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Abstract

This thesis examines case studies and historical accounts taken from different periods
of the history of recording technology, and addresses questions concerning the impact
of mediatization, manipulation, and mediation on listeners’ and performers’ approaches
to music. The project considers the development of the idea of “copies without orig-
inals,” and of the ideological frameworks that have been used to describe and classify
recorded sound. The first case study covers the early days of the phonograph and its de-
velopment in Victorian society, then contrasts the values and motivations of those early
years with modern-day rock performance and its own value systems. Moving into the
mid-twentieth-century, a chapter of this thesis is devoted to the work of Glenn Gould,
and the possibilities for tape manipulation that the Canadian pianist explored during
the period of his career that was focused on the recording studio. Lastly, this project
examines the innovative, user-driven methods of music-making that are gaining momen-
tum today, including Bjork’s Biophilia app album, and the emergence of a new genre
of popular music in Asia that uses vocal synthesizers in place of live performers. By
exploring these case studies alongside the works of scholars in musicology, media studies,
sound theory, film and television, and popular music studies, this thesis demonstrates
how cultural need, individual innovation, and social involvement interact to direct the

development and application of emerging media technologies.
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Chapter 1
Introduction

In his recent book on the history of sound, communications scholar Jonathan Sterne
takes a jab at the disembodied, omnipotent light in which technologies are sometimes

cast in historical accounts:

In “impact” narratives, technologies are mysterious beings with obscure ori-
gins that come down from the sky to “impact” human relations. Such nar-
ratives cast technologies themselves as primary agents of historical change:
technological deification is the religion behind claims like “the telephone
changed the way we do business,” “the phonograph changed the way we

listen to music.”[

Sterne points out that these kinds of statements stem from “an impoverished notion of
causality”ﬂ in which technological innovations themselves are set on a pedestal as the
single point of origin for a host of cultural changes. As Sterne suggests, the reason this
deterministic perspective falls short is that it attempts to establish a single-direction,
cause-and-effect relationship between technology and social change, when in fact, the
technologies themselves are just as much on the receiving end in a highly-complex web
of social forces and cultural demands that shape the very creation, use, and development
of emerging technology. The technology that was eventually used in broadcast radio was
originally conceived as a method of point-to-point communication using electric pulses

sent wirelessly, and as such, was referred to for the first few decades of its development as

1. Jonathan Sterne, The Audible Past: Cultural Origins of Sound Reproduction (Durham: Duke

University Press, 2003), 7.
2. [bid), 8.



Introduction 2

“wireless telegraphy.” The notion that these devices could eventually be used to trans-
mit the human voice, and even music, to not just one receiver, but to large numbers of
people in a wide area, was the farthest thing from the minds of the wireless telegraph’s
pioneers. Radio did not, as Sterne’s tongue-in-cheek remark points out, fall fully-formed
from the sky; rather, it was developed, refined, and adapted to suit the needs of the
changing society that produced it.

In a discussion relating to another area of technological development, “sound re-
production,” Sterne identifies a different type of problem with our conceptions about
technology and the ways in which we define them. Terms such as “acousmatic” and
“schizophonic” sound refer to a split between the original sound and the mechanically-
reproduced sound, and Sterne explains that these terms hinge on a set of substantial,
and perhaps questionable, assumptions about the nature of sound. These labels are un-
derstood by means of a negative definition, creating an artificial binary between sound
that is still “attached” to its source, and sound that has been reproduced elsewhere, and
is therefore seen as being “detached.” This is a problematic distinction, since it assumes
the primacy and naturalness of face-to-face immediacy in order to define reproduced

sound as unnatural. Sterne explains further,

They assume that, at some time prior to the invention of sound-reproduction
technologies, the body was whole, undamaged, and phenomenologically co-
herent. By extension, this is to argue that all modern life is disorienting,
that the only subject that is whole or at peace with itself is one that is
not mediated or fragmented by technology. But the idea of the body’s phe-
nomenological unity and sanctity gains power precisely at the moment in its

history that the body is taken apart, reconstructed, and problematizedﬂ

We find a startlingly similar argument regarding the separation of the recorded and
the live embedded in Philip Auslander’s work on mediatization. Auslander states that
it was the rise of recorded performance that led us to contrast the reproducible artifacts

in that category with those in a newly-labeled domain: the “live.” He explains,

Historically, the live is actually an effect of mediatization, not the other way
around. It was the development of recording technologies that made it possi-

ble to perceive existing representations as ‘live.” Prior to the advent of those

3. Sterne, |\The Audible Past: Cultural Origins of Sound Reproduction) 21.
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technologies, there was no such thing as ‘live,” performance, for that category

has meaning only in relation to an opposing possibility.’ﬂ

To use another analogy, just as we can only describe darkness as the absence of light,
live performance, despite the fact that it was the only means of performance in existence
for nearly all of human history, did not need, and in fact could not receive a label un-
til it was contrasted with something else. The ubiquity of this definition-by-opposition
is evidenced even by the dictionary’s definition of “live” — the second edition of the
Ozxford English Dictionary states that liveness is defined as, “Of a performance, heard or
watched at the time of its occurrence, as distinguished from one recorded on film, tape,
etc.” In contrast, the 1913 edition of the Webster’s Revised Unabridged Dictionary lists
the word “live” (as an adjective) as “Abbreviated from alive. See Alive, Life.” The only

definitions listed describe liveness as “having life,” “being in a state of ignition,” “full of

” o« 2

earnestness,” “vivid,” and “imparting power.” Any mention of performance is entirely
absent. Auslander argues that it is this binarized understanding that has placed live

performance and recorded media in direct competition with each other.

Examples of technological developments creating new distinctions in terminology and
phenomenology, are certainly more numerous than those identified here, but to mention
just one further example from later in the twentieth century, let us turn to a dispute that
was repeatedly addressed by Canadian pianist Glenn Gould. In the same way that, in
Sterne’s and Auslander’s arguments, the rise of recording technology prompted defensive
reactions from those who felt that the immediate and the live needed to be protected from
the mediated and the mediatized, the integration of tape-editing technologies in the mid-
twentieth century resulted in strong opposition from those who believed that editorial
splicing constituted a grave intrusion into authentic performance in the recording studio.
Gould spent a large part of his career contending with the many critics of tape editing,
conducting listening experiments, writing essays, and producing albums that made heavy
use of tape splicing as an artistic technique. He summed up the defensive position of his

opponents as follows:

Some artists...really do believe that art must always be the result of some
inexorable forward thrust, some sustained animus, some ecstatic high, and
cannot conceive of the function of the artists could also entail the ability to

summon, on command, the emotional tenor of any moment, in any score, at

4. Philip Auslander, Liveness: Performance in a Mediatized Culture (London: Routledge, 1999), 51.
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any time...and that the composer, the performer, and above all the listener
will be better served thereby.”f]

Prior to the use of splicing as a studio editing technique, there was no option for per-
formances to stop and start, or flow in any direction but forward through time on just
such a sustained animus. The need to differentiate between a performance that was
captured in a single take and a performance that was the result of meticulous splicing
work simply did not exist. Once again, it was the use of a new technology that produced

anew binary, and resulted in the need, for some, to defend the “original” set of conditions.

This thesis is a study on the effects of technologically-mediated performance in a
culture whose conceptions have been slowly conditioned by these changes over the past
century. As the title suggests, it is centered around three themes: mediation, mediatiza-
tion, and manipulation. For the sake of clarity, I will elaborate here on the use of these

terms in this thesis.

The term “mediation,” as it will be used in this thesis, refers specifically to the pro-
cess through which sound or images are captured and reproduced, either simultaneously
or separately from their original source, by a mechanical or electronic process. Although
“mechanical mediation” could be used to describe setups such as a rolled-up cone being
used to amplify the human voice, the working definition for this thesis will exclude sce-
narios such as these, and will be limited to mediation in which reproduction is involved.
This could include wax cylinder recordings, radio broadcasts, microphones, video pro-

jection screens, digital recordings, or television shows.

This brings us to a similar-sounding term: “mediatization.” Mediatization is a term
frequently borrowed from Jean Baudrillard by cultural theorists, often with varying de-
grees of strictness. Baudrillard himself wrote, “What is mediatized is not what comes
off the daily press, out of the tube, or on the radio: it is what is reinterpreted by the
sign form, articulated into models, and administered by the code.”ff|In other words, that
which is mediatized is not restricted to the actual products of the media, whether they

be print, visual, or audio, but also includes that which is defined by its relationship to

5. Glenn Gould, “The Grass Is Always Greener in the Outtakes,” in The Glenn Gould Reader, ed.

Tim Page (New York: Knopf, 1984), 359.
6. Jean Baudrillard, Simulacra and Simulation, trans. Sheila Glaser (Ann Arbor: University of
Michigan Press, 1994), 175-6.
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the media and which functions within the cultural parameters that have been set by the
media. My use of this term, however, like the definitions of many other writers after
Baudrillard, will be more restricted than his, and is intended to indicate that which is

delivered through the media.

Finally, the third focal term in this thesis is “manipulation.” This term is used to
describe the application of technology to alter a performance, and, in the performing
and media arts, can include techniques such as magnetic tape splicing, AutoTune, and
computer-generated visual effects. Whereas manipulation always implies mediation, the
reverse is not necessarily true. A truly live, non-mediated performance cannot be mod-
ified; in order for manipulation to take place, the performance, or an aspect of it, must
be reproduced (mediated) and altered. It is this absence of manipulation that is often
pointed to when performance is given the label of “authenticity.” This term will be of
key importance in chapter three, where manipulation will be the focus of the chapter’s

primary case study.

