2 ‘Puamp Up the Volume’
Music and technology

The history of musie s, in part, one of a shift from oral pedormance w nomtion,
then 1o music being recorded and stored and disseminated utibizing sacious medin
of sound (znd, lawer, audioviswal) rwsmisson, These are lardly discrete saoges,
but they do offer an organizmg loge for the overview here, Any new mediom of
commnundcation or technological form changes the way in which we experience
moasie and this has implcations for kow we relate to and consume mwsic, Tt bs
importas o ackoowledge that the tmpact of iechnology on music s oot solely a
twenteth-century phenomenon, associated with the advent ol recorded  sound,
Prior v this, pring was central 1o the ransmission of music, with the circulation of
hand-written songs and scores. The printing press facilitated the eircularion of
brroadsids badlads Brome the eardy sisteenth century, along with sheet music, which
peaked at the el of the niseteenth contury,

Tecliological changes in recording equipment pose both constraints and
opportunities in terms ol the organization of production, while developments in
nmsica] aptiumentation allowed the emergence of “new’ sounds. New recording
lormats and modes of transmission and dissermination alter the process of musical
production and eonsumption and rake quesaons about autharship and the legal
status of music as property. It s not possible here to cover all aspects of these
topics, which have been the subject of intensive study (sec Purther reading),
Rather, | have atrempted m signpost some of their colooral dmphications, with
brief examples o llustnue: Bic interacton of techaologeal, musical and culiural
change. As Paul Théberge observes, Slechnology” is not to be thought of simply in
crms I:}F l“lﬁ.’l.'h'i"tﬂll 1}1”. 1'.;.1.1.'1':]— :i.ll L=l WiV T Ur i.“"d.l:Lllli.'l::. |.I|.|.' usees L Whlﬂ.'ll :H:Iu“i.l
recording and playvback devices, recording formats, and radio, computers and the
mternet wre pul; i aomere general seose, e organizanon of production and
|;'.|'_||1s|,|1nptim1' {FiRith 13 |:':|. T‘I.-'T)" dliscmsion covers sonned ]m:rlnrl i, the nllo-
coce of new INSTrEmens an mesic rn.:d-cing, soned r:t::rrding and sownd lhm:.iﬂ_-nl
soand reproduction and sound dissemination,

Sound production

MNew welmologies of sound production are democralizing, opening vp peclor-
manee opportunitics o muscins and ercating new social gpaces for lisening o
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music, However, these opportunities and spaces are selectively availabile aned
exploiied by particulnr social greoups, New instroments ad medifications 1o
mtrments nitine debiaes around heir Jegitimacy and  place within musical
culture, For instinee: ‘the avvival of the plavotorie imo a muosical coliaee th
revered the harpsichord was for some an onwarssnted mirssion: by o mechanical
device” (Pinch and Bijswerveld, 2005 537, Funther examples of this process
are the impact of wineteenth-centary. s band instrumienis; the macrophone
i the 19305 the electric guitar i the eardy 19505 the Moog synthesizes
mthe 1980 awd e MEDT gmusical insteomental digicl merfuce) since the
Bale DU,

Victorian Englaund saw an unprecedented expansion in participative music,
with biass bands @ nsjor part of this. Trevor Herbert (19981 examines Low and
wity brass bands developed, their disweabacion aed sddoption, and the namre and
significinee of their inpact. Inodoing so, he illuswaces the vonnpiles ntersecnon of
teechnbogy, urbanization il ousical forns 2t work in shaping the brass band
moveinent, Phe twst ball of the nmeteenth century was the most iporiant pedod
e the history of brass bands. They emerged as a new Forn ol Teisure aciaty, with
e devenpnent of new brass lstewments made possible by the invention of the
pisten valves “Suddenly brass mstruments possessed a new musical Faciliny, and
potentially oooew social fdentity” (Herberr, 1998 1000 The advemt of new
istimenty, aade possible new musical wchoiques and an expanded  band
PE TR,

The mntroduction of the microphone wcthe 1920 revolutionized the practice of
[ropukar singing, ss vocalists coukd now atkdies lsieners with noprecedenied ni-
by, This leel wo new mnsical creativities aml sites of authorship, Broce Jolhnsons
traes the CINCTgenece il the n:i:'rnph-:nh: e '[rrli:ru.]u:lr_'r ;LL'('r:x:;ﬂlj." 11 .’kl].‘irril“::,
divwang how it was inseribed by gender politics. Masculine resistance. 1o ihis
rtilicial aid Jeft i pricacily 0 wornen singers to exploit its possibilies i the
R0, T pacticular, they experimented sirh projection, tmbre and seosibility o
awaty taad placed dhe intitate “gran of the voice™ in the public ascoa, layiog te
lundations for the distinctive vecalisaton of rock/pop’ | Johnson, 2006 Glapter 4;
see also Chanan, 1995; Chapter 7).

