
listener find acceptable. The basic notion of one tone or a
coordination of many tones is what he explains as being
"sound" once it is transformed into polyphony. This sound

suffices to create a musical present., He writes:

even a single instrumental or vocal tone gains its
musical value through an instant-by-instant
coordination of pitches and amplitudes. A solo
tone is a polyphony of a fundamental note and its
harmonics, determining through their coordination

a musical present (5}).

Fraser asserts that even only one tone gains value because

it vyields a certain polyphony; therefore, it can create a

musical present.



I conclude that musical presents, made evident by
the organization of certain musical attributes, enable the
creation of musical expectations and memories: the creation

of musical time.

At this point, we cannot deny that time |is
elemental in music, as it is in any other art. Time is a
rrucial component of music. Without time no music would
exist (6). The combination of that essential time and at
least one other musical element such as rhythm or melody, is

sufficient to understand an event as being musical.

2. Musical Process

This musical event--the association of time and
one or more musical attributes--I assign the term "musical
process." I must first define the term "process" so I can
later expand on the definition of "musical process."
"Process" is defined as an operation that consists of a
series of actions systematically directed toward a
particular result or end (7). These series of actions imply
the necessity to be executed in time, Taking this
definition, and relating it to music, and to the musical
events, we conclude that a "musical process" would be

established by associating a series of musical events toward

10



a musical result. The musical process, in the same way every
other process does, requires time to accomplish its result.
(I will expand on this matter of musical process and its

results in the third section of this chapter.)

The musical process redqulres time for its
development. There are three characteristics of that time as
it relates to the musical process: it is essential, it is
objective, and it is irreversible. Time is essential to that
musical process; therefore, time is indispensable in music.
George Rochberg explores how duration felates to experience,

and to the perception of music. He writes:

music's dreat power over all men fundamentally
derives from the engagement of the sense of
duration in the listener, perceived as motion, as
movement, as the occurrence of successive events
which culminate in a sense of fullness of
experience, of a sonorous content whose passage in

time is rich and meaningful (8).

If we try to imagine how any piece of music could even exist
without ¢time, or without being developed through time, we
would understand how fundamental time 1is in relation to
music. From the Gregorian chants to electronic music, one of

the few components that remains unalterable and

11



indispensable for music to exist is time (9).

The other characteristics of time are the
gqualities of having an "objective and irreversible order,"
as Philip Alperson refers to them. The unfolding of any
piece of music, and the musical process, is experienced
through time, a time which goes from past tc future (10).
We cannot experience it backwards because the time of the
presentation of music is irreversible. The presentation of a
musical piece is always prrogressive, there is an
irreversible order to its presentation, to its development
in time, as it is to the perception of musical time itself.
We must hear it from past to future, Even if the piece is
played backwards we still have to listen to it from past to

future.

Philip Alperson writes in his article "Musical
Time and Music as an art of Time," about musical time, the
temporal ordering of tones for musical perception, and the
distinction between musical time and other kinds of artistic
time. When discussing music as an art requiring time,

Alperscn asserts that music is

an art whose method of presentation is progressive

in time, a piece of nmusic is a piece with all

prhenomena which occur in time: it has a

12



determinate period of duration; an obijective and

irreversible time order (11).

We do not perceive that prodgressive musical time separated

from time; rather, musical time is an instance of time,

3. Time in the Musical Process

All musical processes unfold through time (12).
I have defined "process" as a series of continuous actions
directed toward a particular result or end. I have also
pointed out that these continuous actions imply the
necessity of being executed in time. The musical process, in
the same way as every other process, entails a series of
continucous actions that require time; 1like any other
process, it requires time to accomplish its result. In
music, one of many expected results would be to establish a
relationship between composer, performer, and listeners.
Another expected result of that musical process 1is the
creation of the present, expectations, and memories: the

creation of musical time.
The result or results of a given musical process
are unigque. The time of the musical process, which brings

about certain results, gives every piece of music a certain

13



quality which differentiates it from any other musical work.
This gquality, yvielded by the time of the musical process, is
of crucial importance in Roman Ingarden's discussion of the

individuality of the musical piece.

Examples of the importance of time in the musical
process can be found in Roman Ingarden's writings. In his

book Ontology of the Work of Art, Ingarden tries to answer a

fundamental question: what exactly is a work of art? He
explores different ways of looking at +the ontology of
certain artistic expressions, such as music, painting,
architecture, and film. Regarding the musical work, one of
the ways in which Ingarden explores 1its individuality |is
through time. He asserts that "the individuality of a
musical work is bound up with its location in space and
time" (13). In his explanation of the relationship between

the musical process and time, he maintains that,

every real process which occurs in the real world
takes place in a definite, nonrepeatable segment
of time, Whenever the process enters our
perceptual field, it has in all its phases, as
well as extending, so to say, over all its
properties, a certain distinctive time quale of
the pertinent segment of concrete time, since it

is constituted in this time by the unfolding of

14



its phases (14).

At the bedginning of this quotation Ingarden discusses the
process which he gqualifies as being unfolded in a definitive
and nonrepeatable segment of time. This has to do with the
characteristics of the time of the musical process 1
presented earlier: this time is objective and irreversible.
If the segment of time is definitive, objective, and
nonrepeatable, as Ingarden asserts, 1t must be irreversible
as well. When that process relates to a subject, what
Ingarden explains as entering "our perceptual field,” this
process acqguires a certain time quality particular to it.
Ingarden explains that this time gquality is derived from the
concrete time which is definitive and nonrepeatable. He also
asserts that this time quality is constituted as a part of

this concrete time, and not as something external to it.

Ingarden discusses time as an irreplaceable
necessity in every process. He explains that the distinctive
quality of a piece comes from the piece being "econstituted"
in time by the "unfolding of its phases." Music, as a
process entering our perceptual field, requires time for the
unfolding of its rhases, in order to determine 1its
distinctive quality. Time lends a unique distinctive quality
to a piece through its unfolding and development: through

modifications in time (15).

15



Ingarden applies the general concept of the
importance of time in the musical process to a more specific
idea: the understanding of the individuality of a musical
work, accompl ished through modifications in time.
Modifications of tone formations, accomplished through time,

give each musical work its individuality. He writes:

In the reciprocal gualitative modification of the
tone formations occurring together or following in
sequence, and in the quality of wholeness, unique
in its kind, that results from this reciprocal
qualitative modification, lies the sole basis of

the individuality of a musical work [(16).

With this statement Ingarden elaborates and clarifies the
guo*ation presented earlier regarding the distinctive

quality of the time of the musical process.

What Ingarden presents as "tone formations" can be
related to the concept of ‘'"sound" as explained by J. T.
Fraser. PFraser discusses the transformation of cacophony
into polyphony, polyphony defined even by a sole note with
its harmonics. Ingarden's term "tone formations" seems to be
somewhat more elaborated than Fraser's because it is applied
with sounds in interrelation: he writes about tone

formations occurring together or following in sequence,

16



Ingarden also explains that a certain quality of
wholeness derives from a reciprocal modification of those
sounds. Ultimately, Ingarden says, the individuality of the
musical work is derived from that reciprocal modification of
tone formations. Time Iis crucial for this idea of
modification because any modification of tone formations
must be developed in a musical process which will occur in a
segment of concrete time. Ingarden also talks about those
modifications as occurring in sequence, another notion that
requires time for its fulfillment (17} . Finally. the
author refers to this modification of tones through time as
the sole basis for the individuality of a musical work. This
modification of tones 1is what constitutes the musical

process.

I conclude that the individuality of a pilece of
music is mainly based on modifications of tone formations
through time. This idea can be related to the definition of
a process: a series of actions, in this case modifications
of tone formations through time, systematically directed
toward a particular result, in this case an individual

musical work.
Up to now, my intention has been to present and
explain some crucial matters in the relationship between

time and art in general, and between time and music in

17



particular. Firstly, I discussed the importance of time in
art and the notion of different artistic types of time.
Secondly, I introduced the matter of process and musical
process, and temporal irreversibility, order, and
indispensability in that musical process. Finally, I
discussed the importance of +time in the musical process,
through the exposition of an onteclogical problem as it is
manifested in the individuality of the musical piece. What I
explored in this first chapter was how music and musical
processes involve time, and how the musical process can only
exist in time. As we can conclude from the discussion of
Ingarden, the very individuality of the musical work depends

on the notion of time.

In chapter two I will explore some of the problems
that arise when the nature of that time 1is examined,
especially in regards to the definition of different types

of musical time.
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feature structure in our mental life: the now-
consciousness feature, the retentional feature, and the
protentional feature. To describe them briefly, we can
say that the now-consciousness is the sensing of the
present state of the world; the retentional feature is
the awareness of the previous phase, the just-past; the
protentional feature is directed to the awareness of the
later mental phase, the future. For a more complete
discussion see, for example, Thomas Clifton, Music as
Heard (New Haven: Yale University Press, 1983); J.T.
Fraser, Of Time, Passion, and Knowledge (New York:
George Braziller, 1975); Martin Heidegger, History of
the Concept of Time (Bloomington: Indiana University

Press, 1985); Martin Heidegger, Being and Time (New

York: Harper and Row Publishers, 1962); Edmund Husserl,
The Phenomenology of Internal Time-Consciousness
(Bloomington: Indiana University Press, 1966); Peter
McInerney, Time and Experience (Philadelphia: Temple
University Press, 1991).

Philip Alperson, "Musical Time and Music as an Art of

Time," Journal of Aesthetics and Art Criticism 38, no.
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12.

13.

14.

4 (1980): 407-17.

This relationship between time and the musical process
is of crucial importance in the critical literature. As
an example I cite Jonathan Kramer's assertion:

"every musical process takes place in time," from The

Time of Music (New York: Macmillan, Inc., 1988), 2. It
is evident in this guotation that Kramer characterizes
music as being a process; a process that unfolds through
time. Another example of this relationship between time
and the musical process can be found in David Greene's
Temporal Processes in Beethoven's ﬁusig (New York:
Gordon and Breach Science Publishers, 1982), where he
asserts that:
musical pieces directly present images of temporal
processes and one's sense of the temporal process
in which one is involved is directly implicated in
one's sense of human experience at its most
fundamental level (6}.
In this case Greene is referring to the experience of
music, as it is affected by the temporal process of the
piece. He also is referring to the musical process in
direct relation to time,
Roman Ingarden, Ontology of the Work of Art {Ohio: Ohio
University Press, 1989}, 36,
Ibid., 37-8. In this respect, Ingarden goes on to say

that
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15.

16.

17,

this specific time gquale characterizes only the
moments and phases of concrete time belonging to
the mode of being of processes and not the
objective, abstract time of physics (Ibid., 38).
He is gqualifying concrete time as belonging to a
certain process, in this case, the musical process.
Ingarden also explains that:

the guale of a present moment of concrete time is
necessarily codetermined by the temporal
colorations of earlier phases, and especially the

phase just past (Ibid., 38}.