In chapter two, I will examine historical case studies from different disciplines, in-
cluding theatre, film, and popular music. The examples, and the methodologies used to
examine them, draw on resources from musicology, film studies, sound theory, techno-
logical studies, performance studies, and cultural theory. Despite the diversity found in
this chapter, the discussion is focused squarely on exploring just a few key issues. Most
importantly, what is the relationship between the live and the mediatized? Has it always
been one of outright opposition? How have these relationships developed and changed
over the decades? In order to answer these questions, I will be examining the early
years of both radio and TV, and will, as described in the earlier part of this introduc-
tion, consider both the causes and the effects from both the cultural and technological
sides of the relationship. Further discussion will include case studies from popular music
(including issues involving lip-synched performances and authenticity, such as the 2010
Olympic opening ceremonies singing debacle), a consideration of audience perceptions
of continuity and legitimate performance in film, and the large-scale concert settings of
late-twentieth-century rock and pop performances and their dependence on mediatized
communication. These discussions are intended survey the work of several prominent
scholars in the fields of cultural and performance studies, and to establish a framework

for the consideration of the issues presented later in this thesis.
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Chapter three focuses exclusively on one classical musician’s contribution to the de-
velopment of recording technology: that of the philosophical, studio-oriented pianist
Glenn Gould. Gould worked during a critical period in the history of recording tech-
nology, when techniques such as tape splicing and multitracking were beginning to find
their way into work done in the recording studio with increasing frequency. Gould’s
written and recorded output stands as a particularly attractive case study for any study
on recording technology, due to his nature as a prolific writer. Alongside a lengthy cata-
logue of recorded output, including not only classical piano repertoire, but unique items
such as dramatic radio documentaries, Gould published more written work than any
other pianist ever has. One of the reasons for this is that Gould, whose image vascillated
between ‘national hero’ and ‘nut case’ over the course of his career, had a great deal to
prove to his critics and detractors. The Canadian pianist faced barrages of disapproval
throughout his career for his unconventional musical choices, both onstage and in the
studio, and he regularly used essays and scripted interviews to respond to his opponents.
This chapter will begin with a focused study of Gould’s musical philosophies, as they
were evidenced in his playing and his publications, and then move to a discussion of his

relationship with recording technology, particularly the use of manipulation in the studio.

Chapter four moves past historical issues in the twentieth century, and turns to an
examination of present-day events in the music world. The events tackled in this section
are more descriptive and exploratory in nature, due to the fact that we have yet to see
what their long-range impact will be, and also because these recent developments have
yet to be more than mentioned in passing in academic discourse and require a mea-
sure of explanation. Their worth as items for discussion in this context is tremendous,
however, due to the fact that even at this early stage, certain aspects of these twenty-
first-century developments clearly represent the culmination of many twentieth-century
ideas and goals. Included in this discussion is a look at an album released in 2011 that
stands as the very first of its kind: Bjork’s Biophilia, released simultaneously as both
a standard album and an innovative “app album” for Apple iPad and iPhone. While
Bjork’s project calls the traditional definition and purpose of the album into question,
the second case study in this chapter may challenge the very definition of performance
itself. The emergence and growing popularity of “vocaloids,” complex vocal synthesizer
programs which rely on users to create and popularize new songs, has resulted in the
growth of an entirely new brand of popular music performance. The discussion in this

chapter is aimed at increasing an understanding of how technology continues to respond



Introduction 7

to the changing demands of today’s listeners, and how listeners are in turn conforming

to the demands that these new innovations are placing on them.

The multidisciplinary nature of the project is an effort to draw together related issues
from outside the boundaries of musicology, as asking the same questions about situations
from different disciplines often produces results that, when set side by side, provide
unique and valuable information about the areas of overlap between the two. Although
the subject matter is broad, the case studies for this project are carefully chosen in
order to best interact with the critical issues in each area, and to most effectively point
out the key areas of overlap. Over the course of the different decades explored in these
case studies, it is my hope that the reader will see the progression of the themes of
manipulation, mediation, and mediatization, and understand the cultural conditions

that have propelled them forward.



Chapter 2

Mediatization in Phonography and

in the Concert Experience

When the phonograph was still in its infancy, Thomas Edison penned a list of ten possible

functions for the device. The list appears to be simply the results of Edison’s contempla-

tions, rather than a solid set of predictions, and considers possibilities in many different

areas of society. It includes:

1.

2.

Letter writing and dictation without the aid of a stenographer
Phonographic books for the blind
The teaching of elocution

Reproduction of music

. The “family record”—a registry of sayings, reminiscences, etc., by members of a

family in their own voices, and the last words of dying persons
Music boxes and toys

Clocks that should announce in an articulate voice the time for going home, going

to meals, etc.
The preservation of languages by exact reproduction of the manner of pronouncing

Educational purposes such as preserving the explanations made by a teacher, so
that the pupil can refer to them at any moment, and spelling or other lessons placed

upon the phonograph for convenience in committing to memory

8
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10. Connection with the telephone, so as to make that instrument an auxiliary in the
transmission of permanent and invaluable records, instead of being the recipient of

momentary and fleeting communications

While subsequent years saw every one of these potential uses of recording technology
realized, an incredible trait of Edison’s list is that the possibilities imagined in it were
never inherent in the technology itself, and it was only under the influences of society’s
needs and development that each suggestion became both feasible and useful. Early
incarnations of the phonograph were capable of neither quality reproduction nor long-
term storage—mnecessary conditions for any of the above tasks. Wax cylinder recordings
wore out quickly. The pliable nature of the wax that enabled grooves to be cut into its
surface also meant its eventual decay. The very act of playing back the sound recorded on
the cylinder eroded the quality of the recording. Furthermore, the phonograph recordings
about which Edison was brainstorming were even less capable of long-term use than
their later wax-cylinder relatives. These first machines recorded onto tin foil, and even
removing these fragile records from the machine that recorded them resulted in the loss
of their replayability. The written proclamations from the end of the nineteenth century
that touted the infinite reproductive powers of the phonograph did not reflect the reality
of the device’s capabilities, but rather hopes for an eventual reality. An 1877 issue of

Scientific American stated,

That the voices of those who departed before the invention of the wonderful
apparatus described in the letter given below are forever stilled is too obvious
a truth; but whoever has spoken or whoever may speak into the mouthpiece
of the phonograph, and whose words are recorded by it, has the assurance
that his speech may be reproduced audibly in his own tones long after he
himself has turned to dust. The possibility is simply startling. A strip of
indented paper travels through a little machine, the sounds of the latter are
magnified, and our great grandchildren or posterity centuries hence hear us

as plainly as if we were present. Speech has become, as it were, immortal.[]

As we know now, recording technology did eventually develop the capacity to pre-
serve sound in increasingly permanent ways, and came to be closely associated with the

archiving of sound created by humans, but the development of this medium was steered

1. “A Wonderful Invention—Speech Capable of Indefinite Repitition from Automatic Records,”
Scientific American 304 (1877).
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strongly by the cultural needs of the era that fostered its growth, and not the other way
around. The idea of a medium is completely malleable, and is only defined by the set of
social connections that is attached to it by repeated association. In Jonathan Sterne’s

words,

A medium is a recurring set of contingent social relations and social prac-
tices...As the larger fields of economic and cultural relations around a tech-
nology or technique extend, repeat, and mutate, they become recognizable to
users as a medium. A medium is therefore the social basis that allows a set

of technologies to stand out as a unified thing with clearly defined functions ]

Edison’s list shows us a number of different ways in which sound recording could have
developed. Radio, too, underwent an evolution over the first few decades of its existence,
only being used for broadcasting more than thirty years after its invention. Early in its
existence, the telephone was experimented with as a means of broadcasting before its
perception as a point-to-point medium was solidified. The phonograph itself was kept in
business offices as a memo recorder, and in post offices as a device for recording messages
which would then be mailed as audio telegramsf| Technology does not precede medium;

medium precedes technology, and is moulded by its social context.

Beginning with an examination of how some of the notable works in the literature of
the field from the twentieth-century agree and disagree, followed by further exploration
of the issues surrounding the development of early sound recording, and concluding with
a discussion of some of the contentious questions associated with late-twentieth-century
music production, this chapter will focus on the idea of culture as the driving force be-
hind the development and application of technology to sound media. Specific case studies
have been chosen to illustrate how this idea has been demonstrated at various points in
the past century, and will include the discussions on the development of the capacity for
mass reproduction in the recording world, issues of liveness and authenticity in music
performance, and the implications of studio editing techniques in modern pop and rock

music.

2. Sterne, |The Audible Past: Cultural Origins of Sound Reproduction) 182.
3. Ibid., 192.
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2.1 Literature Review

Any study of media and recording must, by necessity, reference one of the earliest consid-
erations of the subject, The Work of Art in the Age of Mechanical Reproduction. Walter
Benjamin’s 1935 essay advances the concept of an “aura,” with which a work of art is
endowed by its creator, and is a property of both the indivisibility of the artwork and
the distance between it and the viewerE] Prior to the age of mechanical reproduction, a
person who wished to contemplate a work of art had to travel to its physical location,
and could encounter its aura only in its presence. With the arrival of reproduction tech-
nology (including photography, sound recording, and film), however, the work of art was
stripped of its authority, authenticity, and aura, and became indistinguishable from its
copies, or, in the case of photography and film, existed only as copies without an origi-
nal. For Benjamin, these reproductions, instead of standing apart from their observers,
meet viewers on their own unique terms, and acquire an “exhibition value” that can be
absorbed in a shared way by mass society. Reproduction and mediation technologies
have changed significantly since Benjamin wrote his essay, and this early conception of
the results of mechanical reproduction and mass consumption will be contrasted with

the more recent perspectives later in this chapter.

Other key articles, books, and essays from the earlier part of the twentieth century
include work on film and radio by Rudolf Arnheim, a large body of work in cultural the-
ory and aesthetic philosophy by Theodor Adorno, Roland Gelatt’s early account of the
history of the phonograph from “tin foil to high fidelity,” and Canadian scholar Harold
Innis” work on the assumptions and power structures created by communications tech-
nology, The Bias of Communication. Many of the works from this era engaged in equal
shares of speculation about the future of these newly-developing technologies, critical
examination of the changes in society that they deemed to be the results of these inven-

tions, and discussion of the impact of the spread of the new media.