I o similar manner, the avnphilivamn of the guiar tmslormed  popolar
tnusicianshup: Swmplilication allowed goitarists woplay Tuid and borlike solos,
while the oLty sl iIJrT[I- hlines Fenbes p-:rpul;u' i thes late Fm'lic.g {'n::mlmgﬂl
theen o elaborate w more pereosaive and riffing soade’ (Miller, 194949; 41). The
Fender Bsguire in 1950, the first mass-produced solid body elecuie guitar, chan-
ped the range and variety of people who enuld play, reducing the mporanee of
uml;uﬂlllg =il :|l|'h:|p;‘u PEATNeE ]'.nn_ﬂ.'i:r_'l}*. r{n'rrlu}; iinhwr;ng mustakes. 1he
elecicle guitar made [t possible o play for much boger audiences, i bigeer
vienues, ereating new musical styles o the process. ‘Chicago’ or elecoie blues
I'||"\"'|"'|'|"|l 'I"'l“"“ hh“-'[‘- |"-""||J‘I‘-I “'”l“ 1“" |"H:||.“|| "I“'I-".'il ({4 i'l.l.'l'.'.lIl Crnires ﬁ"l.'l] alS
Ulhicago, Memphis and New Owvleans post-Workd War 1L, looking for work and
Lietter liestyle apportumites. Pecormers anch o Muaddy. Waeers and John Lee
Hisoker 'pluggged o' wentertin theo (Waiksmin, 19006, Cllygner 4,
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The electronic symbestzer, developed in the Lue 19605 and sardy 19704,
e “the most soceesstul eloctronic dnstrument of the twenticeh century'
(Finwch wod. Bijsterveld, 20003 546). Moog became the dominant manufaciurer,
i part becawse he made his machine available @ oas mamy musicians s
possible and worked closely with thern oo corstantly modify Tas design. 1lis
synthesizer beeame @ keyboard  device, providing wn appealing  leaware of
Moog advertising material *Whenever someone wanted to ke a pioue, lor
sonmes resson or other it Jooks good i€ veu're playing o kevboasd, Peaple undesiand
then thid you've making music’ (Moogy, The aceeprance o a kevhoard synthesizer
tellected the influence of the wider culiure and the historical srats of te plo
anel wrgan.

Walter Gardos, a skilled studio engineer and composer of clectronic music,
tormed a close elationship with Moog, cachanging advice for custom-bude gaml-
iles, In 1908, with Rachel Elkind, he produced Swkibed On Hackh, an album of
Bach’s ‘greavest hits” peclomed on the Moog syathesizer. The eritcal and com-
miercial success of the album helped popularize the symhesizer, Psychedelis
musiclang, already lascinated with noosual instruments sucl ae the sitsr and
therenm, ook up the synthesizer, (For example, the Byrds on The Moo By
Brathers, Columbia, 1968; and te Beates on later allwms sueh as Reole,
Farlophone, 1966), The production of the fiest portable keyboard, the cheaper
and casicr w ouse Miniogog, which became an essentdal part of progressive rock
i the carly 19705, consolidated this popularity: “Ir was the frst svathesizer 10
lave mmass append and was sold inoa new way, theoueh retail music siores, thas
laying the foundation lor o retal macker in synthesices’ (Pinch and Bijseerveld,
20065 5340, The Minimoog's poriability, ease of use, reliability and hardwived
sound, mide it an ngwrtant peecarsor oo bater clivital instrumenrs, nombly g
Yamaha DXT {1983) with its wide array of presets,

The advent of MIDI jmusical mstrament digital interface) anid digital elecirg-
nics completely restractured muste production from 19845 onwerds, PEPITESETIIINE
paradigm shift in the history of populir music, The new geocration of instrumenis
and software created fresh sound possibilities, expanded style, technigues and
concepls of production and raised the status of peoducers see Chapter ),

Sound recording

Sound recording is the process of ransferring live’ musical performance out a
plovsical product {the recording). Phe history of sound vecording is one of tech-
nical advances leading to chianges i the nawre of the process and the shifis 1o
tasks and smrs of those working with these techndlogics. Such clinges are ool
narrowvly technical, as different recording wehnologics and their sssociated work-
g practioes (eg mult-tracking, overdubhing, mpe deliy) enable and susiain
dilferent acsthetion {for o detsiled history, see Cunningham, 1996; e o coneise
overview, see Millavd, 2005: Chapter |4, In the recording studio, the work of the
sound mixer, or sound engineer, was whese muse and maodern technology met,
litially designated as techniviang’, sound misers bave converted @ coaft o an
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art, with consequent higher stams avd rewards, Zuk refers o them as ‘both
crnltsmen ane aliamans” (2001 LG5), whis s new respanisibile Lo muel ol wiit
wi hear on g recording, acting as'a kind of translator for mosicians and tie other
tmbiers of the reconding team