This assertion corresponds to my discussion of memories

and expectations which create, along with the
present, the musical time,.
Ibid., 37.
When referring to reciprocal modification, Ingarden
alludes to the interaction between the environment
surrounding the work, and the work itself. He writes
that:
individuality results from the fact that each of
the pure qualities of the tone formations of a
certain phase of the work occurs in such a total
stock, in such an environment of other pure
gualities that, on the one hand, it itself
acquires a unique coloring that it would never

have if anything at all in this environment were
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modified, and, on the other hand, from this total

stock of qualities emerges

a quality of wholeness

that is something absolutely unique (Ibid., 36-7}.
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Chapter II

Musical Time: Definition and Catedgorization

This chapter is dedicated to a discussion of
musical time, and the different categories of musical time
which interact in the musical process. As I explained in
chapter one, a musical process is defined as a series of
musical events directed toward a certain result, for
example, to establish a relationship between composer and
listener, or between performer and listener. I also pointed
out that the musical process reguires time for its
development, and that the individuality of each nmusical
piece is derived in part from the time of the musical
process. Problems arise when the nature and categorization

of that time is examined.

There are at least two categories of time
interacting in the musical process. I call them "concrete

musical time" and "subjective musical time".

Concrete musical time involves a musical time that
can be measured in an objective way, for example, through
comparison to different standards of time such as clocks or

musical tempi. This concrete time can be related to all our
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activities. When it is related to musical activities, it
constitutes the concrete musical time of the musical work.
As an example we can think of a comparison between templ.
When we encounter two different performances of the same
work and compare their tempi, we can establish either a
similarity or a dissimilarity between them. In either case,
the comparisen involves the identification of a certain
referential tempo, a concrete temporal characteristic of the
musical performance. Another example of the concrete musical
time of a musical piece is its association to the passing of
clock time. When we estimate the time spent in the
performance of a piece by looking at a clock, or when we
estimate the number of minutes elapsed between two points of
the performance, we are determining a concrete temporal

aspect: the clock time required for the piece to unfold.

Subijective musical time is specific to the
experience of music and cannot be measured objectively. In
the experience of subjective musical time there 1is no
reference to objective standards. Different states of mind
can influence the musical temporality as it is experienced
by the subject. As an example of subjective musical time,
let us assume two listening sessions at two different times
of the same recording. In the first listening session, the
subject perceives the performance as being slow, and

inappropriate to the work: in the second listening session,
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the performance is characterized as moderate, and more
suitable to the work. These discrepances in perception can
be due to different circumstances that might affect the
subjective time, such as, different states of mind,
psychological factors, personal emotions, a person's

metabolism.

I found +two problems in the critical literature
with regard to discussions of musical time and its
categorization. The first problem is terminological: the
lack of precise and consistent terminology to denote
similarly defined categories of time. Even if different
scholars define the two categories of musical time, concrete
and subjective, in similar ways, they do not agree on the

terminology to denote those two types of musical time.

The second problem concerns the inclusion of 1two
categories of time in the definition of what constitutes
musical time. The problem arises because the interaction
between these two types of musical time are not acknowledged
by all scholars in their definitions of musical time ({1).
This is part of another problem: some scholars, such as
Thomas Clifton, do not perceive a distinction between
concrete and subjective ordinary time. In Clifton's case, as
we shall see, the rejection of the distinction between

concrete and subjective ordinary time comes from the school
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of thought he addresses.

This chapter is divided in two sections. The first
section is concerned with the definition of the two
categories of musical time, concrete and subjective, and
exposes the problems found in the critical 1literature
regarding the terminology used to denote these two temporal
categories. The second sectjon presents a model of musical
time and its concrete and subjective components in light of
ordinary time (time which is not specifically musical). This
section is concerned with a discussion of Jonathan Kramer's

and Thomas Clifton's writings.

1. Concrete and Subjective Musical Time in General

As noted in the introduction to this chapter,
there are at least two categories of time that interact in
the musical process. One category involves a time that is
common to all our activities, in¢luding music, a concrete
time. When that concrete time enters the field of music, I
call it "concrete musical time". The other category is
concerned with our perception of time, a subiective time.
When that subjective perception of time is related to our
perception of music, to a time which is distinct to music, I

call it "subjective musical time".
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The musical process needs a certain concrete time
span for the unfolding of 1its phases, As I pointed out in
the first chapter, the musical process needs time to develop
and to accomplish its results. One of the temporal
categories of the musical process 1is objective, can be
measured by a clock, and is one-dimensional and
irreversible. I shall coin a term to denote the concrete
time that is common to all activities, including music and
the musical process: "concrete musical time" denotes that

aspect of concrete time found in the musical process.

There is another type of time which interacts with
the concrete time of the musical process, a time that cannot
be measured by a clock, and that is exclusive to the
experience of music: a subjective time. I define the term
"subjective" as the domain of the subject, something
entirely dependant on the person experiencing the piece of
music. It does not admit any comparison with universal
standards. Let us recall the earlier example regarding the
two listening sessions of the same recording, and the
different temporal perceptions experienced in each. In the
first listening session, the performance was categorized as
slow and, therefore, inadequate to the work, while in the
second listening session the same recorded performance was

described as moderate and suitable to the piece.
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We need a term that differentiates the subjective
time of the musical experience from any other subjective
experience of time. The term "subjective musical time”

denotes a subijective time that is experienced only through

the musical process.

A terminological problem emerges because we find
in the critical literature that different scholars give
different names, or no name at all to the two distinct
temporal catedories just discussed, although those
categories of time are defined in similar ways. This
difficulty arises because there is no terminological way
established to distinguish between a2 time that Is common to
all of wus and to all activities, and a time that |Is

particular to the experience of music.

The disparity in terminology for these two
categories of musical time is demonstrated by the number of
different names that are given to these two categories of
time. For example, the term "ordinary time" in Jonathan
Kramer's writings, is elsewhere called "absolute time,"
"elock time," "normal time," ‘"ontological time," Mreal
time," "public time," or "actual time." What Kramer calls
"musical time"” is also called "subjective time,"
"psychological time," or "virtual time." I will briefly

discuss these terms and the circumstances in which they are
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presented in the critical literature.

Al Concrete Musical Time

i} Coicrete time

There exists a similarity between Susanne Langer's
and Jonathan Kramer's definitions of the general category of
time that is one-dimensional and abstracted from experience.
Langer calls "clock time" the time that can be measured by a
clock, and that is separated from an experiential time.

Langer explains that

this one-dimensional, infinite succession of
moments [(clock time)l is an abstraction from direct
experience of time, and it is not the only

possible one ({2}).

This definition matches what Jonathan Kramer calls
"ordinary time." He explains that "ordinary time" is the
time that is shared by most people through physical means of
measuring (clocks), and that is agreed on as a social
convention. He wuses the term "ordinary time" as a synonym
for "absoclute time." Xramer says that absclute or ordinary
time is a "moment-to-moment succession” (3) and that it is

"measurable, whether by beats, pulses, or seconds" (4}.
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In a similar manner, Thomas Clifton defines his
term "world time" as a type of time that is common to all of
us. There are some difficulties regarding the definition of
this concept because Clifton seems to contradict himself. On
the one hand, Clifton refuses the term "objective time" by
explaining that a time completely independent from the
subject cannot exist. On the other hand he acknowledges the
existence of a world time, a category of time that would
definitely be isolated from subjective experience (5). I
shall expand on the explanation of these difficulties in the

second part of this chapter.

Similar to Susanne Langer's term "clock time," is
Barbara Barry's term "public time," which she uses to denote
that type of time that can be measured by a clock. She sees
public time as a convention between people. Barry writes
that "the equal units of hours and minutes constitute public

time" (6).

From this discussion of the different names used
to designate one specific category of time, and the
circumstances in which they are used, what emerges is that
all of them are employed to denote that type of time which
is common to all activities, and which could be measured

ocbjectively by a clock,
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ii} Concrete Musical Time

As seen above, some scholars, such as Kramer,
Langer, Clifton, and Barry, acknowledge the existence of a
concrete time, common to all activities, which can be
measured. They describe this temporal category from a
general point of view, not specific to music. Conversely,
Igor Stravinsky talks about this category of time as it

applies to music and to the musical experience.

"Ontological time" and "real time" are terms
applied by Igor Stravinsky to denote the concrete, objective
musical time (7). Stravinsky approaches this category of
time from the point of view of the relationship between the
musical object and the subjective experience of that object.
Stravinsky describes an ‘"euphoria" induced by ontological
time, which comes from the fact that this category of time
does not dislocate the centers of attraction and gravity; it
is a stable temporality, which can be measured. Its
stability gives the listener a sense of serenity. This
differs from what Stravinsky calls "the other kind" of time,
which dislocates the centers of attraction and, therefore,
gives a certain temporal instability. This kind cannot be
measured. It relates to the subjective constituent of
musical time. He explains that the two kinds of music by

explaining that
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one which evolves parallel to the process of
ontological time, embracing and penetrating it,
inducing in the mind of the listener a feeling of
euphoria and, so to speak, of dynamic calm. The
other kind runs ahead of, or counter to, this

process (8} .

In a broader sense, Micheline Sauvage talks about
a concrete artistic time. She defines this concrete category
of time from a more deneralized point of view: she uses the
term "actual time" to denote the time that a work of art
uses as an element to unfold and, therefore, to express its
own artistic time. She explains that every work of art
whether a sonata, a novel, or a poem uses time as a working
element. However, she also explains that "each of them
constructs in actual time its own special artistic time,

musical, dramatic, or narrative" ({9}.

B) Subijective Musical Time
i} Subjective Time

The general category of subjective time has to do
with the psychology of time perception. Since this category
is not directly related to the object of study of this

thesis, music, it will not be discussed extensively.
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Nevertheless, it is not hard to think of examples where
different perceptions of the passing of time in the same
gsituation can exist. There are daily activities that appear
to take longer than others, even if the <clock time elapsed

is exactly the same [(10).

Other examples of the subjective experience of
time involve the alteration of temporal spans from the
actual experienced event +to its recollection. During the
process of remembering lengths of time of passed experiences
we alter the durations subjectively. As Kramer explains,
many studies have shown that the subjective experience of

time usually does not equal the clock time. He says: “our
experience of duration in retrospect may not agree with our

experience of duration in passing" {1l).

ii) Subijective Musical Time

As noted earlier, I found disparities regarding
the terminology used to designate that category of time
which is specific to the perception of music. I found that,
for example, what Jonathan Kramer calls "subjective time" is
sometimes used by him as a synonym for "musical time". He
asserts that this "musical time" is exclusive to the

subjective experience of music. He explains that '"musical
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time exists in the relationship between listeners and music"
(12) . Xramer explains that this subjective, musical

temporal category can be experienced simultanecusly with the

experience of objective time. He says:

music allows us to eXperience subjective time
without having to remove ourselves from the time

experiences we share with other people (13).