The latter half of the century saw an explosion of both technological advancements
and academic discussion of the new developments. The development and commercial use
of magnetic tape recording technology replaced larger, bulkier playback media, and the

use soon after of splicing techniques drew curiosity as well as censure from musicians and

4. Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduction,” in [lluminations,
ed. Hannah Arendt, trans. Harry Zohn (New York: Schocken, 1969).
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critics. Studio production techniques became increasingly complex, particularly in the
popular music world, and artists such as The Beatles withdrew from public performance
to become wholly studio-based artists. Scholars were drawn to ask questions about the
changing nature of performance, and, in the face of increasing dependence on recorded
media, to question the stability of our understanding of liveness itself. Larger concerns
included the changing nature of individuals’ relationships with new technologies, with
other individuals, and with society itself. 1964 saw the publication of Jacques Ellul’s
The Technological Society, a treatise which described members of society as losing their
individual autonomy to the authority of a force Ellul called “technique”: the use of mass
media in propaganda, advertising, and other persuasive media forms. Ellul claimed that
critical thinking abilities in society were deteriorating, and that the ultimate result of the
pervasiveness of mass media would be the eventual homogeneity of thought under the
rule of technocrats—authority figures wielding “technique” as a means of subjugating
individual thought [

With the 1970s and 1980s came the postmodern turn, and a prominent group of new
thinkers who reflected back on the technological developments of the past generations
from a new vantage point, and looked ahead to the future with fresh perspectives and
hypotheses. French social theorist Jean Baudrillard used Marxist models of exchange
value and market growth as a starting point for his theories, but differed from Marxism
in that he rejected the idea that production was the driving force behind economy.
Primarily because of his objection to the fact that Marx’s structure then relegated culture
and signification to the realm of economic activity, Baudrillard posited instead that it
was consumption that was the main social force. According to Baudrillard, the four ways

in which an object can carry value are through:
1. The functional value of an object, or its instrumental purpose
2. The exchange value of an object, or its economic value

3. The symbolic value of an object, or its subjectively-assigned value in relation to

another subject

4. The sign value of an object, or its relative value within a system of objects

5. Jacques Ellul, The Technological Society (New York: Vintage, 1964).
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Baudrillard disagreed with Marx’s three stages of value as laid out in The Powverty of
Philosophy only in that he believed that Marx had greatly underestimated the signifi-
cance of the gap between the second and third types of valueE] and he proposed instead
that the explosion of cultural commodities, or “signs,” produces the fourth tier: an econ-
omy called the “political economy of the sign.”[| Later in his life, Baudrillard cut his ties
with Marxism, and changed the direction of his efforts to work on mass media, commu-
nications, and mediation. His 1981 work, Simulacra and Stmulation advanced his ideas
about the economy of the sign further, and argued that modern society has become so
saturated with signs that our day-to-day experiences are completely removed from real-
ity. Baudrillard reflects back on the ideas of Marshall McLuhan, was a foundation for
later work by thinkers such as Jean-Francois Lyotard and Frederic Jameson, and is one

of the key figures in postmodernist thought in communications and social theory.

Outside the realm of theoretical thought, academic research gained substantial mo-
mentum in areas such as film studies, popular music studies, and performance studies
during the last few decades of the twentieth century. A large body of edited volumes
have accumulated that address particular issues in these fields of study in a concentrated
way. Rick Altman has edited two such collections in the area of film and sound studies,
the first in 1980 and the second in 1992. His own comparison between the two volumes

shows the changes in the field in just over a decade.

As influential as Cinema/Sound may have been, a decade’s distance reveals
the limitations of the articles that it contains. With few exceptions, these ar-
ticles treat cinema as a series of self-contained texts... Heavily marked by the
project of semiotics, most of the articles aim at describing the functioning of
sound in a particular textual situation. ...Published in 1980, Cinema/Sound

clearly bears the stamp of its text-oriented era.

Altman and the contributors to his 1992 volume make a substantial effort to approach
cinematic objects as three-dimensional, contextualized objects that are viewed subjec-
tively by individual audience members, rather than two-dimensional, objective texts.

Late-twentieth-century publications in other areas headed in similar directions. In the

6. Steven Connor, Postmodernist Culture: An Introduction to the Theories of the Contemporary
(Oxford: Blackwell Publishers, 1989), 51.

7. Jean Baudrillard, The Mirror of Production, trans. Mark Poster (New York: Telos Press, 1975),
121.
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field of theatre and performance studies, Liveness, Philip Auslander’s in-depth examina-
tion of liveness versus mediation, focuses its analysis primarily on the impact of media
technologies on their audiences. Addressing concerns involving television, live theatre,
rock music, and MTV, Auslander even includes a chapter devoted to a consideration of
courtroom proceedings as a form of performance, and discusses the unusual resistance of
this area to mediation. Liveness presents a challenge to its readers: in today’s mediatized

world, is there really a difference between recordings and live performances?

2.2 ‘Canned’ Sound

As the introduction to this chapter alluded to, the early phonograph did not arrive
in nineteenth-century society with its function set in stone, and its future certain.
Technological development is fully explained only in its social context, and the develop-
ment and use of sound recording was no different. Although it seems straightforward
to connect our modern-day focus on mass reproduction and commoditization with the
early possibilities inherent in the phonograph, the journey wasn’t such a straight line as
we might think. On the occasion of his gramophone’s first public presentation, Emile
Berliner spoke about the possibilities of the new invention. His speech, as it was repro-
duced in The Journal of the Franklin Institute in 1888, shows a sense of open-endedness

with regard to the gramophone’s potential applications.

Those having [a gramophone|, may then buy an assortment of phonauto-
grams, to be increased occasionally, comprising recitations, songs, and in-
strumental solos or orchestral pieces of every variety.

In each city there will be at least one office having a gramophone recorder
with all the necessary outfits. ...At the wide opening of the funnel will be
placed a piano, and back of it a semicircular wall for reflecting the sound into
the funnel. Persons desirous of having their voices “taken” will step before
the funnel, and, upon a given signal, sing or speak, or they may perform upon
an instrument...

... There is another process which may be employed. Supposing his Holiness,
the Pope, should desire to send broadcast a pontifical blessing to his millions
of believers, he may speak into the recorder, and the plate then, after his

words are etched, is turned over to a plate-printer, who may, within a few
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hours, print thousands of phonautograms on translucent tracing paper. The
printed phonautograms are then sent to the principal cities in the world, and
upon arrival they are photo-engraved by simply using them as photograph
positives...

Prominent singers, speakers, or performers, may derive an income from roy-
alties on the sale of their phonautograms, and valuable plates may be printed

and registered to protect against unauthorized publication.”ﬁ

The nature of Emile Berliner’s speech supports this perspective, showing the way in
which, at that early stage in its development, even the gramophone’s inventor had no
firm plans for its future, but instead, imagined a wide range of possible uses, some of
which never caught on, and some of which we did see, albeit not in an identical fash-
ion. Why, then, did we ultimately come to associate the phonograph and its offshoots
with the reproduction and replaying of music? Jonathan Sterne, whose tome on the his-
tory of sound recording, The Audible Past, has already been mentioned in this chapter,
treats the story of recording technology’s development from a perspective that inverts
the approach taken by many earlier historical accounts. Rather than taking a top-down,
technologically-driven approach, Sterne addresses his subject by arguing that it was the
culture of Victorian society that steered the course of recording technology’s early de-
velopment. Sterne’s account of recording technology’s early years shows that it was the
focus of the Victorian psyche on death and preservation that led to the phonograph’s

eventual association.

If there was a defining figure in early accounts of sound recording, it was the
possibility of preserving the voice beyond the death of the speaker. ...Despite
the ephemerality of the recordings themselves, death and the invocations of
the “voices of the dead” were everywhere in writings about sound recording in
the late nineteenth and early twentieth centuries. ... The chance to hear “the
voices of the dead” as a figure of the possibilities of sound recording appears
with morbid regularity in technical descriptions, advertisements, announce-

ments, circulars, philosophical speculations, and practical descriptions.ﬂ
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But why “the voices of the dead”? Why the focus on long-term preservation, even when
the expectations touted by these advertisements and descriptions far exceeded reality at
the time? Sterne’s theory is one of bottom-up determination of technological function,
and it necessitates a set of social conditions that caused late-nineteenth-century society
to fixate on these ideas. In the decades prior to the invention of the earliest phono-
graphs, Sterne describes what he refers to as a “culture of preservation,”m where the
advent of canning technology the development of enbalming techniques were prominent
aspects of Victorian culture at the time. The canned food industry expanded rapidly in
the thirty years prior to the patenting of the phonograph in 1878, spurred by demand
from soldiers in the civil war, gold miners in California, and a rapidly urbanizing society.
With these changes permeating society, we can see Sousa’s choice of terminology in his
famous “canned music” quotation as a fascinating product of its day that was laden
with connotations. Sterne argues that Sousa’s analogy would have held specific negative
connotations for his audience, bringing to mind the comparatively bland, stale taste of
the produce that had been chemically altered in order to preserve itEr] In a similar way,
“canned” music was altered from its original state in order to be preserved in a recorded

state.