Particular vecordings Musteate advances i sourid recording, at dmes aceom-
el by greatly increased use ol studio tine ., Approaching the history ol sl
Lar music from this perspective ereares quite a different picture of atisue high
points and autenr Aguves, o vomparisen willl ihe comventionl chronalogies,
Liimpsne, for example, the following recordings:

I Les Faul and Mary Ford, 4low High is the Moon®, which ocvupied the no. |
position on the Amevicin char for nine weeks inosprivg 1931, bnched the
coneept ol sound-anesound recording, coupled with Paul's dizeavery of tage delay,
The techninue for recording Ford's vaice was also Eovative, s Paal recalls:

“The unwritten: rudes sated izt o voealist should L prhiced no closer e
i teer from the macrophone, bot T waned o capture every hidle hreath
and nuance in Mary’s woice. So 1 huel her stand dight on the e, just @
conple of inches wway. Then, what happened? Everyvbody stavied w recore
voksily that way!

{Cunninglam, 1996: 25

o Eluis ].]l'r‘.-{ll!}'1 That's .\J:'ight Mawns' {San, 195055, was recorded a the
session in which producer Sam Philips introduced 1le shap-back delay sound,
vsed on Presley’s ather Sun singles and the labels recordings by other
voncluiliilly artiss,

b The Beadh Boys, "Good Vibeations (Capitol, 1966), Brian Wilson’s “ewked
sytophony’ tilieed o hoge range of instiuments, mncluding i heremin ja -
synithesizer electronic gadeer), mude possible partly by bis extensive use of
viverciils,

b Pk Floyd, Bark Side of the Moo [Clapitol, 1973), sei a new precedent in souned
vievnrling technigues; G exsngle, s v of nonae gates, devices thar allow
andhio signals 1o be beard once they rise abive a predetermmined volume
thiveshobd wnd an extensve ase of synthesizers.

b Diiger Monse, The ey Ml (2004), ok an s cappells version of e
Jay-£s The Black b and coupled it with sunples from the Beatles' The Wi
b The vesulant iush-up’ was widely distribured over the iteret and was

Bsthe propaatear e controvesial (sev the diseussion ol it i Chaper 5y,

e profound changes wrought by samplecs, MID! and other new technnlogi-
val plienomena are eredited with giving new 1l 1o s morlnnd musi wtlustey i
the PGy, Sanpling can be viewed us part of niusic's histeric tendency 1o
Comsbantly ear tsell’, while also exemplifying its postmodern tendencies:

Fhe willind sets of disimegration necessary in sumpling are, like culsisi,
dlesigned to Bl aoway ahwad by ki the whole business Lo pricces, redicing
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it ta s eonditeent components. I's also an attermopt to look (ooa past
tradivion and e wy and move forward by placing that tradition in a

iEw CoTieKE.
‘Beadle, 1995 244

Through the 1995 and into the 20005, new recording wechnologies have cons
tinwed to open ap creative possibilities and underpinmed the emegence of new
genees, notably the variants of techno and hip-hop. Most recently, techuology has
enabled the creation of “mash-ups'; recordings combining wo existing recordings,
usially iflegally and from radically different mosieal siyles and  pedormers, to
create bonew tesd (as just seen with The Coey i),

Digital sampling allows sounds 1 be recorded, manipulated and sobsequentdy
plaved back o a kevboard or other musical device, Totodueed i the
Lite 1970 and subsequently widely vsed, digital sampling illastirates the debates
surpounding musical wehnologies, bs use s seen varioosly as resiricing the
eriployment of session musiciang and as enubling the production of new sounds,
e the wse of previoudy recorded music in the creation of chythm vacks Tor use
i rap and dance remixes. Uhe inereasing emphasis on new such technologices is
wpnilicantly chunping the process ol producing popular music: *As pop becomes
miore and more a producer’s and programmer’s mediom, so iU increasingly is a
splwere of compositon, as opposed o pedirmanece” (Goodwin, 1996, 130