Joan Stambaugh, on the other hand, refuses to accept that
there is a correspondence between the concepts of
"subjective time" and "musical time". She explains that the
subjective time of the consciousness is not dependant on
cuter objects; it is an inner time that flows from
experience. Even if musical time lies close to subjective
time and shares several elements in commen with it, musical
time lies entirely in the act of perceiving sound, and is
therefore dependant on an external object. In this respect

musical time differs from subjective time.

Subjective time, Stambaudgh asserts, presents a
dichotomy of form and content: time is the form in which
thoughts, images, and objects are constituted. In musical
time that form cannot be differentiated from content.
Stambaugh says that "subjective time remains divided in the

dichotomy of form and content" and that "musical time is not

37



the form for a content which is heterodgeneous to it" (14).

Regarding the matter of the correspondence between
subjective time and musical time, I support Jonathan
Kramer's viewpoint. I do not entirely agree with Stambaugh
on the distinction she draws between subjective and musical
time. She asserts that what differentiates musical time from
subjective time is that musical time lies in the act of
perceiving sound, and therefore it is dependant on an
external object. Subjective time, I think, also depends con a
subjective experience and, therefore, on an external object.
Stambaugh also explains that, in musical time, form cannot
be differentiated from content. As I shall explain in
chapter four, I think, alongside Patricia Carpenter, that
the notion of form depends entirely on the understanding of
content. The matter of subjective musical time, and the
dichotomy of form and content will be taken up again in the

fourth chapter of this thesis.

Barabara Barry, in the same vein as Stambaudgh,
does not acknowledge the interaction of two types of time in
the musical process. In her definition, Barry explains that
musical time involves perception: the subjective temporal
experience. Barry demonstrates that the subjective element
is the only one taken into consideration when she states

that musical time is the experiential amocunt of time
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vassing; she dismisses the concrete elements involved in the

rassing of musical time, such as the clock time. She writes:

musical time is the experiential amount of time
passing in the course of listening to the
performance, either live or recorded, of a musical
work - the way that tihe work is perceived by the
listener. This description corresponds to the
subjective experience of musical time passing, the
processive coming-into-being of successlive

elements in performance {15]).

Barry leaves aside the concrete constituents of
the idea of musical time to concentrate upon the subjective
experience of musical time. In her writings, Barry, as other
scholars do, uses both terms, objective time and musical
time, but focuses only on the subjective constituent of the
idea. Barry defines what I called "subjective musical time":
musical time which is experienced subjectively. Barry's
definition is incomplete because it does not include the

time that the piece takes to be experienced.

The term "psychological time" is wused by Igdor
Stravinsky in the sense of a "subjective musical time," as
opposed to a concrete, "real time". He explains that

"psychological time" denotes a time that depends entirely on
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the subject who experiences it. This temporal category is
modified according to the subject's personal experiences.
Stravinsky relates this category of time, experienced when
the musical process takes place, with the effect it imposes
on our consciousness, and with the subject's disposition.

Stravinsky says that this "psychological time"

passes at a rate which varies according to the
inner dispositions of the subject and to the
events that come to affect his

consciousness (16) .

Stravinsky also discusses the relationship between this
subjective temporal category, and the "real time" which can
be measured by a clock, and which cannot be altered by the
subject. He says that variations in psychclogical time "are
perceptible only as they are related +to the primary
sensation of real time, ontological time" (17). Stravinsky
sees an association between the concrete and subjective
categories of time as they interact in the musical process

(18) .

In a similar manner to Stravinsky, Patricia
Carpenter and Gisele Brelet also acknowledge an interaction
between the concrete and the subjective components of

musical time., Carpenter explains that there is a synthesis
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of the concrete and the subjective aspects of musical time.
She says: "musical time is a synthesis of the objective time
of the work and the subjective time of the experience”
(19) . "Synthesis" denotes the combination of elements to
make a new whole: those elements are the two categories of

time that, when combined, generate a more complete notion of

musical time.

Gisele Brelet alsoc writes of a dialectic between
two aspects of musical time: the "time lived" and the "time
thought" (20). "Dialectic" is used here in a similar way
to Carpenter's wuse of "synthesis." "Dialectic" implies an
interaction of constituent elements. In this case, the
dialectic is between two types of time coexisting in the
idea of musical time: "time lived," the concrete aspect, and
"time thought," the subjective aspect. Brelet stresses the
idea that time lived cannot be left out of the experience of
music and musical time. She writes that "music is a
speculation on time, inseparable from an experience of a

lived time" (21)}.

Susanne Langer, in a more deneral way than
Stravinsky and Brelet, defines "virtual time" as a temporal
category which can be created by any art, not just by music.
She explains that the sounds relate to each other in virtual

time, a time that belongs only to that relation between the
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sonorous forms. She writes that:

all music creates an order of virtual time, which
its sonorous forms move in relation to each other-
always and only to each other, for nothing else

exists there (22).

When reading Xramer, Langer, Stravinsky, and
Brelet a terminclogical similarity emerges: all the terms
used represent a type of time that is created and measured
by the subiject when experiencing music, as opposed to a
concrete time that cannot be created by the subject, and

that can be measured objectively,

Scholars adgree that there is a particular type of time
that only relates to the experience of music. This category

' is encountered

cf time in music, "subjective musical time,'
only when the musical process takes place. It is a
subjective domain because it depends entirely on the subject

who experiences the musical work.

Subjective time can be experienced in any
situation, in everyday 1life. Virtual time, as Langer calls
it, is the subjective time that can be created by any art.
But subjective musical time is the only temporal category

peculiar to the subjective experience of music.
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The terminoclogical discrepancies found in the
critical literature prompted me to reconsider the
definitions given to these two categories of time as they
interact in the musical process, and to try to find accurate
names to describe them. The musical process, the association
of a series of musical events toward a musical result,
requires time. There are at least two categories of musical
time interacting in that musical process: a type of time
which 1is concrete and can be measured objectively; and a
category of time that is entirely dependent on the subject

who is experiencing that musical process.

I have tried to find terminology that takes into
consideration all the concepts discussed in the critical
literature consulted, and renders these concepts as clearly
as possible. The best terms I could find to describe these
two categories of time are '"concrete musical time,™ (23)
and "subjective musical time" (24). "Concrete musical time"
applies to the musical time common to all our activities, a
time which can be measured objectively. "Subjective musical
time" applies to that time that 1is specific to the
experience of music, and which cannot be measured in a
concrete manner. These two categories of time, interacting
in the musical process, constitute what I call "musical

time.,"
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2. Kramer, Clifton and the Model of Musical Time

This section discusses on time and musical time in
order to present a model of musical time and its
categorization. This model 1is the result of examining
writings by two scholars who address the matter of musical
time in very different ways: Jonathan Kramer and Thomas

Clifton.

Jonathan Kramer acknowleddes the existence of two
categories of time, "objective time" and "musical time." He
writes: "musical time and ordinary time lead parallel
existences" (25}, which indicates the differentiation
between two types of time that coexist. Another example is
Kramer's assertion that "deep listening does give primacy to
musical time" (26). If one category is ¢given primacy over
another, there must be a distinction between the 1two
categories: time that is common to all activities (including
music), the "ordinary time"; and time that is specific to
the "deep listening" experience of music, "musical time."
Kramer confirms this idea by asserting that "musical time
differs quite drastically from ordinary time" {27), and
that "we simultaneocusly experience musical time and absolute

time" (28).

A problem arises because Kramer does not wuse his
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terminology to represent the two subcategories of time,
concrete and subijective, which coexist in the category of
musical time. In particular, he does not designate with
proper terminology that type of musical +time, which has
similar characteristics to ordinary time, which I have
called '"concrete musical time." Kramer explains that
ordinary time is not interrupted when the experience of
music takes place. But he discusses ordinary time separately
of musical time, and he does not give a name to the ordinary

time that is present in the musical process.

Kramer's "ordinary time" and "musical time" do not
represent an interaction between the two subcategories of
musical time. "Ordinary time,"” as it is used by Kramer, does
not convey a direct relation to the musical exXperience,
"Musical time" does not indicate which of the two types of
time interacting in the musical process (concrete or

subjective) is being examined.

Thomas Clifton, unlike Kramer, acknowledges in his
writings the existence of two types of time interacting in
the musical process. He does not, however, give names to
these. C(Clifton asserts that “"there is a distinction between
the time which a piece takes and the time which a plece
presents or evokes" (29), and that "the performance of a

piece unfolds chronclogically: it takes time" (30), but
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also "time is a relation between a person and an experienced
event [in this case, a musical piecel” (31). I egqguate
these two categories with my categories "concrete musical
time" and "subjective musical time." For Clifton, the time a
piece takes and the time a piece evokes are related in the
understanding of music, and we experience both in the work's

musical time.

The problem that arises from Clifton's writings is
the lack of consistent terminology to designate the two
subtypes of time, concrete and subjective, as related to the
musical experience. Clifton, like Kramer, acknowledges the
existence of a certain tvpe of concrete or objective time,
"world time" as Clifton calls it, which is used by the arts
to develop and to create their own, distinct artistic time,
in this case, musical time. But Clifton rejects the term
"objective time" as a concept completely external to the
subject. He would not discuss a concrete or objective

musical time.

Cliften, a phenomenoclogist, explains that a
discussion of "objective time"” implies a contradiction, He
asserts that this categorization of time suggests that there
iz a time external to us, a time that exists without taking
into consideration the human being, and, consegquently, it

also suggests that we perceive time through some kind of
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sensation. Clifton says:

objective time is a contradiction in terms. It
presupposes the existence of a time which exists
independently of us. and of a time sense whereby

the person perceives this time (32).

He also explains that we cannot measure a sensation, with a
clock. He asserts that "it is useless to measure the sense

of time against a clock which is alleged to keep real time"

(33}.

These two assertions do not come as a surprise,
because of the school of thought Clifton belongs to. For
phenomenclogists, the subject and his experiences are the
center of phenomenclogical description. From the
phenomenologists' point of view, time does not exist

indeprendently of the subiject.

In this thesis I take the position, alongside
Stravinsky, that there are temporal social conventions which
exist autonomously from the experiencing subject, which can
be taken as concrete or objective. These temporal
conventions are used by music to wunfold, deriving in
concrete musical time. This category of time, concrete

musical time, is capable of measurement, and it is separated
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from the subjective, personal experience of musical time. As
I stated in this chapter, this type of musical time can be
compared to different concrete standards, such as clock
time, or musical tempi. Let us recall the example of the
comparison between tempi, and their identification as a

concrete aspect of the musical performance.

As we can conclude from all the above, two
representative scholars, Thomas Clifton and Jonathan Kramer,
adopt different categorizations of time and musical time.

The following chart shows these categorizations.

Model
KRAMER { Ordinary Time Musical Time
Concrete Subjective Time Taken Time Evoked
[Concretel [Subjective]
CLIFTON

There are two broad categories of time, and four
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subcategories. The broader categories are ordinary time and
musical time; these are the +two categories clearly
acknowledged by Jonathan Kramer. Ordinary time and musical
time are each divided into two subcategories. In his
writings, Thomas Clifton addresses the concrete and
subjective subcategories under musical time, but he does not
use these terms to distinguish them. The two subcatedories

of ordinary time, concrete and subjective, are beyond the

scope of this thesis.