Although enbalming was not a new practice in the nineteenth century, the develop-
ment of increasingly effective techniques gained importance, as the social function of the
preserved body became a more significant part of life. On certain occasions, bodies were
required to lay in state for a week after death, or to be transported long distances before
burial, or even simply to maintain a pleasant appearance for a period of time before
an open-coffin funeral was held. Preserving the bodies of the dead served an important
social function during this era. In a way similar to Walter Benjamin’s perspectives on
the aura of the work of art, the bodies of the dead, particularly of nobility, possessed an
indivisible aura as well, and it was this for this reason that the preservation of a body
was important in Victorian culture. Within the context of a culture which had new
forms of preservation becoming a part of life, and for whom a focus on death was a more
prominent part of society, the drive to preserve the voice after the body had decayed was
a natural extension. “The nineteenth century’s momentous battle against decay offered

a way to explain sound recording. The ethos of preservation described and prescribed

10. Sterne, |The Audible Past: Cultural Origins of Sound Reproduction), 292.
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the cultural and technical possibilities of sound recording.”m

There remains one more important parallel between the practice of enbalming and
the practice of recording that is of great importance in understanding the development of
the function of recorded music. Although the most important aspect of enbalming tech-
nique is the physical preservation of the body, once the decay is halted, morticians also
perform aesthetic “touch-ups” in order to present a more agreeable sight. The physical
presence of the preserved corpse itself is not the only important result of the enbalming
process. The morticians’ techniques were also important because they enabled a more
pleasant image to be presented to the public than may have originally been the case. In
the exact same way, recorded sound, even early recorded sound, was not the preservation
of the sound event in its original state. First of all, just as the preserved corpse was,
functionally, a cleaned-up, remaindered representation of the person who previously in-
habited the body, and not the person himself, a sound recording merely captured one
aspect of the performance it sought to reproduce, and presented this artifact separately
from the natural state of the performance. Secondly, the recording was never an objec-
tive reproduction of the sound event. The recording technicians, in a manner similar
to enbalming technicians, carefully prepared a favourable situation for the recording, so
that an aurally ‘beautified” version of the performance could be captured. Unnatural
physical arrangements of instruments and phonographs, strategic placement of vocalists,
and specially-shaped rooms were just a few of the techniques used to produce recordings
that sounded more pleasing to the earH Even if the recording technicians had not taken
any special measures, there is simply no objective way in which to approach the process
of recording, and any object made by capturing a sound event is a product of the biases
and conditions of the way in which is was captured. Recordings do not objectively cap-

ture a live event; they create a unique recorded event.

Given this fact, when we compare recording practices in the early twentieth century
with the later twentieth century, we can clearly see that this tendency is increasing, with
a strong trend towards recordings becoming less documentary and more constructed in

nature, to use Paul Theberge’s terms.ﬂ Theberge has argued for a consideration of com-
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plex, late-twentieth-century studio production techniques as a continuation of this ten-
dency towards increased manipulation, and theorists in other disciplines have extended
the proposition to explain trends in radio, television, and cinemaﬁ If we accept the fact
that developing technologies are bending the media arts further away from documentary
uses and closer to construction uses, then, according to Sterne’s argument, there exists
an underlying need in contemporary society that demands continued development in this
direction. “To understand even the simplest sonic or musical practice, we have to open
it out into the social and material world from which it comes.”[¥] So then, we must ask:
what characteristics of modern culture and thought have propelled recording technology
in the direction it is currently hurtling? What does modern media say about the society

that produces and consumes it?

2.3 1Is It Live?

“We had to make that choice. ...We combined the perfect voice and the perfect per-
formance.”m It was during a final rehearsal for the opening ceremonies of the 2008
Beijing Olympics that a member of the Chinese Politburo made the decision to play a
pre-recorded version of a performance by seven-year-old Yang Peiyi, who won the op-
portunity to sing in the ceremonies in a talent Competition|ﬂ7 substituting her presence
on stage with nine-year-old Lin Miaoke, who was deemed “cuter,” and thus the better
visual choice for the internationally-broadcast ceremonies. Chen Qigang, the music di-
rector for the production, told Beijing Radio, “It was fair for both Lin Miaoke and Yang
Peiyi. ... The audience will understand that it’s in the national interest.”[”] Miaoke’s
lip-synched performance was not the only aspect of the opening ceremonies that in-
cluded a little bit of substitution. The footage of the famous footprint fireworks that

led from Tiananmen Square to the Olympic Stadium were not actually live, but a com-
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puter animation. The Beijing Times ran an article that included an interview with the
computer graphics specialist who produced the simulation, who said he was “pleased
with the result.” The graphics specialist explained how effects such as camera shake and
atmospheric haziness had been included to make the substitution even more convincing.
“Most of the audience thought it was filmed live—so that was mission accomplished.”]
The reaction from the public to the ceremonies’ substitutions, however, was certainly less
than pleased. Reactions poured in to online news sites, condemning the production as a
“fake,” a “scandal,” and a “dupe.” Others shrugged off the alleged scandal, pointing out
that it was just another instance of benignly-standard lip-synching practice, but directed

criticism towards the political nature of the singer-substitution instead 1]

Pre-recorded performance and lip-synching in large stadium events has indeed become
common practice in recent decades, and the Beijing debacle was not even an occurrence
unique to the Beijing Games. Not only was Pavarotti’s 2006 performance at the Turin
Olympics lip synched, but the entire orchestra behind him was miming their performance
as well. Furthermore, the video being watched by millions of viewers around the world
was not even the “live” lip synching that those who attended the event witnessed, but
prerecorded mimicry that was videotaped several days earlier, in which the conductor,
the orchestra, and Pavarotti all feigned their performances for the camera. The truth
of the performance was, in fact, a well-protected secret that was unknown to the public
until the publication of a book by Magiera, the conductor of the Turin performance, and
Pavarotti’s longtime collaborator. “It would have been too dangerous for him, because of
his physical condition, to risk a live performance before a global audience. ...Pavarotti’s
great career therefore ended with a virtual performance,” Magiera WritesF_Z] In his account
of this final performance by Pavarotti, the conductor describes how Pavarotti recorded
his portion of the performance in his own studio, after receiving several versions of the
orchestral accompaniment that had been recorded earlier. After the version to be used
for the television broadcast had been mimed and videotaped, on the night of the opening
ceremonies themselves, the entire group of performers simply ran through their simulated
motions again for the live audience. “The orchestra pretended the play for the audience,

I pretended to conduct, and Luciano pretended to sing. The effect was Wonderful.”@
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In a sense, this set of substitutions was a deception on an even greater scale than that
of the Beijing ceremonies just two years later: it was fakery not just by a single singer,
but by an entire orchestra, conductor, and famous operatic tenor, and just as with the
fireworks, pretaped footage was aired in place of the live, in an elaborate scheme to create
as powerful a presentation as possible. Perhaps the outrage at the Beijing scandal was
fueled by the political nature of the decisions, as well as Western racism and suspicion
of the motives of the communist government. Perhaps it was sharpened by the recency
of the events, as opposed to the Pavarotti performance, which was only unmasked years
afterwards. Perhaps it was even people’s sense of injustice being tinged with the sub-
stitution of one person for another who was deemed better-looking. At the root of the
public’s outrage, however, was the fact that the viewers expected authenticity and trans-
parency, were led to believe in a performance that did not correspond with reality, and

took offense at the incongruity.

Before evaluating a possible framework within which these events can be categorized
and understood, this section will present a final example of a slightly different kind. An
article by Steve Wurtzler analyzes a related situation that was also given the label of
‘scandal’ at the 1991 Super Bowl, when Whitney Houston gave a teary-eyed wartime
performance of the American national anthem for a packed-out Tampa Stadium and TV
audience. Viewers’ emotional, patriotic responses turned to outrage after it was revealed
that Houston had lip-synched her game day performance. Houston’s publicists scrambled
to control the fallout in a series of statements released shortly afterwards. “She sang live,
but the microphone was turned off,” Dan Klores explained. “It was a technical decision,
partially based on the noise factor. This is standard procedure at these events.” Sound
engineer Larry Estrin stated that the technique was “designed to provide the audience
with the finest possible performance.”P In a revealing statement that showed the na-
ture of Houston’s publicists’ fears, Klores added, “This is not a Milli Vanilli thing.”E]
Wurtzler disagrees. “Despite Klores’s insistence to the contrary, Houston’s performance
was indeed a ‘Milli Vanilli thing.” Like the earlier scandal...it demonstrates the collapse

of the discursively produced categories of live and recorded.”@] Houston’s performance

24. Daily Towan, 3/1 (1991): 2B.
25. [Ibid.
26. Wurtzler, |“She Sang Live, but the Microphone was Turned Off: The Live, the Recorded, and the

Subject of Representation),” 87-8.



Mediatization in Phonography and in the Concert Experience 21

was problematic for viewers because of the fact that they believed they were viewing a
fully live performance. Social and economic practices fuel the need for distinctions be-
tween the live and the representational, and performances such as Houston’s are not so
easily categorized. Historically, reproductions and live performances have been mutually
exclusive. The attendees who witnessed Whitney Houston’s Super Bowl performance
believed they were experiencing a live performance, but the reality of the event lay in a
grey area, where the immediacy and intimacy of the live and the security and replayabil-
ity of the recorded intermingled in a way that is difficult to categorize. For the viewers
who watched the event via television broadcast, and actually were hearing an engineered
mix of Houston’s live vocals and the prerecorded ones together, the relationship becomes

even more complex.