Sound formaits

With the advent of wousd recording, music became a ‘thing’, as recording
techoobogy i the e sineteenth comory enabled s development in commaodiey
form, independent of i live' pedormance aspecs. Sulsequent shilis i dee
popularity of various recording formats are important in expladning the historical
evolution of popular music. Fach vew recording format ofleved Dresh secording
sl marketing opporwmnites aod afleced te paoure of consumpion, Thstoveally,
these constitute & procession. of Tormats, although some are never totally super-
seded and become the preserve of collecoors: the wax eylinder; the shellac 74, the
vinyl 43, the EP and the LP, cassetie audio tape, the compact disk, digital audio
e, the erasable compact disc and MP3 downleads,

The shifting discourse surrounding formats retlects a search tor realism,
fidelioy and portability, along witli the case of access and the asseciated cost,
Changing formats vsually appeal to consumers wantdng betier sound {although
what constitutes ‘hetter’ is debated) or greater convenience and to those who
pl_'lﬁﬁ’.‘:.‘_i& H T TTWET] Jlil'\'u1 L'Ullﬁll.:l.].uljbl. Uli.l.'.].ll.l’.ll.i.‘n.ll‘l Lo ?’I.I‘.:ll new ey hll”l‘”ﬁir-\-
New markets ace oreated as older consumers upgrade both their hardwiine
and their vecord collections, The balance sheet with vegard 10 the declining
status ol the vinyl single aod album, versus the ascendancy of the GEY, 150 mised
one. There were opportunities i this even o these still emotionally ted 1o
vingl, as the early 1990s saw a boam in the wsed revord stove bugdoess as D
converts sold off their record collections on thele way (o buving thele fiat didk
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player. The current dematerialization of the sound recarding, with MPS dowi-
loueds, represents another revolutionary coltural shifi. 1 shall have more o sy on
Uais Jates,

A short history of the single

A history of the vinyl single and @s digital seceessor i an example of (he
relationship between music muking, marketing and consumpion in relation o
lommat, The intoduction ol te vially unbreakable vioyl simle (histarically
olien relerred to as a 45 — the rpm) in the early 19505 was an imporant factor in
the emergenee of o proliferation of soller wdependent vecord labels, which
were significant in popularizing rock ‘o' wall. The single was originally a 77 vinyl
lormal, with an A’ side, the recording considered most likely 10 receive mdio
atrplsy annd chirt Sacnion’, and & B side, wsually seen as a recording of les
appreatl. Adso important was the B an 'eateadid [y’ single, & vinyl T"-, vsu lly
with four songs on il In the UK, the EP represented an early form of “greatest
L' package, with attractive tecord  eovers, - and ontsold  albuns unl the
carly 1960,

I the carly 149505 the vinyl single overtook s shellac 78 counterpan as ihe
dominant music indusuy markeung vehicle, Singles became the major selling
lormit, the basis o padio aod television programming and the maost important
cluot listing, with thess in an apparently symbiotic relationship, Singles appealed
b young people with limited disposable income, wanting o keep up with the
lutest chart hits, For the record compamies, singles were chicaper 1o produce than
an ilburn and acied as marker testers’. While singles suceess was importann for
peettormers and the record conipanies. it was also important as o means of draw-
g attention o the pecompanying, or subscepuent albomy, with the welease ol both
bt closely relaved, With a few significant excepuions (lor example Led Zeppeling,
pedlommers generally reliecd on the single 1o promnte their album release, This
apprsach becune the ‘raditional’ conswuction of record marketing eough (e
s and 19705 Albym compilations of singles, either by one performer o from
d genre or style ol music, also became an important market. While some perfin-
s with high clating singles were “one hit wonders', singles success frequently
lanched careers, leading o an album deal and moves from independent 1o
wiaur Ladiels,

Iy the 159805 new single formus gained an increasingly sigmificant market
e, There was o massive increase in siles of cassetie singles 0 America and
Swedish bund Roxette’s 'Listen 1o Your Heart' (1990) became the fira single 1o
Wit e 1oan the US without being relensed as 0 vigd 45, Twelvesinch
shiggles, including remixes, beoime an importand part of the dence music scene
[ae Straww, 2001, and, secompanying the genedal mse of the €1 fornay, the CT)
"lllHll-' 11.“” |]l'“;||l lis 1'|IN'|.'m‘ L | llL‘I.III.IiJ.].' Ill.lrlit‘l;lig Ili'llt[] i‘t]’ld COTIAETET
prclfervnee. Neguy (1992 65 docnments the comserjuent decline of the vinyl
il theough e 19805 1o the US, sales of singles between 1970 and 1990
[ P TP | |!r';r' B per cemt, Trom V5.5 millbon o 27 6 millon anits, and deapie the
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growth of new formats, total sales of singles declined by 41 per cent. In Britin,
the single's decline was less dewmatic, with toral sales falling by 21 per cowm,
from 778 million in 1980 w 61,1 million in 1989, This retiecied (he continued
incustry practice in the UK of releasing one or owo singles prior 1o the issue of an
album, The relive: decline of the single reflected the higher costs of the new
formas and the pressure to produce a video 10 accompany a single, a practice
that wie vegarded as necessary for supporting radio airplay and clan success
(aee Chapter 7),