In chapter +three, I shall present recording
technolegy, and its relationship to the two categories of
musical time presented here. A discussion of recording
technology is necessitated by the fact that every aesthetic
aspect of music has been challenged by the appearance of
recording technology. Musical time, as an aesthetic musical
element, needs to be analyzed in 1light of this new

technological advancement.
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Chapter III

Record Technolo d c o

Musical Aesthetic Ritual

This chapter contains a discussion of recording
technology and the changes it imposes on the musical
aesthetic ritual. The new recording technology introduced at
the end of the last century ¢greatly influenced and still
influences the musical experience and its rituals: the way
composers write music, +the way interpreters perform music,
and the way audiences listen to music. The musical
experience and its rituals are transformed by the new
technological advancements. In this thesis I concentrate
mostly on the listener's experience of music, and on how the
rituals are transformed from the listener's viewpoint.
Future work can be done to analyze in greater detail those

changes as they affect both composers and performers.

At this point, we cannot deny the importance of
recording technology in music. The new technology affected
and still affects our 1lives as professional musicians, or

simply as consumers of music. The extent of the effect the
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new technology has made on music has vyet to be explored

because of its magnitude (1).

One of the important effects of recording
technology is the change in the musical aesthetic ritual. As
we shall see 1in this chapter, the »rituals as they are
performed in the concert hall are challenged by the new
technology, and must be examined in order to determine how
they are altered. Many facets of the concert hall ritual,
such as attendance at a concert hall, preparation for the
concert, interaction between audience and performer,
exclusivity to a droup, and inviolability of live music are

examined in light of the new technological advancement,

The technoleogy of the reproduction of works of art
and the consequent alteration of the aesthetic rituals
associated with works of art generate great changes with
regard to aesthetic ideas of all arts, including music.
Those changes denerated by the technology of reproduction
must be taken into consideration for a better understanding
of the art and the aesthetic ideas being studied. Therefore,
to better comprehend a specific art and the influence of
technological reproduction on that art, we need to examine
the aesthetic ideas in light of this new variable (2). When
discussing recording technology and its influence on music

and on musical aesthetic ideas, Jonathan Kramer asserts that
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"recording technology has forced us to reconsider what

constitutes a piece of music" [(3).

In the context of musical time, I must first look
at the changes in the musical aesthetic ritual derived from
technological advancements, in order to study how they
influenced certain aspects of music. I will pay particular
attention tc the impact of changes in the musical aesthetic

ritual involving the ideas of musical time already expressed

in chapter two.

This chapter comprises a discussion of recording
technology and the changes imposed on the musical aesthetic
ritual. It is divided into three sections. The first section
presents a brief summary of the most important events
related to the manipulation of recorded sound. The second
section defines in more detail the terms "ritual” and
"musical aesthetic ritual." The third section discusses the
changes the new technology imposes on different aspects of

the musical aesthetic ritual.

1. Manipulation of Recorded Sound as a Conseguence of the

Advancements in Recording Technology

This section is c¢oncerned with the history of
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recording technology, and the conseguent potential
manipulation of sound. It briefly describes the first
breakthroughs in recording technology, from Edison to the
1940's, and then concentrates on the most important aspect
of recording affecting the concept of musical time: the
potential manipulation ©f recorded sound, made possible by

the invention of the tape and the tape recorder.

i) Origins of the recording industry

Recordings of music were made beginning in the
second half of the last century. In 1877, Thomas Alva Edison
invented the cylinder phonograph. In 1894, Emile Berliner
started making discs, which had the advantage of being more
easily manufacturable than cylinders. Soon after, the
Gramophone company, started by Berliner, established
branches in London, Berlin, and France. Most of Europe's
recording industry was started by Berliner's
representatives. In the United States, Berliner's branch was

to turn into the Victer company.

By the beginning of this century, recording
industries had been established in Germany., BAustria, Russia,
and Spain, but the technical ideas and the equipment were
imported from America. Around 1900, recording technology was

established both as a way of reproducing musical works, and
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as a way of editing recorded sound.

Beginning in 1902, Victor raised cultural
expectations with its Red Seal series, which featured Enrico
Caruso. By 1910 the majority of record sales were of
classical music. Caruso's discs were a major factor in the
transformation of the phonograph into a cultural phenomenon.
Between 1907 and 1910 another company, Columbia, tried to
approach Victor's cultural prominence by releasing records
from Europe, and by recording different operatic singers.
Columbia also started fabricating double-sided discs; Victor

did not do so until 1923.

In the 1940s, two major inventions improved the
way in which music was processed and recorded: the long-
playing (LP) record and the tape recorder. The LP opened up
a new market for both new consumers of recorded music and
older record collectors who were willing to repurchase their
collections as LPs. The development of the tape had a major
impact on recording because anyone who owned a tape recorder
and a microphone could record sound. This was Iimpossible

before the appearance of the tape because of the machinery

required.
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ii) The tape, the compact disk, and the potential for

the manipulation of sound

The development of the tape recorder in the late
1940°'s had another crucial impact on the record industry:
the ability to alter and manipulate recorded sound. For the
first time, audio engineers had the ability to splice
together discontinuities inte artificial continuities.
Composers of 'musique concrete' profited from this
technological advancement: it allowed them to work directly

with sounds and continua, without performance.

The ability to alter and manipulate recorded scund
means that recorded material could be fragmented and spliced
together, combined, deformed, and distorted, among other
options. One of the most common procedures, the
fragmentation and splicing of pieces from a recorded tape,

allows the assembly of any succession of sounds,.

Another process that allows the alteration of
recorded sound is the combination of different pieces of
recorded material. This is achieved by superimposing and
rlavying into a mixer different strands of material recorded
on parallel tracks. The result is re-recorded on another
track or another tape recorder. This procedure is called

multi-track recording. There are different formats for
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multi-track recerding, depending on the number of channels

used: four, eight, or sixteen track recording.

The potential deformation and distortion of sound,
made available by the tape recorder, involves countless
possibilities. For example, we can change the playback speed
of a tape. This procedure affects the frequency and duration
of the sounds recorded. Tapes can be played backwards, which
gives very particular results: one result is the conversion
of fading sounds into abrupt crescendos. Recorded sound can
be processed by additional devices, such as filters,

reverberators, and modulators.

In the late 70s two major companies, Philips and
Sony, agreed to collaborate on the design of a compact disc
system. The audio technology is then dramatically altered by
the introduction of changes in three fundamental design
criteria: first, digital data is used to store and process
the audio signal: second, error correction is employed to
make the stored data more robust; and third, the compact

disc system uses an optical, non-contact pickup.

In 1983 the compact disc system was introduced in
the United States. More than forty companies, including the
major labels, adopted primarily digital techniques for their

new releases. Many advantages are brought by the compact

59



disk system, including the lack of degradation from repeated
playings, the immunity to aging and +temperature problems,
the possibility of a longer prlaying time, the

programmability of tracks, and the low manufacturing costs.

All the technological changes presented in this
section, and especially the ability to alter sounds,
constitute a turning point in the history of recorded music.
These facts changed the way sound and music are processed
forever. Technological advancements determined that the
experience of music would never be the same, because of the

new possibilities and alternatives available.

The ability to listen to a recording of a piece,
instead of having to attend a live performance, radically
altered an essential aspect of the musical experience, which
I shall call the "musical aesthetic ritual." This change in
ritual demands that our concept of musical process and our

concept of musical time be reexamined.

2. Definition of the Terms "Ritual" and "Musical Aesthetic

Ritual"

Explanations of the terms "ritual," and

"aesthetic ritual," are required, since these terms are
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given many different meanings, and can become confusing if
not properly defined. Each of these terms can be understood
in different ways, depending on the object being studied,
and depending on the school of thought being consulted. To
define "ritual" and '"aesthetic ritual," I rely on the
writings of Robert Bocock and Edmund Leach, since I found
the interpretations of these scholars to be the most

precise,

i) "Ritual"

Edmund Leach in his definition of "ritual

explains that the terms "ritual" or “"ceremony"

have been used interchangeably to denote any
noninstinctive predictable action or series of
actions that cannet be justified by a ‘rational’

means-to-ends type of explanation (4).

Other scholars use the term "ritual" to denote symbolic
actions with a reference to supernatural beings, such as
religious rituals, and the term "ceremony" for secular
rituals, such as political, aesthetic, or life-cycle
rituals., I use Leach's broad sense of the term "ritual" here
to cover all types of rituals and ceremonies, making clear

what type of ritual I am referring to. For example, when
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referring to a ritual that involves the arts, I call it an

aesthetic ritual.

We can define ritual as putting conventional,
agreed-upon bodily actions to rational, social ends to
communicate a certain message. Leach defines ritual actions
as actions which cannot be justified by a "rational means-
to-end type of explanation." I shall define ritual as an
action that leads to a rational end, when the action or
actions involved in that ritual lack a rational basis, and
stem from emotion. Here I am following Robert Bocock who
says that "ritual can integrate bodily feelings and emoctions
with rational social purposes" (5). As an example, we can
think of the ritual of clapping when a concert is about to
begin, or at the end, but not betweén movements., The
customary action of clapping is an expression of pleasure
and thus emotional preparation, and recognition for the
artists and their work, It does not have a purpose in
itself, but it has a rational social end: to establish the

beginning or the end of the performance.

Bocock defines the term ritual as "the symbolic
use of bodily movement and gesture in a social situation to
express and articulate meaning” (6}. The concept of symbol
used by Bocock follows Susanne Langer's interpretation. She

explains that a symbol related to a ritual is a
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representation of the emotion conveyed in a conventional or
customary expressive act, an act which lacks "inner

momentary compulsion." Langer writes:

As soon as an expressive act is performed without inner
momentary compulsion it is no longer self-expressive;
it is expressive in the logical sense, It is not a sign
of the emotion it conveys, but a symbol of it, instead
of completing the natural history of a feeling, it
dencotes the feeling and may merely bring it to mind,
even for the actor. When an action acquires such a

meaning it becomes a gesture (7).

Following Robert Bocock, we could say that there
are two characteristic elements in a ritual action:
conventional body movement and gesture, and the social
situation. The conijunction of the two elements gives meaning

to the ritual action, and lends it an end or purpose.

Ritual actions can be related to different symbols
such as images, pictures, altars, and artistic performances.
Those social bodily actions serve to communicate a message,

related to a certain symbhol.

We find many different types of rituals in our

lives. We may think of religious rituals as one example but,
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as Bocock explains, there is a large amount and a dreat
variety of ritual action in our society (8). From shaking
hands to congratulating someone on his birthday, different
societies get involved in different ritualistic actions. &
person participates in countless rituals; the guantity and
quality of those rituals depend on the social and cultural

environment.

ii} Aesthetic Ritual

Robert Bocock uses the term aesthetic ritual to
denote rituals involving arts as symbols, where the symbols

are of an aesthetic type. He writes:

aAll activity which involves viewing and
appreciating the arts is aesthetic ritual action,
in that a dgroup of people, or separate
individuals, relate to symbols of an aesthetic
type. At bare minimum this is ritual action, as
distinct from action of a rational, technical kind

(9).