Waurtzler has proposed a way in which we can categorize these performances that no
longer fall neatly within the old binaries. In his system, an experience can be catego-
rized according to its relationship with its audience. A fully live experience is defined
by two criteria: “spatial co-presence” and “temporal simultaneity”; a representation of
a live experience, or a reproduction, is characterized by exactly the opposite: “spatial
absence” and “temporal anteriority.”E] The challenge of contemporary categorization lies
in the fact that the two characteristics of either the live or the reproduced are no longer
mutually inclusive—an experience can consist of one characteristic of the live and one
characteristic of the reproduced. Wurtzler classifies the Whitney Houston example as
being temporally simultaneous (an aspect of the live) and spatially absent (an aspect
of the reproduced). The opposite of this blended experience would be one that was
characterized by both spatial copresence and temporal anteriority: telephone, and live
radio or television broadcasts would fall under this category. According to Wurtzler,
performances that bear both qualities either from the category of live performance or
the category of recorded performance enjoy a privileged status in modern culture.@
Performances that have characteristics divided between the two still generate a level of
discomfort, due to their perception as lacking unity and consistency. The reason Whitney
Houston’s publicists and the Beijing Olympic coordinators needed to step in and issue
statements rationalizing the conditions of her Super Bowl performance was that the au-

dience believed they were witnessing a performance that was temporally and spatially
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unified, believed in the authenticity of the emotions displayed by Houston and the sincer-
ity of Lin Miaoke, and believed they were experiencing a unique moment of experiential
connectedness with the performers, and for them, the revelation that there was a dis-

connect between the spatial and temporal integrity of the moment shattered those beliefs.

Estrin’s remark about prerecorded performance being designed to provide “the finest
possible performance” is a significant one. Recent decades have seen the near-constant
increase in the use of studio manipulation techniques in music production. Multi-track
recording, samplers, looping, drum machines, and AutoTune have worked their way into
our collective ears so thoroughly that their presence rarely stands out to the average
listener. Yet why is it that while heavy alterations are accepted so quickly on a studio
album, listeners have wildly different standards for live performance? When listeners are
willing to tolerate heavy modification for the greater good of “the finest possible perfor-
mance” when purchasing a CD, why are they unwilling to accept the same alterations
in live performance, expecting completely different feats of the very same artists when

they are performing onstage?

In answer to this question, performance scholars such as Robert Philip have argued
that mediation and manipulation have become so engrained in our culture that they
have altered our perception of human performance, reshaping reality and expectations
to demand unprecedented levels of perfection and immediacy. Philip’s landmark work on
the relationship between performance practice and recording technology documents the
dramatically-shifting tastes and standards of both performers and audiences before and
after recording technology was popularized. According to his detailed studies of early
orchestral recordings, expectations of accuracy and precision were substantially lower a
century ago than they are today[””] Accounts show that even high-profile performances
could be rather inadequately-rehearsed, sloppily-performed affairs—and it shows in the
recordings. The interesting fact, however, is that audiences were entirely accepting of
these performances, which, to modern ears, would sound catastrophic. Note-perfect per-
formances were not the imperative they have become today, and the shift towards today’s
increased focus on accuracy has come at a cost: as the decades passed in the twentieth
century, Philip found that what vanished along with the sloppiness found in the earlier

recordings was the spirited freedom of interpretation and distinctive style that character-
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ized the playing of different SOlOiStS@ Individuality had essentially been neutralized by
the globalization of technique, and a shifting emphasis from artistic freedom to clinical
precision. Expectations of live performance have risen to unprecedented heights, driven
by our cultural obsession with perfection, and our ability to attain it on studio albums

which can be polished, edited, and enhanced beyond any achievable live reality.

2.4 Value Systems in Modern Performance

Steven Connor has explained that the problem is no longer that the live and the recorded
are opposites, but that they have become entangled in new waysP! Not only have ma-
nipulated recordings altered our perceptions of live performance, but their techniques
have worked their way gradually into live performance as well, resulting in hybridized
approaches that have shaped entire genres. Mediatization and mediation have become
key issues in modern live performance, particularly in the rock and pop worlds. The
twentieth century has seen an inversion of priorities and privileges when it comes to live
rock and pop performances and studio albums. Several decades ago, a performer would
undertake a concert tour in order to promote a new album, usually expecting that the
tour itself would result in some monetary loss, but hoping that audience members’ expe-
rience at the live event would result in their purchasing the performer’s album? In this
way, the original (the live performance) created a desire for the copy (the record album).
Recent years, however, have seen an inversion of that system. Today’s concerts, while
they are still centered around the promotion of a new album, cater to audiences who are
already very familiar with the album, and have paid exorbitant prices for the opportunity
to experience the sensory spectacle of the concert performance and a moment of spatial
closeness with the stars. The system is now completely reversed: the copies create a
desire for the original. Connor sums up this change, writing, “What emerges from all
this is...the inversion of the structural dependence of copies upon originals. In the case
of the ‘live’ performance, the desire for originality is a secondary effect of various forms
of reproduction.”ﬁ In other words, despite the fact that purchasing a recording creates

the perception that the consumer owns or controls a piece of a musician’s work, a re-
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production actually serves the function of emphasizing its shortcoming when compared
to the “real” experience of the live. The audiophile’s pursuit of higher fidelity is tied to
the desire to come closer to the original, live sound event’] According to Baudrillard,
these tendencies can be seen as a product of our society of simulacra, where the ‘real’ is
increasingly sought amidst a deluge of imitations and images, resulting in “an escalation
of the true, of the lived experience.”’] Connor adds, “The intense ‘reality’ of the perfor-
mance is not something that lies behind the particulars of the setting, the technology
and the audience; its reality consists in all of that apparatus of representation.”’’| The
“representation” Connor is referring to is the manufactured intimacy that invariably ac-
companies today’s live rock and pop performances in the form of huge video screens,
amplifiers, closeups of performers’ expressions and actions, and the careful simulation of
the album versions of songs or the dance moves from music videos that fans are familiar
with. Baudrillard concurred, arguing that in a society of representations, the ‘real’ is
continuously being produced as an “intensified version of itself,” as “hyperreality.”"| “It
is for this reason that audiences of 80,000 or more now regularly attend concerts to watch
videos, albeit ‘live’ videos; the ecstasy of experience is turned into...a fantastic, barely-
controllable excess of images and representations.”’| In the same way that live concerts
have become an example of this hyperreality, live sports events now include mediatized
representations as an essential part of the live. As television broadcasts began to com-
pensate (or, as Wurtzler claims, “overcompensate”m) for the lack of spatial co-presence
by employing multiple camera angles, high-definition replays, and live commentary, the
live experience of a game itself actually came to be degraded by the hyperreality of the
television representation. Closeups and multiple replay angles on arena scoreboards have
become essential in reproducing the artificial intimacy of the mediatized—which, ironi-

cally, was originally setting out to reproduce the true intimacy of liveness itself.

The ultimate result of this confusing value system in which the live and the mediatized

are inextricably combined and interrelated, is that the live is no longer the untainted,
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authentic experience that consumers are seeking. The saturation of our culture with
simulacra and representations gave rise to a cultural need for immediacy and intimacy
with the ‘original.” The problem lies in the fact that the mediatization that originally
set liveness apart as its opposite has now infused and defined the live in such a way that
it cannot be experienced as it once was. One of Baudrillard’s most profound examples of
this change is in an analogy drawn from the story of the Tasaday Indians. The Tasaday
tribe’s history became riddled with controversy a decade after its apparent discovery,
but as the story from the early 1970s went, a tribe of natives, who had allegedly had
no contact with the developed world until they encountered the edge of the modernized
world at the edge of the Philippine jungle, were found by researchers to still be living in
stone-age conditions. Interaction with this ‘preserved’ people group was brought to an
abrupt halt with the Philippine government’s decision to return the Tasaday Indians to
the jungle and prevent modern society’s interaction with them, in an effort to preserve
their culture. The irony of the situation was that by giving them back to their original
conditions and protecting them from the developed world, the government was essentially
creating a “scale model” of pre-scientific society by forcibly sheltering them. Baudrillard

writes,

The Indian thereby driven back into the ghetto, into the glass coffin of virgin
forest, becomes the simulation model for all conceivable Indians before ethnol-
ogy. The latter thus allows itself the luxury of being incarnate beyond itself,
in the ‘brute’ reality of these Indians it has entirely reinvented — Savages
who are indebted to ethnology for still being Savages: what a turn of events,
what a triumph for the science which seemed dedicated to their destruction!
Of course, these particular Savages are posthumous: frozen, cryogenised, ster-
ilised, protected to death, they have become referential simulacra, and the

science itself of a pure simulation 7]

The analogy here is that we have done the exact same thing with live performance.
Connor refers to this as an “erotic lack,”[] and Auslander uses identical terminology in
his discussion of live theatreff] In the age of reproduction, the live remains separate from
the mediatizated only with great intentionality, and despite these efforts, the live is still

defined by its opposition to the media. Of theatre, Patrice Pavis writes, “Paradoxically,
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it is during the age in which technical reproducibility is nearing perfection, that one be-
comes aware of the nonreproducible and ephemeral nature of theatre.”@ It is our cultural
drive to return performance to its roots of authenticity and intimacy that has resulted in
the trends of contemporary performance: period instrumentation, historical/contextual
interpretation of theatre scripts and musical scores, live albums, and acoustic sets. Just
as the Tasaday Indians were encased in a “glass coffin” by their imposed separation from
modern society, even live performance is now defined by its context in a culture that has
been thoroughly mediatized. The relationship between the live and the mediatized re-
mains volatile, but in an age where the mediatized holds substantially greater authority

as a cultural force, live performance will continue to be evaluated by comparison.
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Chapter 3

Glenn Gould: Manipulation and
Atemporality in the Studio

“I suppose premise number one is to try to forget that I'm playing the piano. I don’t
want to be aware that anything specifically pianistic is being done in order to bring out

whatever structural design I have in mind.”[]

At the core of Glenn Gould’s music-making lies one fundamental idea: that music,
in its truest form, exists primarily as a mental construct, and only secondarily as sound,
action, or expression. This premise steered every aspect of his musical work, from his
approach to performance, to his work in the studio. This chapter will discuss Gould as a
unique case study—as a musician who emphatically abandoned the concert tradition for
the sake of single-mindedly pursuing what he believed would be the technological future
of music. In the first section, I will begin with a discussion of the ways in which the term
‘idealism’ has been applied to Gould’s work (most notably by Geoffrey Payzant), con-
tinue by connecting the implications of Gould’s idealism to its results in his performance
practice, and conclude with an analysis of the ultimate outcome of this approach. The
second section of this chapter will draw from Gould’s prose writings to outline his ideas
about recording technology, discuss the ways in which they conflicted with the opinions
of other musicians during his lifetime, and finally, to consider Gould’s forecast for the
musical future, especially his predictions about the roles of performers and listeners and

the role of technology in music.
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3.1 Escaping Time