Pertormiers were affecied by the shill to the G format, Whatever thie aesthetic
starus of the rock/pop single, is material significance lav in its a ailaluliy 1o
artists with limited resonrces. ‘The 7 45 and the 12" donce single, with thei
spectislist ket tied to the dub scene, offered such performers only & partial
substinwie. Linked 1o this, is the point that many of the independent record vom-
prmies could not imvally affied 0 produce C1s, restricting the markee uptions
avitilable to their arises,

In the 1990 the overall life of the single in the chars, due o radio airpliy,
revnained importnt for drawing attention to the album. The singele s now less
nnportant, with sales in all fopnats having contimed w decline in the st
decaide, Neveribeless, it vemaing crucial m commodilying pop music for the teen
market, The appeal of particular singles & primarily assessed by the placing
achieved on the charts, as well as longevity there, (It should be noted that Hiese
ave not quite the same; sustamability indicates a broader market appeal, fllowing
nitial gales 1o a pecformed’s piche murket or cult support.) Making subsecuent
sssessanents of the commercial, and thereby presumed culoural, irmpact of @ single
on the basis of total sales and the length of time spent in the charts, 2 common
prchice,

The physical nature of the single, and its relation w promotion and the charts,
wrcderwent a radical change during 2005 2006 as the music market moved
anline. In the UK, by carly 2006, digital sngles made up some 80 per cent ol the
singles markel as a whole, up from 23 per cent in 2004, Music megastores, such
a3 Virgin on Landon's Oxdord Street, moved their *singles wall’ 10 the rear of the
shop and ouly featured the “Uop 20° sinples: other recard shops stopped stocking
the lormat, This initially produced a stange siwation in the weekly charts, with
dovwnloads only counting for one week before a CD single was released and two
weeks afler the CD s deleted. However, many singles were available to download
several weeks before their OD release, often increasing in popularity s the
recordig’s release date approached. Recognizing this sitwation, the Entertain-
ent Retailers Association began o allow all digital sales to count, so thar the
singles chart would remain definitive of popularity, The availability of downloads
transtoreed the way in which consumers obtained music, giving them preater
direct mput into the charts and @ wuch less cost, A striking example of thiy
ovenrred in the UK in Lae 2009, when a campaign on Facelook envouraged
prople W downloud Rage Against the Machine's single *Killing in the Name'
(originally released in 1992), w0 successtully get it 10 the prestigious no. 1 ol
plucing ahead of the X Factor winner.
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Sound reproduction and dissemination

Phe historical developuens of il phonograph and various subsequent sound
systems (hi-f; home seren; the wansistor racdio: audio tupie plavers; dhe Walknaan;
e CLY player; the (Pod; e prersonal compuier} is more than simply 3 succession
ol technical eiumphs, Reflecting canges in e technologies of sound recording
aned produetion, each new form of sound reproduction has heen accormpmied by
snificant changes in bow, when and where we listen 1 misic.

A talking machine

Fiison invented the phonograph, o ‘talking nuichine’, in November 1877, The
Phonograph vepresented e trpe Liginming o' the reproduction of secorded
sonanl, replacing the sared Victorian plewsures of bamadstind aned rasic hall with
the solitary delighe of o private world of sl {Millaxd, 2005: 13, Edison's prhis-
mograph wsed cylinders and was able w record and reproduce ssund, (iler
rewearchers developed the new technology furthers: Berliner's gramaphione | [8HH),
wierd o dise instead of o evlinder, while Eelison vonsiderahly boproved on his
orginal o HEa7,

Viious commentators have identified a succession ol plizses o the technolo-
piead history of the phonograph: an acoustic one from 1877 o the 1920s; the use
ob vleatrical /magnetic e, from the 192%0¢ and the digital age, with the €I,
o TSE2 “The: industey boilt on the phoncgraph was diivern Toewird by the
coneigant disruption of innovation: new sestoms ol recording, new kinds of
tachine, and newer vpes of reoorded s’ (ML, 2005 3-6; s also
ScHen, 20005 The guestion s the cultgral significance of such developments, For
cramiple, the domestic relocation of mmsic comsumption, luciliceed by the
pliomigraph, raised questons of the mare of Qe bstening process;