In the case of rituals involving artistic expressions, the
symbols are the different works of art: a musical piece, a
rainting, or a sculpture can become a symbol to which people

relate.
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Activities involving different arts and their
experience involve different ritualistic actions, related to
that particular art. Painting, for example, involves a
person who produces the work of art, and a person who looks
at it. Unlike painting, the performing arts involve an
artist or artists who perform, and a social droup, an
audience, which responds to the work. Bocock distinguishes

between painting and the performing arts in this way:

[Paintings] are of less importance for social
groups, they are usually now produced by one
person, and looked at by the individual, or even
purchased by a person for himself and his family.
The so-called performing arts involve groups of
artists to perform them, and they involve a social
group, an audience, to be responsive to them, and
to co-operate with the actual performers in
enacting the work. The group processes involved
are of some interest in themselves, and 1in their

effects on the works of art performed and written.

Bocock also explains that there is a particular
aspect of the ritual in the performing arts that does not
exist in other arts. This aspect is the interrelation or
connection between the audience and the performer or

rerformers. There exists an interrelation already
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establ ished between the audience and the composer, but the
connection between the audience and the performer implies
something different. Bocock asserts that if people from the
audience do not establish that particular emotional
connection with the performer or performers, a sense of

disapproval could result. He writes:

An audience builds up an emotional rapport among
its members, and between itself and the performers
of the aesthetic ritual. There 1is a sense of
irritation with members of an audience who will
not make the necessary emotional connection with
the others and with the performers, in a theatre
or a concert, especially when this results in
outwardly expressed action, such as talking in the

‘wrong' places, sleeping or scowling (10).

We should define different terms for the different
arts to make clear what aesthetic symbol or symbols we are
referring to. As I pointed out earlier, aesthetic rituals
involving paintings as symbols will differ from rituals
involving musical works. Therefore, for my purposes, I shall
use the term "musical aesthetic ritual" to denote those

ritualistic actions involving music (11).
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iii) Musical Aesthetic Ritual

A musical rerformance can have particular
ritualistic aesthetic qualities regardless of the content of
the work being performed. In +the example of the clapping of
hands at the beginning of a concert, the audience would
applaud at the beginning of a performance of a work by Bach,
Chopin, or Berg. Robert Bocock alludes to this conventional
characteristic of the musical aesthetic ritual which |is

independent of content when he writes:

making and listening to music 1is the ideal-type
form of aesthetic ritual, for dJgroups meet to
relate to a symbelism which has a unigque aesthetic
quality. It <c¢an be related to political or
religious ideas, but it retains a life of its own,
independent of the content of any works associated

with it (12).

We find many ritualistic actions involved in the
aesthetic experience of music. The ritualistic action of
clapping, for example, entails both physical and emotiocnal
preparation, as well as audience participation in a concert
performance. In fact, +the action of attending a concert
performance is a ritual action in itself, As we shall see in

the next section, recording technology radically altered
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this aspect of the musical aesthetic ritual in particular.

3. Changes in the Musical Aesthetic Ritual with the

Appearance of Recording Technology

The advent of recording technology has drastically
modified +the musical aesthetic ritual. The ritualistic
actions of the concert performance must be reexamined to
determine how they have adapted to the new technology. In
this section I shall point out some ritualistic actions as
they are performed in the concert situation, and how they
can be altered when the music is experienced through a
recording. Changes in the physical environment in which
music is performed and listened to (ritual in the concert
hall), changes in physical and emotional preparation as a
fised condition for the musical experience (ritual in
preparation for the concert experience) , audience
participation (ritual interaction of audience and
performer}), the exclusionary nature of the live performance,
availability (ritual of consumption) and, finally, the
potential alteration of recorded sound {(ritual inviolability

of live music) are presented,

As we shall see, the alteration of the rituals as

they are performed in the concert hall leads to the
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potential manipulation of certain musical aspects, such as

the potential manipulation of musical time.

RITUAL ATTENDANCE AT THE CONCERT HALL

Regarding the alterations of aesthetic rituals,
Walter Benjamin explains that with the appearance of
mechanical reproduction of works of art, the public is no

longer slave to one way of experiencing art. He writes:

for the first time in world history, mechanical
reproduction emancipates the work of art from its

parasitical dependence on ritual (13).

Music is no exception to this assertion: with the appearance
of recording technology as the means to mechanically
reproduce the musical work of art, the listener no longer

has to experience the musical work only in a concert

situation.

Recording technology allows the abolition of
certain ritualistic actions. Glenn Gould explains that the
experience of music ceased to be something fixed, somethling

approximating a religious ritual. He writes:
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within the last few decades the performance of
music has ceased to be an occasion, reguiring an
excuse and a tuxedo, and accorded, when

encountered, an almost religious devotion (14).

Gould writes of the abolition of the rituals associated with
live music, which dictated that music could only be
experienced in one way: as an event encountered conly in the

concert hall.,

From the performer's perspective, as Glenn Gould
explainsg, we also find that the new technology allows for a
more intense analysis, and for a wider range of repertoire.
He asserts that the recording studio gives the performer the
possibility to encounter a bigger variety of repertoire, ang
that repertoire can be much better analyzed in a recording

studio than in a concert situation. He writes:

the performer is inevitably challenged by the
stimulus of +this unexplored repertoire. He |is
encouraded by the nature of studio techniques to
appropriate characteristics that have tended for a
century or two to be outside his private preserve.
His contact with the repertocire he records is
often the result of an intense analysis from which

he prepares an interpretation of the composition.
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In the course of a lifetime spent in the recording
studio he will necessarily encounter a wider range
of repertoire than could possibly be his lot in

the concert hall {15).

From the composer's perspective, there are also
many advantages brought about by recording technology. Glenn
Gould explains that the new technology gives the composer
the possibility to record his own work, and this gives an

indisputable performance of the work. He writes:

the new composer has an advantage totally denied
to his predecessors: the possibility of recording
rermanent and authoritative performances of his
music, performed by him or by someone else under
his guidance. Presumably a composer's performance
of his own work will settle all questions arising
out of the ambiguities of staff notation. If,
subsequently, a performer needs to know exactly
how the composer wanted a certain passage to be

rlayed, he can listen to the composer's own

recording (16} .
Coming back to the listener, there are many
ritualistic actions in a concert situation. We can think of

ritualistic behaviors, such as remaining seated during the
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performance, not coughing, and clapping at the beginning and
at the end of a piece. The shared concert experience, and
the communal identity amcng the participants in the

audience, are part of the ritual in the concert hall.

With the advent of recording technology new
listening spaces are created; therefore, the ritualistic
actions as they appear in the concert hall are replaced by
new ritualistic behaviors. The aspects of the ritual in the
concert hall cited above are replaced by the rituals
belonging to the new spaces. The latter rituals are created

by the listener of recorded music.

Witﬁ the new technology, the person willing to
experience music does not necessarily have to comply with
the aesthetic ritualistic action of attending a live
performance of a musical work, which was impeossible to avoid
before the appearance of the recording technology. The new
recording technology allows the possibility of creating new
spaces in which new rituals, different from the ones

presented in the concert hall, can be established.

RITUAL IN PREPARATION FOR THE CONCERT

There 1is a certain physical and emotional
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preparation which is part of the musical aesthetic ritual in
the concert hall that drastically changed with the
appearance of recording technoleogy. As Robert Bocock
explains, the concert hall assumes that people are "‘going
out', dressing up for the occasion, and experiencing a break
in normal routine as a result" (17}. A sense of

expectation is also part of the ritual of preparing to

attend the concert hall,.

Before the advent of recording technoloegy, the
ritualistic actions discussed above were accepted as fixed
conditions of the musical experience. Some of these ritual
behaviors are different from the ritual actions performed to
listen to recorded music: dressing up and 'going out' to
listen to a 1live performance of a musical work, are no
longer fixed conditions in the experience of music. Dressing
up and going out can be substituted by dressing down while

listening to recorded music.

The break in normal routine, as Bocock calls it,
does not apply when we experience recorded music because,
thanks to the new technology, we can be 1listening to music
even without having chosen to do so. With the appearance of
recording technology, and especially with the latest
technological advances, music is part of everyday life

rather than a break in normal routine.
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The ritual preparation for listening to recorded
music is not the same as the ritual performed to go te the
concert hall. It involves a completely different aspect of
behavior: going to a store and purchasing the recording of a
musical work. The ritual of physical preparaticen for going
to the concert hall is replaced by different physical
ritualistic actions which are part of a new ritual
preparation for the experience of recorded music. These
ritualistic actions will differ greatly from person to

person.

RITUAL INTERACTION BETWEEN AUDIENCE AND PERFORMER

Ancther change in the musical aesthetic ritual
involves audience participation in the performance of music.
As Robert Boceck explains, the performing arts inveolve two
groups of people: the artists performing the works, and the
audience responding to them, co-operating with the actual
performers in enacting the work of art (18). The visual,
as well as the aural, communication between these two groups
is part of the nmusical aesthetic ritual. The ritual
interacticon of audience and performer is characterized by
the performer receiving immediate feedback from the

audience.
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This interaction between performers and audience
altered dramatically with the appearance of recorded music:
no audience is able to co-operate in enacting the work, at
least in the presence of the performer, and no audience is
able to build up an immediate emotional rapport between
itself and the performers when listening to a recorded

musical piece.

Glenn Gould also writes about the interaction
between performers and audience in the concert situation. He
asserts that the custom of applauding at concerts should be
abolished because it yields the audience a false sense of
participation in the performance, and also because the
performer might be inclined to perform in a way that would

please the audience. Glenn Gould writes:

applauding gives the audience a false sense of
active participation in the occasion. Applause
misleads performers, luring them into crowd-
pleasing tricks of interpretation and personal
display. So long as a performer's primary motive
is personal display, he cannot give more than
secondary attention to the music he is performing

(19) .

With the new recording technology the immediate

75



feedback avajlable in the concert situation is replaced by
different forms of response. For example, the number of
recordings purchased and critiques of those recordings are
forms of feedback which the listener of recorded music

presents to the performer of recorded music.

In the experience of recorded music there is
neither instant audience participation in the musical
process, nor direct interaction between performer and
audience. The interaction between performer and audience was
a fixed aspect of the musical aesthetic ritual before
recording technelogy appeared as an alternative to

experiencing live music.