A prolific writer and passionate musical advocate, few performers’ written output be-
gins to even approach Gould’s in terms of sheer volume. Although often bombastic and
inflammatory, as in his caustic remarks about the composers he disliked (his opinion of
Chopin, for example: “I don’t think he is a very good composer. I played Op. 58 when I
was younger, just to see how it would feel. It didn’t feel very good, so I've never bothered
to play any more Chopin.” )EL or his controversial opinions about live performance (such
as the GPAADAK: the Gould Plan for the Abolition of Applause and Demonstrations
of All Kindsﬂ), some of the best insights we have into Gould’s work are found in es-
says, interviews, and liner notes by Gould himself. Despite his tendencies towards bad
puns, extended jokes, and verbosity, Gould is usually his own best expositor, and the
scholarly work that began examining his work shortly before his death in 1980 would
have been dramatically less successful were it not for Gould’s efforts in explaining his
own musical ideas. The first book-length study on Gould, “Glenn Gould: Music and
Mind” was published by Geoffrey Payzant in 1978 [f| Payzant’s work was primarily philo-
sophical in nature, and examined many of Gould’s ideas about music, recording, and
performance. This pivotal work laid the foundation for many future articles and books,
and further established Gould as a musician who needed to be given serious consideration
as a thinker. In the years since his death, the literature on Gould has multiplied at an
incredible rate, as has his following, which has spread around the world to such an extent
that the number of Gould admirers and scholars in countries as far abroad as Japan rival
those in his home country. Collections of Gould’s essays in multiple languages, major
biographical studies, and numerous essays and books examining finer details of his work
have all contributed to the growing body of literature that seeks to understand more
about this Canadian pianist. Kevin Bazzana has published an authoritative examina-
tion of Gould’s performance practices, focusing on examples in his recorded output, and
including a discussion of his approach to studio technique.E] Noteworthy publications on
Gould’s philosophies in particular include Elizabeth Angilette’s book, “Philosopher at

the Keyboard: Glenn Gould,”ff] as well as a pair of extended essays in Jean Jacques
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Nattiez’s “The Battle of Chronos and Orpheus.”m Within the context of the philosoph-
ical traditions of aesthetics, Gould’s thoughts invite interesting comparisons with the
ideas of Plato, Kant, and Hanslick, with whom his ideas sometimes strongly agree, and
at other times strongly clash. There is always something unique or contradictory about
his philosophies that prevents him from being labeled as a romanticist, modernist, or

postmodernist, or grouped conclusively with any one school of thought.

Over time, Gould’s ideas have come to be associated with several key terms and ideas,
one of the most central of which is the concept of musical “idealism.” The term is used a
great deal in the Gould literature to account for his interpretive decisions, or to explain
some of his more peculiar professed opinions, and was first applied to his philosophies
by Geoffrey Payzantﬁ Idealism, in philosophy, asserts that the basic nature of reality is
primarily immaterial, and is constructed in the mind. This philosophical definition of
idealism, and by association, of an idealist, needs to be separated completely from the
more popular use of the idealist label today as someone who pursues an a lofty or noble
end that is usually naive or impractical in nature. Philosophical idealism is entirely
unrelated to the idealistic temperament, and implies no ultimate pursuit, but simply
asserts a basic approach to reality. To use Payzant’s division of terms to establish a
working definition, the opposite of idealism is empiricism. Empiricism, applied to music,
means that the essence of music lies in our sensory experiences: “the sounds and the
feel of musical instruments as we play them, the sounds as we hear them, and the whole
visual experience of reading musical notation and watching other people and ourselves
playing and singing, whistling, tapping, humming, skipping, and so forth.”ﬂ The musician
who approaches music from an idealist’s perspective works in the reverse. The music is
conceptualized first as an entirely mental construct, and both physical actions and sound
are secondary. Payzant describes a musician of this sort (with Gould as an example),

writing that,

He will learn to think a piece, and having thought it, go to the piano and
play it without having to assemble and integrate sets of isolated skills. Where
other (and not necessarily lesser) musicians develop their mental images in

consequence of their physical contact with instruments, [idealists| develop
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their mental images to a considerable extent by pure thought alone.”[:G]

In short, then, an idealist is someone for whom music is first and foremost a mental
activity. In the case of an extreme idealist, which Gould certainly was, timbre becomes
irrelevant, performance becomes unnecessary, and an instrument becomes a restriction
rather than a palette of possibilities. Sound does not even need to be imagined in or-
der for music to be understood. Although this philosophy bears great resemblance to
Platonic idealism and the theory of the forms, the critical difference with Gould’s thought
is that for him, there was no single absolute version of a work. Thus, in his view, the
ultimate goal of the performer was not to achieve a performance as close as possible to
the perfect version of a piece, but simply to present one of an infinite number of possible
versions of the piece. Gould, and those who worked with him, occasionally made mention
of his habit of entering the recording studio without having prepared the piece he was
scheduled to record. This “blank slate” approach was completely intentional for Gould,
as he placed a great deal of importance on the creative process that took place when he
sat down with a work, started rolling the tape, and tried out a wide range of interpretive
ideas, assessing and adjusting them as he went [:f] In this way, Gould attempted to explore
as many of these infinite potential performances of a work as possible, before selecting
the version, or the combination of several versions, that best served the idealistic, or

mental structure that he was attempting to convey.

Gould often reveals his intellectual approach to music in his remarks and essays.
Appearing more than once among Gould’s writings is a particular anecdote involving an
experience with a vacuum cleaner. In the version told at the Toronto Conservatory’s
1964 graduation, he describes how, while practicing Mozart one day, a vacuum cleaner
was started up next to the piano, and forced his mental image of the music to preempt

his auditory experience.

“I could feel, of course — I could sense the tactile relation with the keyboard
which is replete with its own kind of acoustical associations — and I could
imagine what I was doing, but I couldn’t actually hear it. But the strange
thing was that all of it suddenly sounded better than it had without the

vacuum cleaner, and those parts which I couldn’t actually hear sounded best
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of all. What I managed to learn through the accidental coming together
of Mozart and the vacuum cleaner was that the inner ear of imagination
is very much more powerful as a stimulant than is any amount of outward

observation.”[

In an earlier version of the story, he added, somewhat more cheekily,

“It took off — all of the things Mozart couldn’t quite manage to do I was doing
for him. And I suddenly realized that the particular screen through which I
was viewing this, and which I had erected between myself and Mozart and
his fugue, was exactly what I needed — exactly why, as I later understood, a
certain mechanical process could indeed come between myself and the work
of art that I was involved with.”[]

Payzant suggests that this is the very reason Gould loved to tell this story is because
it seems so preposterouSE How can he expect us to believe him when he says that the
sound of the vacuum actually added to the piece? Here, we must split hairs and un-
derstand that the ‘screen’ that the vacuum was providing was serving as a divider that
separated the physical sounds that were reaching Gould’s ears, and the mental sounds
that he was aiming for. This simple story is, in fact, one of the best examples we have
of the relationship between idealism and his concept of musical ecstasy. The way Gould
describes the sound as ‘taking off,” and the glowing adjectives he applies to the results
in his other tellings of this story, even going so far as to label it as one of the defining
moments of his life, indicate that this was very much an ecstatic experience for him.
What was it that elevated it to such a level, when the music was being drowned out by
the vacuum’s noise? To Gould, the music was not, in fact, being drowned out at all.
What was being drowned out were the limited expressive efforts of the piano in com-
municating the music in its ideal state. Once the physical sounds were filtered away, all
that remained was what he referred to as “the music itself.” For Gould, as an idealist,
the mental aspects were even more real than the physical aspects of music, which returns
us to one of the most basic premises of idealism: that music is fundamentally a mental

activity and is only secondarily physical.
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This focus on the mental elements of music is the most foundational principle of
idealism, but this emphasis generates a cascade of other polarities and priorities that
dictate Gould’s approach to music: the hands are subservient to the mind, practice is
subservient to theory, and sonority is subservient to structure. Each of these systematic
precedents is evident in Gould’s thinking, and we can attribute many of his choices to
one or more of these factors. The one that follows most directly from the emphasis on
the conceptual is the emphasis on the structural. If we were to collect lengthy lists of
all of the composers Gould liked and disliked, it would quickly become apparent that
the biggest reason that Gould appreciated some composers and disregarded others was

because of their reputation as structure-based composers or sonority-based composers.