Anyone, living no matter where, hias only o twrn o knob o put on s reécond
t hewr what he likes. Indeed it & just i dais incredible Eietlity, s bk of
Becessity for any effort, that the evil of this so-called [rrocess les, Foe one can
listen without heaving, just as ane can look without gl The absenve of
active elfort and the lking sequired for this fucility ke for lyziness,
Listeners fall o a kind of b,

(Stravinsky, in Eisenhery, 1988,

The phonograph was ariginally intended primarily ds a business wel, bt
moved inte enteriadnment mitially through coin-operated Phonographs (Irom
TR Witk the developient ol prerecorded cylinders o 1he early 1R, e
phonographic indiistey ok off, While in 1807 only abwout 500,000 records had
been sold in the US, by 1899 this sumber lad reached 2 miltion amd i con-
Unwed o rise. The impact of the talking machine was iernational, Carry
Virell's disousion of the early days ol the gramuphone in India presenis o fvci-
nisting story of the intersections between commerce an bechmological inmoviiion
el their dmpact on wadivionsl Tndian modes of ash patronige wnd s
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making. Beanomies underpinned the move of GLT (Gramophone and Type-
writer: Ll intn the lndian subeontinent. As Jobn Watson Hawl, its agent im
Cialewtta, pat it “The native music is 1o e worse than Uorkesh b as lomg as it
stiits themn and sells well what do we care?” (Fareell, 19948; 39). For the frst time
lchian musicians entered the world of Western media, as photography and
vevorded souad tumed “native’ mnsic into a saleable commodity.

Uhe pramophone arvived 10 lodia only a few vears aller its ventdon in (he
West and recorded sound saght many forms of classical Indian music ow of
the obacurity of performance settings such as the countesas” guarter and onea the
mass ket Recording these was a fonnidable. exercise: the visits lo various
patres ol Tndia in the carly 1900 were r]n'm- correctly 1
ving vomples logistical probloms. For the emergent ludian waddbe class, the gra-
mophane was both a technological novelty and @ status symbol, The images
the company catalogues, reproduced by Farrell, illustrate this, along with the use
ol oraditicnal wnages of Hindu deitics 10 add o the appeal of the oew wedion,
The constraints and possibilities ol the new technology aftfeeted the stvle and
structnre ol the music recorded. While Farvell is conions not o generilize from
the ome detaled t:.‘n':iji'l.l}h' he [ITESETIE, he SUPECELS thint vie |;|r,|5-jih|,|: liitation
al’ the briet duration of the sarly recordings “was 1o lead artists w gve greater
weaglat to the composed ar Rxed parts of the perormance tasn they wowld torally
bawve: dooe i Bve reciials’ (Faeredl, 14998 71,

ed ‘expediiions’, inved-

Sterveo

Stereophunic sunnd was first developed o use in film theatres 1o he 19505, with
Bone sleven systems as scaled-down versions, Tn 193] the s thiree-way speaker
systenis were introduced. The sound was divided inte high, middle and fow
requencies, with each band sent o three different rasducers o the Loud
speaker, sach designed o best faclitate that part of the sound spectrum: the large
wnaler” for the bass, a mid-range driver and the swaller “tveerer o che weble,
Due: o the Depression, and the difficulty of reaching agreenent on & comitien
steren stdard (compared with the banle over recording formans), this sysiem
was nol rned into 3 commereial preduct until the lae 19505, In the 19505 @ape
wis the fovnvt o lisst introduce stereo sound o e home, The inereased siales
ol magnetic tape recorders and prerecorded tape lorced the record companies o
develop a compeling steveo product, particularly for (he classical music audio-
phile. By thie 19605, steveo soum] was incorporated it the londspeakers el in
homie stereos. Decomber 1957 saw the fist steceo reeords introduced o0 the
muarket "'hese were nol ilended (or the moss pookel and zales were tnitially not
hi-gll. it hoine stereos Lecanne pespubarized dur]'.ng this 19Gis,

Going mobile

Mobile lorms of sound reproduction have been important for decentring the
listening process and for being identified with particaliae Tifestyles and soefal
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gronps, Compact casetle wdio tape wnd cassette tape players, developed in the
- 19603, appealed because of tieir small size and assoctated povtabilivg, Lo
ally a low-fidelity medium, 0 steady mnprovement of the soumd, throwgh mod-
hcatons W magneie wpe and the idroduction of ghe Polby nolse reduction
system, enhanced the appeal of cisseties, The wansistor raclio (imade possibile by
the invention of the tmsistor in 1948 and the audio casete had become wso-
vrated technologies Ly the 19708, with widely populir cheap radiv cassene prlayers
aneh the cassette player incosporated into high-ficlelity hoe sterens.