RITUAL OF CONSUMPTION

Another change in the musical aesthetic ritual
involves the exclusivity of the group 1listening to the
piece. In the case of a live performance, a limited number
of people are allowed to enter the hall and listen to one
performance of a musical work. When the work is recorded,
there is no 1limit tc the number of people who can listen to
the piece. The product can be consumed by anyone interested
in it, and it can be experienced as many times as the

listener pleases.
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One of the fixed characteristics of the ritual of
live music, restricted access to the performance, |is
replaced by availability. The musical experience ceases to
be a rare and atypical event; it becomes an object available
to be consumed by anyone. As Jacques Attali eXxplains, the
spectacle of a work's performance is just one way orf
listening to a musical work. With the advent of recording
technology, repeatability and availability are new ideas
concerning ways of approaching the musical experience.
Attali also asserts that with the new technology, the
musical experience loses its fixed ritualistic character of

unigqueness. He writes:

& work that the author perhaps did not hear more
than once in his lifetime becomes accessible to a
multitude of people, and becomes repeatable
ocutside the spectacle of its performance. It gains
availability. It loses its festive and religious
character as a simulacrum of sacrifice. It ceases

to be a unique, exceptional event, heard once by a

minority (20},

Of course, we have to recognize that, in some
special cases, there can be limited releases of an album, in

which case the availability to +the consumer will be

restricted.
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Glenn Gould asserts that recording technology
gives the record owner the possibility to own recordings of
all musical styles at once, something impossible to achieve

without the new technelogy. He writes that

recordings create in every man's library both a
concert without halls and a musical museum whose
curator is the record owner; therefore, all known
musical styles-indeed, all kinds of music- are,
thanks to records, available to the record owner

at once {21).

RITUAL INVIOLABILITY OF LIVE MUSIC

The musical aesthetic ritual of the concert hall
involves one crucial aspect that differentiates it from the
musical aesthetic ritual of recorded music: the
inviclability of sound. When we attend a live performance,
we know we are hearing the pure, unaltered sound; we are

attending the definitive performance of the work.

This ritual inviclability of 1live music did not
allow performers to, as Gould explains it, "explore the
limitless possibilities of the recording medium" (22). The

performer had to sacrifice the clarity and liberty of trying
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different interpretations of the same piece. This lack of
liberty found in the ritual inviolability of live music also

pressured the performer to preoccupy himself with matters

such as mistake-free interpretations.

These aspects of inviolability found in the
musical aesthetic ritual of the concert hall were replaced
by the ability to alter and manipulate reccorded music. With
the new technology, the definitive version of a piece can be
achieved through different techniques, such as the cutting
and splicing of many alternate takes. This allows the

performer to offer the best performance of a musical work.

The listener can also take advantage of the
changes in the ritual inviolability of 1live music. With the
new recording technology, the listener acquires a new power
over the music s/he listens to. Now the listener can control
the musical experience by deciding whether to alter it or
not. These alterations may include, for example, the
splicing of different movements of a sonata recorded by

different performers.

A new freedom is made available to the consumer,
thanks to this newly acqguired power: the listener can now
manipulate the recorded sound at will. Not only 1is the

alteration of the recorded sound possible with the new
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technology, but also concrete aspects of the musical piece,
such as completeness and temporality, can be manipulated
freely. This is the crucial change that affects the idea of

musical time, as I shall explain in the next chapter.

Paul Theberge writes of the changes experienced
with the appearance of recording technology. He presents
Glenn Gouid's ideas on the subject, and their relation to
Marshall Mcluhan's thoughts about media (23). When
discussing the new powers acquired by the listener with the
appearance of recording technology, he explains that the new
technology yvields a new control to the listener, including
the ability to modify certain aspects of the musical
recording, something impossible to accomplish in the concert

hall experience. He writes:

whereas the concert hall presents the listener
with an experience over which s/he has no control,
the modern system allows the listener to subtly
modify the dynamic, timbral and spatial balance of

a musical recording {(24).

Taking into consideration the new powers obtained
by the listener with the new technology, we can say that the
ultimate performance of a musical piece is the one made by

the listener. Splicing and modifying the existing recording
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at will makes the listener the final editor of the musical
work as he or she wants to hear it and experience it. These
changes in the existing recordings cannot affect, however,

the performer's projection of emoctional content in the

recorded work (25).

As we can seea, the change in the ritual
inviolability of 1live music allows a new freedom to both
performer and listener to manipulate and alter music. These
changes open the door to a reexamination of some aspects of

music challenged by this potential manipulation.

As I noted earlier, recording technology and the
change in different aspects of the musical aesthetic ritual
require us to rethink those musical aesthetic ideas in light
of the new situation. Therefore, in the next chapter, I will
concentrate on the effects of the variations in the musical
aesthetic ritual on certain aspects of music, such as
originality, repetition, completeness, and, most thoroughly,

musical time.
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Chapter IV

Manipulation of the Recorded Sound and

its Effects on Certain Musical A t deas

with Emphasis on the Concept of Musical Time

Musical time, regarded as an aesthetic musical
idea, cannot be considered as properly defined without
taking into consideration the technological advances of
recording, and the challenges those advances impose on the
definition of this concept. Therefore, I shall resume the
task started in the first and second chapters of this
thesis: studying the idea of musical time as one of the
constituents of +the musical piece. Other musical aspects
related to the notion of musical time such as the

reproduction and completeness of the musical work will alsoc

be examined.

This chapter discusses the 1two types of musical
time presented in chapter two, concrete and subjective, in
terms of recording technology. The advent of recording
technology has had a great effect on the concrete aspect of
musical time. However, recording technology does not affect
the subjective aspect of musical time as dramatically as it
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does to the concrete musical time of the piece.

The first part of this chapter concentrates on the
influence recording technology has had upon the alteration
of three musical aspects: the reproduction of the musical
work, the completeness of the musical form, and the
temporality of the musical work. The second part of this
chapter presents the discussion between Joan Stambaugh and
Patricia Carpenter on the interrelation of temporality and
form. It also analyzes the influence of recording technology

on concrete and subjective musical time.

1. Influence of Recording Technology on Certain Musical

Aspects

REPRODUCTION

Technology vields a new freedom: the possibility
of reproducing the same recording any number of times. When
recording technology was not available, music had to be
experienced in the time and the space in which it was
performed. Only original performances were presented to the
public; no reproduction of a performance was available.
Today, the new recording technology allows for mass

distribution of any recording. Large scale reproduction and
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availability are new aspects of the musical experience.

Reproduction, the repetition or replica of an
original musical work, has both a concrete and a subjective
aspect. The concrete aspect involves the actual time, for
example, the concrete time elapsed in the performance of the
work. The concrete musical time of the work entalls
understanding music as a series of events unfolding

chronologically.

The subjective temporal aspect of reproduction
involves +the subiject's idea of the reproduction. The
subjective aspect is the experiential part; it is not fixed
in the way that the concrete temporal aspect Iis. The
subjective temporal aspect of music involves the way the
music is perceived, and with the relation between people and

perceived events.

A discussion of recording technology gives rise to
the question of truthfulness: are we listening to a truthful
reproduction of the original? In terms of the concrete
aspect of musical time, an original performance of a pilece
exists only in the recording session. A recording of that
original will lack the truthfulness or fidelity of the
original. No recording is able to capture all the aspects of

an original performance. Alsoc mechanical aspects such as the
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use of defective playback equipment, or the distortion of
sound should be taken into consideration as they greatly

affect the fidelity to the original performance.

The concrete temporal aspect of reproduction can
be characterized, for example, by the purchase of a
recording. The moment the music is recorded to be
reproduced, and to be played through any means of
reproduction, it loses certain aspects of originality such
as the concrete temporality of the original performance. We
lose the time and the space of the original performance: we
are not compelled to listen to the performance in real time,
or in a concert spr-e that cannot be manipulated by the
listener. We can manipulate both the temporal and spatial
aspect of a recording because we can listen to that
recording whenever we want to and wherever we want to as
long as we have the proper technical egquipment to do so. We
are no longer obliged to listen to music in real time or in
the physical space in which it is performed. When we buy a
recording we know that what we are gdoing to listen to is not
an original performance in this vrespect. We accept that it
is a reproduction of the original concrete temporality as it
was presented in the recording session. However, in
subjective terms, the truthfulness or fidelity of the
performance is not affected by its reproduction through

recording technology in the way the concrete aspect is,
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because o0f its subjective dguality. The performance of the
work will get to the listener in a certain way, and the
listener will eXxperience it subjectively, regardless of
variations in the concrete aspect of its fidelity form the

original performance.

Curiously, the subjective temporal aspect can be
illustrated by the purchase of music recorded 1in a live
performance. Subijectively, the listener might consider this
recording as a live experience, with all the attributes of a
live experience, even when a live performance can be
rerceived as being a live performance only in the time and
space it occurs in. The listener will always regard the
recording as a live performance, regardless of whether it is
rlaved in its entirety or not, or if it is played through

headphones or another means of spatial presentation.

There are two aspects, then, to reproduction
through recording technology: the concrete temporal aspect,
which involves the actual time of the recording, and the
subjective aspect, which involves the perception of the
recording being experienced. Both aspects, as they are
influenced by the new reproduction technoclogy, are of

importance to the replica.

For the concrete temporal aspect, the original
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performance of the music, that 1is, the performance in the
recording session, loses importance. The listener recodgnizes
the fundamental difference between the concrete temporality
of the original performance and the concrete temporality of
the replica. The consumer, by choosing the recording,
attributes less importance to the temporality of the
original. Instead, the replica of that performance gdains
importance. For the consumer, the concrete temporal aspect
of the replica becomes more important than the temporality

of the original.

But in the subjective sense of reproduction, the
experience of the piece of music is what 1is important; the
means through which we experience the piece of music is not
as important as the subjective musical experience itself.
The consumer acguires a replica to preserve the subijective
gualities of a certain performance, and to be able to enjoy

it at any time.

While I maintain that the concrete and subjective
components 0of reproduction are separate, other authors such
as John Mowitt and Jacques Attali have not done so. The
concrete aspect of reproduction, the importance of the
temporality of the replica, has had certain ramifications
upon what John Mowitt calls the "social audibility" of

music. Mowitt, discussing the social aspects of the recorded
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reproduction of music, explains that the repetition of
recorded works constitutes the basis of musical audibility, .
hat means, the basis of the listening experience itself. We
are no longer listening, to any significant degree, to
original or live concert performances. Recorded performances
have taken the piace of the live performance. Mowitt asserts
that repetition of recorded music is found everywhere, and
that +the repetition of recordings is the base of our
society's music audibility, its listening experience: "In
the contemporary musical world repetition now constitutes
the very threshold of music's social audibility" (1). This
is correct if we compare the amount of recorded music we

listen to with the amount of 1live music we encounter

nowadays.

Jacgques Attali also discusses the matter of
repetition, by expanding on the historical aspects of
reproduction and consumption. He confirms Mowitt's notion
about the importance of the replica by asserting that, in
the end, the original completely loses its importance and
significance; the reproduction or copy becomes more valuable
than the original. The subjective component loses 1its
significance. He proposes that the original which he calls
the mold has no relevance in itself; it is important just as

another part of the final product. He writes:
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usage was no 'longer the enjoyment of present
labors, but the consumption of replication.
Reproduction, in a certain sense, is the death of
the original, the triumph of the copy, and the
forgetting of the represented foundation: in mass
production, the mold has almost no importance or
value in itself; it 1is no longer anything more
than one of the factors in production, one of the
aspects of its usage, and is very largely

determined by the production technology (2).