The two composers Gould is usually most closely associated with, Bach and Schoenberg,
have several compositional features in common: structural density (faster harmonic
rhythms and greater harmonic complexity), counterpoint, and comparatively greater
emphasis on the idealistic aspects of music. The works of Bach made up a much larger
portion of his recorded output, but Schoenberg was a far greater intellectual influ-
ence. Bazzana has proposed that Gould was following in the conceptual footsteps of
Schoenberg, in the way that he reflected a modernist aesthetic back onto Bach and the
subsequent Austro-German composers in the classical tradition, and he could thus be said
to be approaching music in the style of “Bach seen through the eyes of Schoenberg.”[”
The modernist aesthetic within which Gould had developed his ideas already tended to
value the intellectual, the structural, and the clinical purity of sound and interpretation
that he pursued. In this way, both Gould and the musicians involved in the historical
performance practice movement that he despised so much were pursuing the same set
of modernist ideals, though they expressed themselves in entirely different ways. Gould
placed Bach on a pedestal as the master of idealistically-pure composition. Whether or
not this honour was accurately bestowed is another matter. Gould revered Bach for the
way the great composer wrote with “sublime instrumental indifference.” Of “The Art
of Fugue,” which Gould considered to be the pinnacle of idealist composition with its
open scoring, he said, “Bach was, in fact, withdrawing from the pragmatic concerns of
music-making into an idealized world of uncompromised invention.”[[¥l The works Gould

admired and appreciated the most had specific qualities in common: they lent themselves
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easily to transcription, they could be considered comprehensible and complete without
ever being performed, they were not dependent on particular sonorities or tone colours,
and they could be conceived of in fully idealistic terms. When we strip away a piece’s
dependence on interpretation, emotional character, and sonority, what remains? The
structure. Gould references and emphasises structure throughout his writings, clearly
placing it in a position of utmost importance in his musical philosophy. In a mock
interview conducted by ‘David Johnson,” one of Gould’s fictitious alter-egos, Gould iden-
tifies the role of structure: “It’s the structure as such that signifies, independently of
the sonorities you impose on it.”E Additionally, within the same interview, he adds, “I
am convinced that [Bach| considered these instruments — and for that matter he would
have felt the same way about the piano — as convenient mediums for writing and playing
structures that, in his mind, were first and foremost structures and only of subsidiary

interest in terms of the study of sonority.”@

Of Gould’s approach to music, Payzant wrote, “Gould is not a pianist who takes time
away from the piano to think. He is a musical thinker who makes use of all available
means to thought, including the piano.”H Not only does this point emphasize Gould’s
intellectual approach to idealism, structure, and performance, but it also provides us
with an indication of his relationship with the piano: it was a “means to thought.” Not
an end in itself, the instrument was, to Gould, simply one way of expressing musical
structure through sound. Gould’s writings and interviews contain many examples of his
strong opinions on the limitations and problems of the piano and of piano technique.
“A work learned in analytical terms and only secondly at the instrument will leave you
permanently a stronger sense of its structure and its internal workings,” he wrote in one
1etter;|ﬂ on a separate occasion, he mentioned that “fingers give nauseating interpretive
ideas.”@ Gould felt very strongly that the piano placed limitations on his musicianship,
and as a result, he spent the majority of his working hours away from the instrument.@
For Gould, pianism and idealism lay at opposite ends of the spectrum. Catering to one
meant neglecting the other. Thus, his commitment to idealism required him to adopt a

position as a very un-pianistic pianist. In a conversation with Jonathan Cott in 1974,
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Gould explained the connection between his desire to remove himself from the piano and
the pursuit of the ideal: “the degree to which you can minimize [the instrument’s] effect
is the degree to which you can reach out for the ideal.” 3| Gould’s continued efforts to
dissociate himself from his instrument create an interesting paradox. His reputation was
first and foremost as a pianist, and, despite all of his derogatory statements about the
instrument, it was only through the piano that he was able to deliver the results of his
musical ideas. Without the piano, all of his best propositions about idealism and the
purity of structuralism would have remained in the realm of ideas and could never have
been demonstrated. For all his emphasis on the mental aspect of music, in order to be

shared, it had to be expressed through the tactile, subjective voice of the piano.

Gould’s highly cerebral approach clearly explains his musical tastes, as well as his
repertoire choices. He was very vocal about his preferences for complex, linear music
(as opposed to vertically-oriented, chordal music), especially contrapuntal music, and on
the occasions he did choose to perform or record music that did not meet his intellectual
and structural standards, he was would occasionally include his own adjustments in the
music in an effort to improve its structural integrity. Kevin Bazzana’s “Glenn Gould:
The Performer in the Work” has documented numerous examples of such modifications
to pieces including his contrapuntal favourites, such as Bach’s Partitas, as well as other
repertoire including Gibbons and Handel | In general, these modifications were most of-
ten made in order to create parallel relationships between particular structural elements,
or to build up the continuity of motivic fragments. In one instance found in both the
1962-3 and 1979 recordings of Bach’s Partita No. 4, Gould normalizes a particular orna-
ment that appears in two different forms over the course of five parallel phrases. Perhaps
the most interesting feature of these standardizations is that in the earlier recording,
Gould applies the turn format that appears first to all of the remaining points, but in
the later recording, he chooses the second version of the turn, again applying it con-
sistently to each ornamented pointF_gl More aggressive examples of this imposition of
consistency appear in cases where Gould moves beyond changing small details such as
dynamics and ornaments, to pieces in which he alters notes that entirely change the

character of the phrase, in order to force particular motives to match identically with
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one another ]

What we can conclude from this is that Gould was not concerned with the execution
of the ornament itself in the case of the Bach, or of the character of the phrase itself in
the Gibbons, but simply with the fact that each instance of the ornament or motive was
structurally consistent with the rest. This willingness to alter the original score extended
to interpretive decisions as well, and Gould certainly gained his share of notoriety for his
extreme choices in this regard. “Tempi per se don’t matter much to me,” he explained
on one occasionE] Indeed, his recordings agree with his words. There were cases when
Gould would record a piece at one tempo, and rerecord it later in his career, choosing
an entirely different tempo the second time. For some pieces, he would take a tempo
that was far quicker than the composer’s indication, and for others, he would take the
opposite approach, stretching the performance to lengths previously unheard of % In all
of these instances, though, Gould is never arbitrary, and his interpretive decisions do not
stem merely from a desire to be provocative, but from his strong belief in structuralism.
When playing the dense, contrapuntal music that he favoured, Gould often chose a slower
tempo than he would for works that were more improvisatory in nature, enabling him
to emphasize the beauty of the musical structures. One of the most famous examples
of this exact practice is found in the original and rerecorded versions of the Goldberg
Variations that bookended his career. Superficially, it is easy to note that nearly every
single track of the thirty-two on each disc is substantially longer in the 1981 version
than the 1955 version. While many of the variations are indeed taken at a noticeably
slower tempo in the later recording, this is not always the case, as there are also several
examples of variations that are played even faster still. This eliminates the potential
hypothesis that Gould was simply less concerned with virtuosity in the second recording.
Why, then, did he choose to alter some tempos so drastically to both extremes? The
answer is apparent in Gould’s interview with Tim Page. Gould explains, “Variation 17
is one of those rather skittish, slightly empty-headed collections of scales and arpeggios
which Bach indulged when he wasn’t writing sober and proper things like fugues and
canons, and it just seemed to me that there wasn’t enough substance to it to warrant

such a methodical, deliberate, dramatic tempo.”
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“In other words,” asks Tim Page, “you’re basically saying that you didn’t like it
enough to play it slowly.”

Gould reply? “You got it!”

This is a prime example of interpretation and taste expressly in the service of struc-
ture. Even the repeats in this recording serve to emphasize the desirable, contrapuntal
structures of several of the variations; Gould noticeably employs repeats only in the vari-
ations that feature canon and quodlibet.

All of these elements of Gould’s philosophy—idealism, transcribability, and structuralism—
have an important factor in common. Each one emphasizes a specifically intellectual
aspect of music, and connects to one of Gould’s central focuses in music: atemporality.
This key value is at the core of a great number of Gould’s most well-known statements
and attitudes. Music, by its very nature as a performance art, is defined by time and
space, but this premise was one of the things Gould was rejecting when he made his
departure from the concert stage in 1964. He sought separation, liberation, and perfec-
tion that were unobtainable within the constraints of time, and time, therefore, had to
be circumvented. It was within the walls of the recording studio that Gould found his
solutions. In essays such as “The Prospects of Recording”@ and discussions of ideas such
as “non—take—twoness”m Gould advocates passionately for the advantages the recording
studio provides to the interpreters and listeners of music. For Gould, one of the largest
problems with live performance is that once it has taken place in its linear period of
time, it cannot be undone, redone, reconsidered, or modified. This is what Gould refers
to when he discusses non-take-twoness and atemporality. Linear time imposes constraints
on a musical performance that force it to proceed in one direction only, regardless of the
results. In the studio, however, performers are permitted as many takes as they desire,
and these takes can then be spliced together with absolutely no regard for the order
in which they took place in real time. A recording stands completely apart from the
temporal date on which it was recorded, and is able to be listened to again at any time.
Unlike live performance, it can be paused, reversed, slowed down, and otherwise break

all the usual rules enforced by time. Gould celebrated the breaking down of these tem-
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poral barriers for both performers and listeners, and considering the accomplishment he
viewed these developments to be, it is little wonder that he was such a forceful advocate
of recording and editing technology.

As an artist, Gould was among the first to explore and develop numerous innovations
in the studio. He experimented with the splicing of stylistically-different takes into a
unique whole, recorded layered takes that enabled him to produce physically-impossible
performances of complex transcriptions, and worked on projects that included chore-
ographed shifts between microphones located at varying distances from the piano. He
lauded the studio for the ways in which it liberated the performer from the uncertainties
of the concert stage, and freed the music from the constraints of linear time. Gould
had faith in his listeners, too, believing that they would benefit from the opportunity to
involve themselves in the creative process, and envisioned a means by which they would
be able to adjust certain aspects of their listening experience, even going so far as to
choose between different takes of a passage and assemble their own preferred version of

the piece.

I’d love to issue a series of variant performances and let the listener choose
what they themselves most like. Let them assemble their own performance.
Give them all the component parts, all the component splices, rendered at
different tempi with different dynamic inflections, and let them put something

together that they really enjoy — make them participant to that degree.”[ﬂ

To a great extent, Gould succeeded in employing technology to escape the barriers that
time imposes on musical performances. His philosophies, however, carried this principle
much further than the ability to correct a wrong note or assemble a patchwork fugue.
What Gould sought in addition to this was true liberation from the linear progression of
history itself and its implications on aesthetics. Many of his favourite works (such as the
early and late works of Schoenberg, Gibbons, Richard Strauss, and Gesualdo) were those
that straddled the borders of historical periods and confounded typical categorizations.
Of such composers he wrote, “We are dealing with people for whom the development or
evolution of art seem suspended in relation to the passage of time, capable of appear-
ing retrogressive as well as progressive, endowed with a special dimension in which the

essence of time may be discovered and its absence experienced.”[ﬂ Gould was constantly
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at work to advance the idea that the conventional depiction of music history as a succes-
sion of innovators and innovations was flawed. “I reject the idea that the new is better.