An efficient ot lur the expansion into remate ket tape cassettes
biecame the main soune earviers in “developing’ counirics ancl, Ly the cod of e
IHils, cassertes were vutselling other ormats three o one. As o portabile record-
i dechnology, the Fape cassetle was used in e prodoction. ilplication sl
dissemination of local music and the crention of new musead styles, nost notably
ponk and vap, thus tending o deceniralize contral over production and con-
suitption. Home taping i individual copying (1o audio or video tape) Fron exist
g vecordines or offFaie i was made posasibile Ly e developient of cassere
aucio tpe amd the casette mpe phyer, The tenn ‘casette culiue’ has been
applicd e the *do-it-yoursel® ethic that underlies such practices and the nepwiork
ol musicians and Haeners it embraces, Sucl privctices were seen as a threat by thue:
pnsie incestry, with thieir peveeived violation ol coprvight, a stance echoed i e
later comteoversy over digital downloads.

e development o powertul portable stereo pliyers (boom Inses), associaned
with mner-city Miicin-Americn voutll, eveated a tew form of socil identifica-
g ..1|||L1 o JEI.";'. level of nodse nuisanee, The Jamaican fsound svstem’, lavge,
heavily amplified mebile discas and ey surtoniding vewse culture, lad o
sl impact. These fus emcrged i Jindes, Trom the 19504 anwarels, wnl
were bamsplanted W Brain with te willux of Calilsean L gy s

The basic descripmion of a sound syatemt as & buge mobile hi<Goor disco does
listhe justice w e speciticities of e o ' The sound il they penerie
hits 15 own charpeteristics, particukarly an empliasis an the reprodii o of
[ esnss lieopencies, s ownaesthetios and a e e of CORSH LI,
(e, T9ET, in Gelder and Thornton, 1997: 549

Another anobile form of sowmd systern, e Walkisan, had » iAjoe it
when it was inroduced duving the 1980s, enabling the bstener 1w maintin an
nulividual privine experience i public settings (s=e Guay o al, 1597) “Widkman',
although & Sony Corporation ademark, became o poptilas generic wen for
swhat Michael Bull wrms “personal stevess’ (Bull, 2U00). As he documents, petaer-
il gerens allow ther wsers o reappuopnate place and tioe, wit, listesiers
repindng conteol ol (heir sy covironmens Ly Blicking our undesivalile
wironnding o {wd peaplel). They also rearvange user's expericace ol
Hiney enprecily while waiting or during wavel. Both these Butars were Pt al tw
appeal b Later personal stereos, but with sdded  refienmens coalilieed by
e wvinilabibing ol digios mousic, MG Playir cromted Pineties thal  were sol
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possible with earlier personal stereos; such as the Wallonun and the Diserman,
which were tied ta physical music formats, The first portable MP3 plaver released
in the US was the Rio, from Diamond Multimecia in 1998, Since then mamy
more have appeared on the marker, but the most snocessful and ubicpritons is the
Sowy iPod from Apple Compurer, launched in October 2001

The iPod has become the sound carrier and fashion accessory of the day, a
cross between the Walkiman and a hard drive gsed o store files on o COmpLULer,
The iPad docs not play music from physical formats such as casseites or CDs, bt
halds it internally as digital data. The iPod is not the only digital music player,
but it is the mos popular of the brands now on the market, In @ of b9y thes
schvantages of the iPod aie presented by its marketers and supporters as theeefold,
First, it can stare a huge quantity of music (how much depends i the capacity of
thee model) and all yon need o carry with you s & soall, selconiained levice;
second, ‘you can Listen w wlastever you want, wherever vou are’; and, third, it
cant be connected up 1o home stereos o car stereos: W asn have vour entire
music collection instanly accessible at home, ar fricnds' houses, when vou're
driving — even an holiday’ (Buckley and Clarke, 2005: 400 Inaddion, using
the associated 7l'unes, e iPod opens up access w a b panige of mesie:

You can play tracks downloaded from the Intemnet without baving the hasshe
of buming a CI). You cun instantly campile playiisis of selevted songs or
albums. Or line your player select your music fur you, picking tacks
randomly Fom across your whole collection or just Trom albums of o
particular genre.

l:ilrilf.;

The extensive popular and academie diseussion surtounding the iPod i« remi-
niscent of that which aceompanied the music video in the 19805, The ilod rajses
duestiogs of marketing and design, mohility aml agency, consumerism and the
continued validity of the albwm lormat and asociated notions of @ musical CIaLL
fsee Cliapter 6 on this Jast peint). The control associated with the Walkman is
refined by the iPad, as the ability to create castomized playlists enables listeners to
create their own soundiracks, Thess can be used 1o ACCONNPRITY TORGne dctivities,
with the selections geared 1o 1he detivity, in termms of both mood generation and
requited duration. In his quirky ke an Descartes, (Pod Thergfore | Am, Dylan
Jones (2005) celebrates the ability of his portable device 1o connect lix past
musical esperiences and o thereby eonstruce a personal musical lustory. Large
parts ol the book are made up of song Bsts and Gictonal construetions of meetings

with pop and rock stars that influenced his formaiive tsies along with tinse ol

many of his redders. There ame now a aumber of bonks offering mudes o the
construction ol seng lists of artists, styles, lyrical themes, ete, wnd mitny s
magazmes testure lists of the latest “essential downloals’.