Both Mowitt and Attali consider that the
importance of the subjective constituent of reproduction is
lost because of the relevance given to the copy. However,
even when the reproduction of an original gains a certain
social importance, the subjective musical experience remains
as one of the important elements, regardless of whether the
work is listened to through a live performance, or through

any means of reproduction.

Another musical aspect to be influenced by
recording technolody is the completeness of the musical
piece. As in the case of reproduction, both the concrete and
the subjective aspects of completeness are challenged by the

new technelogy.
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COMPLETENESS OF THE MUSICAL PIECE

I shall define completeness of a musical work as
the entire performance of the piece, from beginning to end
not lacking any part: attendance in real time to the entire

verformance of a piece.

Completeness inveolves both a concrete and a
subjective component. With regard to concrete completeness,
and taking into consideration recording technology, there
are two types of concrete completeness to the musical pilece:
the concrete completeness as it was presented by the
composer, and the concrete completeness as a result of
manipulation by the listener. Concrete completeness
constituted or created by the listener involves rearranging
the parts of the piece, which can differ from the
arrangement presented by the composer. The subjective
component of completeness can be identified by the subject's
knowledge of the complete work: when we hear a part of a
work, in our mind we have the idea of how the complete work
sounds. We have either heard the work before, or we can
speculate about the entirety of the work. OQur subjective
idea of the work's completeness may or may not correspond to

the completeness the composer envisioned.

With the appearance of recording technology, the
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concrete aspect of completeness as it is presented 1in the
original becomes a characteristic that is no longer fixed in
the musical work. The new technology allows us to alter
entirely the concrete chronological succession of musical
events. We now can change parts, or listen to half of a
movement instead of having to attend to a complete
performance of the work. In a concert situation, the
listener is expected to attend to the complete performance
of a work: therefore, no change to the concrete completeness
is possible. But with the advent of recording technelogy,
the listener is no longer obliged to listen to the complete
performance. The listener is free to create a new concrete

temporality.

Jonathan Xramer asserts that +the new technology
allows listeners "to regulate the musical continua they
hear" (3). The musical continuum can be defined as the
concrete chronological succession of musical events. Musical
continua now depend entirely on the listener's judgement.
With the new technology, the listener becomes the ultimate
manipulator in the concrete chronological succession of
musical events; therefore, the listener 1is the ultimate

manipulator of the concrete completeness of the piece.

As outlined in chapter three, the possibility of

altering recorded sound and the completeness of the musical
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work has a great changing influence on the music aesthetic
ritual. With the new technology the listener gains the
freedom to choose whether to alter an aesthetic ritual that
preserves closure. As Jonathan Kramer writes: "listeners are
no leonger slaves to a concert ritual that perpetuates
closure" (4). While the musical aesthetic ritual in the
concert hall makes the audience listen *to the complete
performance of a work, the consumer of recorded music can
decide whether s/he wants to experience the complete

performance of a piece or just a section.

The new recording technology, with the consequent
change in the musical aesthetic ritual, liberates the
listener from the concrete completeness of the musical work.
Kramer asserts that it is precisely the change in the
musical aesthetic ritual, due to the advent of recording
technology, that yields this new freedom to alter both the

listening experience and the concrete completeness of the

musical work. He writes:

the removal of music from the ritualized behavior
that surrounds concertgoing struck a blow to the
internal ordering of the listening experience. An
overriding progression from beginning to end may
or may not be in the music, but the listener is

not captive to that completeness (5).
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Recording technoloeogy does not affect the
subjective completeness of the musical work. The subjective
completeness is constituted by the listener regardless of
the concrete temporal succession, and regardless of the
means of reproduction. The subjective experience of the
musical work's completeness will not depend on the means by
which the music 1is listened to; it will not depend on
whether the music is experienced live or as a recording.
Conversely, the listener can replace the concrete
completeness of the work through its manipulation. This new
concrete completeness will depend on the subjective

experience of the work.

When we take into consideration the technology of
musical reproduction, the concrete aspect of completeness is
ne longer a musical characteristic which can be taken for
granted as it is presented in the original. This means that
the concrete completeness of the piece can be manipulated at
will by the listener. Thanks to the appearance of recording
technology, and the chande in the musical aesthetic ritual,
the concrete completeness o©of the musical piece, and the
musical form are domains transferred to the listener as

potential manipulator of the recorded work.
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TEMPORALITY

The musical temporality of a piece is influenced
by recording technology in different ways which must be
analyzed separately in order to arrive at a more
comprehensive way of understanding how technology influences
concrete and subjective musical time. Firstly, with the
experience of music through recording technoclogy, concrete
musical time i1s affected by the lack of the actual presence
of the listener during the musical performance. As noted
above, from the standpoint of the listener, reproduction of
the musical work, unlike live music, does not involve
participation in the actual musical event., The act of making
music 1is not shared by the listener when the music |is
eXperienced as a reproduction. Walter Benjamin explains that
the one thing every reproduction lacks is the actual
presence of the listener in the time and space where that

work exists. He writes:

even the most perfect reproduction of a work of
art is lacking in one element: 1its presence in
time and space, its unigque existence at the place

where it happens to be {6).

The repreoduction of the musical work implies that

the time and space of the performance 1itself will not be
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shared by the listener and the performer. This affects the
concept of the temporality of the musical work because the
actual time of the original performance can never be the

same as the actual time of the reproduction.

Secondly, musical temporality is influenced by
recording technoleogy through the imposition of a different
category of time, which can be called "technological time"
or "click track tempo." The click track is something similar
to a metronome which removes musical time from the
temporally fluctuating experience of the performer and
portions it into steady beats. Jon Frederickson explains

that,

the click track tempo is an imposed clock time
which does not vary according to the experiences
of the prlayers or in response to their
interpretation of the organic processes of the

work (7).

Technelogical time or c¢lick track tempo gives the performer

a precise frame in which the music must fit depending on,

for example, the need for a finite time. This procedure is

widely used in commercial music.

This new type of objectively measured time is
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imposed on the music and represents a type of order which,
ultimately, frames the experience of music. Jon
Frederickson, writing about the new technoclogy and how music
and musical time were influenced by it, explains that the
new technological time is an element imposed on the music in
the recording session: music is recorded in terms of those
technological temporal functions. Frederickson writes: "the
musician who interprets musical time has been replaced by
the clock which imposes technological time" (8). With the
technology of mechanical reproduction, the concrete
temporality of a musical work can be dictated from the
outside: not only can the lendth of the piece be imposed,

but also a "perfect regularity" in rhythm can be achieved

through technolocgical means.

As a consequence of the imposition of
technological time, the click track tempo is abstracted from
the music, and then imposed on it. Frederickson explains
that the concrete musical time of the work is replaced by
the click track tempo which dictates the new concrete

temporalities. He writes:!:
the c¢lick track, or technological time, removes

time from its musical origins and parcels 1t out

in steady, predictable beats (9).
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From Frederickson's statement we can deduce that,
ultimately, due to technological time, the performer's
subjective musical time is substituted by concrete musical
time through the imposition of the click track tempo. The
listener's subjective musical time will not be influenced by

this imposition.

Finally, the technique of splicing must be
considered as another aspect of recording technology which
greatly influences musical temporality because of the
purpose of the technique jtgelf: to create temporal
continuity where there is none. The invention of the tape
gave rise to the possibility of bringing ftogether or
splicing various recordings or parts of recordings made at
different times, and even in different places. Jonathan
Kramer explains that "a splice may produce a continuity that
never existed prior to recording" (10). This resulted in a
new way of processing recorded music: very cften music 1is
edited by establishing continuities made up of discontinuous
performances. This procedure of editing music affects the
temporality of the musical work, because the editor of the
recorded piece can alter and manipulate different concrete

temporalities to create one musical performance.

Computer-based music is another aspect of the

advent of recording technology which has had a great impact
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on “ne concrete musical aspects presented above. Nowadays,
many composers are attracted to computer music systems in
which they can digitize, process, and edit natural sounds
such as those from traditional instruments. Digital
technigues offer many advantages, among them, the
possibility to splice music with precision, to change pitch
and duration of sounds, and to contrecl tempeoralities. This
opens new possibilities in the manipulation of concrete and

subjective musical time (11}.

In the next section, I will show how modifications
in certain aspects of the musical piece influence the two
types of musical time discussed in chapter two. Te do so, I
must first present the discussion between two scholars with
different ideas regarding the relationship of musical form

and musical time.

2. Discussion on the Interrelation of Temporality and

Musical Form by Joan Stambaugh and Patricia Carpenter

To help me with the discussion of the influence of
recording technology on musical form and its relationship
with the two categories of musical time, concrete and
subjective, I introduce a very illustrative discussion
between Joan Stambaugh and Patricia Carpenter (12). This

debate on the interrelation between temporality and musical
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form was presented by the +two scholars in two different
articles. "Music as a Temporal Form," by Joan Stambaugh,
appeared in The Journal of Philosophy in April, 1964. ‘The
response to that article was published as "Musical Form

Regained," by Patricia Carpenter, in The Journal _of

Philosophy in 1965.

This discussion betwegn Joan Stambaugh and
Patricia Carpenter presents two very different ideas
regarding the topic of form and temporality: Joan Stambaugh
asserts that musical form is derived from a given time, from
concrete musical time. Conversely, Patricia Carpenter
explains that musical form could only be derived from the
concrete musical time of the piece in interaction with the
subjective musical time of the experience. Stambaugh does
not make a distinction between concrete and subjective time;
she is only aware of the concrete time of the musical form,
leaving behind all the experiential temporality of the
content. BAs a result, she does not try to resclve the
dichotomy of form and content. On the other hand, Carpenter
asserts that there 1is a time of the form that differs from
the time of the content: she concludes that the time of the
form 1is concrete, while the time of the content is
subjective. She goes on to explain that the subjective time
of the content is indispensable to understand the form of

the musical work,
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Joan Stambaugh explains that music is a "temporal"
structure, as opposed to a structure "in time." She writes

that music is

a structure that constitutes itself in a temporal
manneyr. Time does not precede the structure, nor
does it follow from it. It is the structure
itself, the way in which the structure unfolds....

[Structure] refers to a forming process (13}.

A "temporal structure" is indivisible, indistinguishable
from time. A structure "in time," on the other hand,
"constitutes itself in time. This time precedes the
structure, it is already there providing a framework for

what happens in it" (14).

A structure "in time"” engenders a dichotomy:
structure (or content) versus the time (or form) in which a
structure constitutes itself. For Stambaugh, a structure "in
time" allows a dichotomy between form and content: "time is
here the form in which thoughts, associations, images, and

cbjects appear or are constituted" (15]).