The new is new and that’s all there is to say.”["]

One of Gould’s most famous arguments for the abolition of historically-contextualized
judgments was the story behind what he referred to as “Van Meegeren Syndrome.” In
this illustration, Gould tells the story of a Dutch artist named Van Meegeren who painted
imitation Vermeers so convincingly that experts authenticated his work as originals, and
he achieved great financial success through the sale of his canvases, including sales to
private collectors in Nazi Germany. As the war came to a close, however, Van Meegeren
found himself in considerable trouble when he was charged with the sale of national
treasures to the Germans. Van Meegeren was forced to confess that the ‘originals’ were
his own creations, but while this saved him from being charged with treason, he was

convicted instead as a forger, and died in prisonﬂ Gould wrote,

“The determination of the value of a work of art according to the information
available about it, is a most delinquent form of aesthetic appraisal. ...The
moment this tyranny of appraisaldom is confronted by confused chronological
evidence, the moment it is denied a predetermined historical niche in which
to lock the object of its analysis, it becomes unserviceable and its proponents
hysterical.”["]

While the Van Meegeren case and Gould’s arguments for independent aesthetic assess-
ment seem compelling, is the end result of such thinking not dangerous? Is Gould not
ultimately advocating for historical ignorance? As Nattiez asks in his study of the pi-

anist, “is ignorance the real price of an aesthetic absolute?”m

Gould brings this reasoning full-circle, wielding it not only in his argument against
the notion of a linear concept of music history, but also against those who decried studio-
edited recordings as decontextualized ‘forgeries’ of live performances. He concluded his
article on “Forgery and Imitation in the Creative Process” with this expression of his
hopes for the emancipation of art through atemporal media: “[Art] will...be able to

express the agelessness of the aesthetic impulse (freed from the conformities that time
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imposes), freed from the conformity that we have permitted history to impose.”E]

Gould referred to himself as “The Last Puritan,” a contradictory title indeed for
an artist who rejected the efforts of those engaged in the historical performance prac-
tice movement, and who championed the use of technology for techniques he labelled
‘creative Cheating’@ — an interpretive tool not so different from the extrapolations of
those involved in historical performance practice. As Mark Kingwell summarizes Gould’s

paradoxes,

He was progressive and anti-progressive at once, and likewise at once both a
critic of the Zeitgeist and its most interesting expression. He was, in effect,
stranded on a beachhead of his own thinking between past and future. That
he was not able, by himself, to fashion a bridge between them is neither
surprising, nor, in the end, disappointing. We should see this failure, rather,

as an aspect of his genius.”"”|

For Gould, the destruction of the temporal barriers that previously bound performance
and aesthetic judgments, meant the liberation of the structural and idealistic transcen-
dence inherent in the music itself. It was toward this end that Gould devoted his career,

for it was in this way that he believed a state of ecstasy was truly achievable.

3.2 Manipulating Sound

Glenn Gould’s lifelong relationship with the recording studio began in December 1950, on
the occasion of his first radio performance with the Canadian Broadcasting Corporation.
In an article written for Piano Quarterly in 1974, Gould tells the story of that first Sunday
morning appointment with the CBC, during which he performed a pair of sonatas: one by
Mozart, and one by Hindemith["”] The broadcast itself was completely live, in the style of
what Gould referred to as the “first-note-to-last-and-damn-the-consequences syndrome
of the concert hall,” but the importance of that event was, firstly, that he was able to

communicate with his audience through the mediation of the microphone, and secondly,
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and most importantly, that he was sent home with a soft-cut acetate copy of his broadcast
that would change his perspective on recording technology completely. Of the significance

of this souvenir, Gould writes,

Even today, a quarter-century after the fact, I still take [the disc] down from
the shelf on occasion in order to celebrate that moment in my life when I
first caught a vague impression of the direction it would take, when I realized
that the collected wisdom of my peers and elders to the effect that technology
represented a compromising, dehumanizing intrusion into art was nonsense,

when my love affair with the microphone began.”@

Referred to by his contemporaries as “the philosopher of recording,”@ Gould was one of
the twentieth century’s most passionate and vocal advocates of recording technology. His
ideas about recording were inseparably linked to many of his philosophies, performance
practices, and career decisions, and he seldom passed up the opportunity to speak about

the role of technology in his life, and in the future of music.

The moment of realization in Gould’s 1950 experience with the CBC broadcast came
when, after listening to the acetate disc several times, he discovered that by altering the
balance of the treble and bass, the studio piano, which had been quite bass-heavy during
the broadcast, could be made to sound like a completely different piano. Although the
balance may have served his Mozart better, the most important aspect of this realization
was not concerning the enhancements that dial-twiddling lent to the clarity of the sound;
it was that technology, in a very simple way, had stood as a mediator between what Gould
classified as the “attempt” and the “realization.” Technology, he explained, had been
employed “to sponsor a suggestion of that which was not.”@ This concept of mediation
and sponsorship of an altered version of reality lies at the core of Gould’s advocacy for
technology. His pet terms for the application of technology to illusory and theatrical
effects in recording were “creative dishonesty” and “creative cheating,” phrases he em-
ployed without apology, since technological manipulation, in his view, was a part of the
inevitable progression of technology’s role in art. “Fifty years ago, most people thought
that recording was essentially an archival operation, the better to remember Grandpapa’s

generation by.”@ This, according to Gould, was a natural approach to recording in its
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most primitive forms, but increased involvement on all levels was an inevitability: “For
technology should not, in my view, be treated as a noncommittal, noncommitted voyeur;
its capacity for dissection, for analysis—above all, perhaps, for the idealization of an
impression—must be exploited.”lﬂ Gould imagined a trajectory for recording technology
in which participation on all levels continually increased. In his ideal world, recordings
would no longer be sacred artifacts created by performers and revered by listeners, but
invitations to participation for the “New Listener.” He credited the listening world with
a great deal of intelligence, sophistication, and informed tastes, but he also expected a

great deal of them.

“At the center of the technological debate, then, is a new kind of listener—a
listener more participant in the musical experience. The emergence of this
mid-twentieth-century phenomenon is the greatest achievement of the record
industry. For this listener is no longer passively analytical; he is an associate
whose tastes, preferences, and inclinations even now alter peripherally the ex-
periences to which he gives his attention, and upon whose fuller participation

the future of the art of music waits.”[*]

An advertisement in the 1950’s boasted “the finest seat in the house,” also claiming
that its listeners were provided with an even better listening experience than the concert
hall, due to the absence of audience distraction. In the years that followed, however,
new fears emerged as experimentation with splicing techniques began to change the way
music was recorded and produced. Payzant enumerates three mid-twentieth-century ob-
jections to tape editing: “that splice points are audible, that we can hear differences
between the original sounds and the inserted sounds, and that splicing breaks the in-
tegrity and sweep of a performance.”["| Furthermore, what if splicing concealed not only
the occasional mishap, but genuine incompetence on the part of the performer? Could
technology “sponsor a suggestion of that which was not” to such an extent that listeners
could be essentially ‘sold” a performance that never really took place? Sousa, Andre
Watts, Sir Adrian Boult, and a host of others stood adamantly on the reactionary side
of the issue, prophesying the downfall of musical culture, but the opposite position had

its share of advocates as well, notably including, of course, Glenn Gould.

45. Gould, |“Music and Technologyl,” 354-5.
46. Gould, |“The Prospects of Recording,” 347.
47. Payzant, |Glenn Gould: Music and Mind|, 123.
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Although almost fifty years have passed since Gould made his pro-recording pre-
dictions, some of them still seem a little disturbing. One example that Gould described
thoroughly (and characterized as a “relatively simple matter”@ was the idea of enabling
listeners to make their own decisions in the tape-splicing process. “Let us say, for ex-
ample, that you enjoy Bruno Walter’s performance of the exposition and recapitulation
from the first movement of Beethoven’s Fifth Symphony, but incline toward Klemperer’s
handling of the development section,” Gould proposes in his famous essay, The Prospects
of Recording Technology. He proceeds to suggest, that with the conditions of certain
technological conditions being met, listeners could feel free to “snip out these measures
from the Klemperer edition and splice them into the Walter performance,” thus con-
structing a unique, personalized, ideal performance. Given the strong predilection of the
Western mentality towards customization and individuality, why does this notion cause
so many classical music lovers to cringe? When we consider today’s concept of a musi-
cal work, perhaps a negative reaction to the idea of creating a performance resembling
Frankenstein’s monster isn’t so surprising. In the Western art music tradition, the score
is revered as the authority to which the performer is bound, and musicians who signifi-
cantly add to or alter the score, or even deviate from the current set of values that are
held aloft as the ‘composer’s intentions,” are heavily criticized. In the same way, a per-
formance is respected as a work of art that encapsulates the performer’s best intentions,
interpretations, and ideals; it is believed to be a unique, coherent entity that is intended
to be considered as a whole (hence contemporary audiences’ scorn when an uninformed
attendee applauds between movements in a concert performance!) As such, the notion
of splicing a fragmented portion of one performer’s work into the then-segmented body

of another performer’s work is difficult to accept.

Gould devoted a great deal of time and effort to breaking down the popular arguments
against recording technology and tape editing, and dealt directly with several of these
issues in an experiment he conducted in 1975. Although he admits at the outset that
there are specific shortcomings in his methods due to his inexperience with statistics and
polling, he clearly states his purpose in gathering the information from his experiment,
and, with the assistance of the extremely favourable results he obtained, sets out to make
a case for the very applications of splicing to which many prominent class