Music, however, being a "temporal structure," does

not allow for the form-content dichotomy!:
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Musical time is not the form for a content which
is heterogeneous to it. The "content"” of this time
form is also temporal. What "flows" in the musical
"form" are not concepts, images, or objects. These
are atemporal contents.... In musical "form" what
"flows" are tones, tone complexes, and patterns,
and these are genuinely temporal in themselves

{16) .

For Stambaugh, musical time is not subjective. She
describes subjective time as being "the form in which
thoughts, associations, images, and objects appear or are
constituted" {17) . She also explains that concepts,
images, or objects are atemporal, and therefore "concepts
are directly opposed to the temporal; they are timeless"”

(18) .

Conversely, musical form derives from an
objective, concrete musical time, from a time that is given,
a time that is not a domain of the subject. It derives not
from "concepts, images, or objects," but from "tones, tone
complexes, and patterns," which are temporal structures in

their own right.

The problem with this approach is that in

determining the content of a musical work the subjective
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temporal aspect is set aside. Stambaugh seems to leave
behind the experiential part of musical time; she describes
all musical time as being a "temporal structure," and
overlooks the possibility of a musical time which
constitutes itself as a structure in time. Accordingly., she
can leave behind all of the experiential part of time, and
thereby avoid the dichotomy of form-content by setting aside
the subjective content, which is a musical subject matter.
She explains that there is no opposition of form and content

when discussing musical time. She writes:

The categories of form and content are also
debatable when applied to music....The clear-cut
opposition of form and content proves to be
inadequate already at the level of a "formalistic”
analysis of musical elements, not to speak of the
more difficult and complex problem of its meaning.
Time ceases to be a form in which something
happens when the "content" of this form is not
separable from the form itself. When the content
itself is "time," time becomes the "happening"
ijtself. It is not that in which something happens,
but rather the very process of this happening

(19) .

Stambaugh considers music to be a temporal
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structure in which all the temporal aspects are concrete,
and in which there is no dichotomy between form and content.
In her approach, Stambaugh is not taking into consideration
any subjective aspects of musical time. As we shall see,
this is one of the main disagreements between Stambaugh and

Carpenter.

Patricia Carpenter does not agree with the avenues
Stambaugh takes to resclve the problem of musical form as it
relates to musical time. Both authors adree that concrete
time provides a general frame for the form to exist in.
However, Carpenter argues that the time of the musical form
is objective because it is a regulated time, a time which

serves as a frame for musical form to exist in (20).

The crucial difference between Stambaugh's and
Carpenter's approach is that Carpenter does not set aside
the idea of content and the importance of a subjective
musical time needed to grasp the content of the musical
piece. As Carpenter explains it, Stambaugh concentrates on
the concrete aspects of form and on the general ideas

regarding form. Carpenter writes:

the kind of form Miss Stambaugh is after is not

unigque to music, but "form" in another sense: as

material shape, how the inner reveals itself in
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the outer form. This conception of form, applied

to music or any art, imposes no dichotomy of form

and content (21).

From Patricia Carpenter's viewpoint, musical form
is a projection of the listener. The subjective time of the
listener's experience gives meaning to that musical form and
allows the listener to grasp the idea of musical content.
Carpenter asserts that if there is no subject to experience
musical time, there would be no musical form. It s
precisely through the grasping of confent that the listener

comprehends form (22).

To illustrate this concept, Carpenter explains how
the listener grasps the fugue as a musical form. Fugue, she
asserts, does not need concrete time to be processed by the
listener; the fugue is "all there" in its initial
combination of subject and countersubject. A fugue needs
both concrete and subijective musical time to be unravelled

and understood as a fugue. She writes:

fa] fugue...as it is epitomized by Bach, wuses a
frame...to freeze the forces in order to project a
certain heightened moment as if "forever"....the
whole of the fugue is "all there" in its initial

theme--a basic combination of figures which never
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change, much like pieces of a mosaic; it is a
subject that "takes time" to be demonstrated in
all its different aspects....A fugue can be
listened to one voice at a time, as the theme
enters consecutively in each. But this is not to
hear the fugque, which 1is a total, potentially
completed, ‘"static" space, shaped in depth,
through which the listener moves, If I do not

bring along the necessary experience, I hear "not
a fuque, but a confused aggredate of tones."”
Bach's 1idea of fugue is in a sense timeless;
ultimately it must be 9grasped ocutside of time

(23) .

For Patricia Carpenter, musical form exists only
if the listener is there to comnprehend that form and its
content. To comprehend the form means to have an
understanding of the work's content. But there must be a
subiect to understand that content, a subject who uses

subjective musical time to grasp the form and its content.

The main difference between Stambaugh's and
Carpenter's approach is that, while Stambaugh concentrates
on the concrete aspects of musical time and form to avoid a
dichotomy between form and content, Carpenter concentrates

on the distinction between the concrete and subjective. In
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particular, she demonstrates how subjective time is needed

to grasp the content of the piece.

I agree with Carpenter's point of view. In the
manipulation of the musical form, a distinction between the
two categories of time similar to the one made by Carpenter
is made evident. While concrete time is affected by a

potential manipulation of the musical form, subjective

musical time is not.

With recording technology, the listener is given
the power to alter recorded sound in many different ways.
One of the ways in which this manipulation can take place is
by modifying the concrete chronological succession of
musical events. This can be done at will by the listener,

but it has no effect upon the subjective time of the work.

John Mowitt and Jacques Attali assert that the
subjective aspects of music lose their importance in light
of the concrete repetition of a performance allowed by the
new recording technology. This assertion can be compared to
Stambaugh's viewpoint. 1In both cases, the subjective
constituent of the musical work seems to be set aside by the

scholars. As I have shown in the section "Completeness of
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the Musical Work," a distinction between the two categories
of time and their interaction with the concrete and
subjective aspects of musical form can be drawn in a manner
similar to the ideas presented by Carpenter. Finally, in
"Temporality,” I presented different aspects of the new
recording technology which greatly influence the concrete

temporality of the musical work but not the subjective.
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Patricia Carpenter explains that the time of musical
form is objective and "a generally valid event, framed
and requlated within a given time-span ("Musical Form
Regained," 43).

Ibid., 43.

Carpenter explains that "a concrete notion of form
rests, I think, on a precise grasp of content" (Ibid.,
47). With this assertion Carpenter makes clear that her
idea of form is directly related to the subjective
experience of that musical form through the
comprehension of its content.
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Chapter V

Conclusions

Concrete and Subijectjve Musical Time, and the New Technology

As I have explained in this thesis, the
individuality of the musical work depends on the notion of
time. No music would exist without time. That time of the
musical piece, musical time, involves two categories:
concrete and subjective. These two categories of musical

time interact in the musical process.

In this thesis I tried to make the clearest
distinction between concrete and subjective musical time.
Therefore, I concentrated on the domain of subjective
musical time that 1is not influenced by the changes in
concrete temporality of the musical piece, even though I am
aware of the existence of a domain of subjective musical
time that does allow for change in temporal experience.
Future work will entail analyzing that domain, but it is

beyond the scope of this thesis.

As an example of the two domains of subjective

musical time, we can think of Beethoven's Fifth Symphony as
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it was composed, and the same symphony being performed in
its transcription for piano. The domain of subjective
musical time that does not change is the one involving the
listener's experience of the exact succession of notes,
rhythms and tempi. This domain allows the listener to
experience the subijective musical time of the work in the
same way, redardless of the instrumentation being used. The
other domain of subjective musical time would change
according to changes in the concrete musical time of the
work. For example, the subjective musical time of the
symphony might be experienced differently by the changes in
instrumentation (from orchestra to piano} and by the changes

in articulations which result.

This thesis was also concerned with the influence
of the new recording techneclogy on concrete time as well as
on that aspect of subjective musical time that cannot be
altered by the changes in concrete musical aspects. The new
recording technology deeply influences the concrete musical
time of the piece through the changes in the musical
aesthetic ritual, as well as through its influence on the
concrete aspects of the musical work, such as reproduction,

completeness and temporality.

Concrete musical time is deeply influenced by

recording technology because of the new power acquired by
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the listener to manipulate the chronolegical succession of
musical events, and, consegquently, the concrete aspects of
the musical pilece. As 1 explained above, the listener
obtains a new freedom to manipulate, rearrange, delete, or

retrieve parts of the plece at will.

When a2 musical piece is not performed in its
entirety, or when the parts of the piece are rearrandged, the
concrete musical time of the piece is also modified. Thanks
to the new recording technology the listener can alter the
chronclogical succession of musical events, He becomes a
potential manipulator of the music being listened to. For
example, in the case of studying a work written in sonata
form, the listener might want to analyze the correspondence
between exposition and recapitulation. In that case, the
listener can arrandge the exposition to be followed by the
recapitulation, leaving the development completely to one
side by deleting it. As we can see, the concrete temporality
of that particular work would be deeply altered. So tooc in a
fugue, if the order of the subjects' entries is manipulated,
for example, to have them appear in places other than the
ones presented by the composer, the concrete musical time of

the work would be affected,

Yet, even with this vulnerability of the concrete

temporal aspect of the musical piece, the subjective
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individuality of the musical work cannot be altered as
dramatically if we consider the most extreme domain of
subjective musical time. Coming back +to the example of the
sonata form, when fthe sections are reorganized or deleted,
the work is still recognizable by the listener. There is no
mistaking a section of development for an expository

section. BAlso the fugue is recognized even when the

subjects' entries are rearranged.

As Carpenter asserts, the fugue would be
recognized as such only if the listener is there to
comprehend its form and its content. The concrete form of
the work might be altered, but its subjective form remains
the same. The musical work does not 1lose its subjective
identity, or individuality, as Ingarden calls 1it, through

alteration by means of recording technology.

This most extreme aspect o©of subjective musical
time, then, cannot be affected by technology as dramatically
as concrete musical time can. This aspect of subjective
musical time, as well as the grasping of content, are the
domain of the subject. In chapter two, I defined subjectlive
musical time by explaining that it involves the perceptlive
part of the temporal concept, and that it represents the
relationship between people and the events they percelive.

Recording technology cannot influence this definition, since
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the key issue is the subject and not the object.

When the musical aesthetic ritual is altered, and
the musical form is manipulated, the concrete musical time
of the musical work is manipulated as well. Concrete musical
time, being the domain of the object, can be manipulated.
This is accomplished when the completeness of the musical
form is altered. Conversely, the most extreme aspect of
subjective musical time will continue intact as long as the
subject exists to grasp that form, manipulated or not, and
jts content. As we can extract from Patricia Carpenter's
writings, subjective musical time is a subject's domain, and
this type of time is needed to fully understand the musical
piece and its content. Since subjective musical time is
experienced by a subject, it cannot be affected in the same

way concrete musical time is.

The appearance of recording technology allowed for
the manipulation of recorded sound, which brought about
changes in the musical aesthetic ritual and in certain
concrete aesthetic aspects of the musical work such as
reproduction, completeness, and temporality. This potential
manipulation of recorded sound does not have the same
effect, however, on the extreme subjective musical time of

the musical work and its content.
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