The iPod has collapsed the musical text with s production and consumption,
Along with digital music more generally; it has moade (e ownership of o hoage and
cclectic music collection commonplace,
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Further into the digital realm

Adindicined in Ghapter 1, digial music and the intermet Tave bad 2 revolu
Hutiary fmpact on popular music culmre, Several key new technologics vone
trabunted to this; the adven of the MPS; a-sieady improvernent {primarily through
mereased broadband) in the speed of personal computers to downlosd Fstream
muste, and the improved quality of this: and, as alrewdy disenssed, new portalbile
sl carviers, most notably the iPod. Togetlier, these have enabled new modes
of discminating and storing music; along with new sites for HeeEssing it on
sl neowork sites; cloud services; YouFube, Collectively, these hawe ereated
new practices of consumption (I shall rewrn w0 these in more  detail in
Cliapster 14,

MEP3

A digiad encoding format which became an international standard §n 111, MP3
I the standasd encoding (or e wansfer (P2P) and plavback ol wasic on come-
pnter hurd drives and on portable digital sudio players, such as the iPod. ‘The
MY wins cesioned for euse ol wse, niversal cornpailalioy and Beedom ol movement
i tcontainer wechnology” lor recorded sound, whnse shape and finctinn are,
by design, oriented toward freé cirenlation (Sterne, 2006), MP4 fifes are sl
enongh 10 muke 0 jpractical W Wansfer {downlowd) high-quality vusic files over
the miernet and store them: CD-=guadily tracks doswnloadalsle i minutes, witly
wicho quality dependent on the size of the file, Harely surprisingly, MP3 vapriclhy
hecine very popular as @ way in which ro distibote and secess inusic, By thier eaml
oF the 198905 3t was widely elaimmed thar "MEPA" lud hecome the wiored st searched
fon on web search engines,

For consumers, MP3 enabiled access 1o o great vas ity ol music and they can
clectively eompile their awn collections ol songs by cormbining various racks
without having 1o download entire allnoms. For artiste, MPS meant they vould
tistvibure their music 0 a gobal audicnce without the niediation. of e
catbilished  music industry.. Yet MP3 also vaised concerns about postential
lora of imcome-and led o heated debates aroond copyright and acees (see
Chagster 1),

Downloading and P2P (file sharing)

Matthew Diavid (20100 2) detines file sharing as ‘the cireulation of colmpressed
digghal computer [lex over the Inemer wsinng i array of hocativn aml exclung
oltwire”. T bus comprebensive and nanced study of the phenomenon, be proe
vides i histovieal and contemporary account of the issues (in the Gelds of law,
towhmology anid coltare), nwsociated with the ongoing conflict over file sharring,
vinplissizing ‘the contracictions and conllicts within established cconomic relas
Hom, ik the pusible phicoatives that are prefigured in the present’ (1645, The
liat dochucde the pivomise of shading ihe wordds elire, making  voedinted



38 Dllersbandmg popder misie aullure

repreduction truly wmversal' (168, By encouraging a de-commodification of

informational poods, peer-to-peer file sharing ook network echnelogy in a
radical new divection.

Cloud music services

Clond mwsic services are split into two categories: “digital lockers’, such as TTunes
Maich, Google Music and Amazon Cloud, which allow wsers wrstore their digial
collevtions snline ad strcam them w oany computer o mobdle devioe; aaod suls-
scriprion services, such as bpotify, which provide unlimited streaming for just
about any song ever made (Knopper, 2011-12), In Europe, Spotily charges a
wanthly fee of £4.99 (Spotity Unlimited) or £99% (Spotity Premiom) For anline-
ited access to its catalogue of 13 nullion songs, with charges depending on the
souned quality and featires members require, Yoo can also Bsten to o Spotity for
lree for up 1o 10 hours per month, if you are prepared 1o listen (o adverdsoments
before cach song, Spotily's covalty pavments 1o artists are small and, as a result,
sotne recordings are nof avallable on the semvaee, inchading those of the Beatles,
|ascl ?.:'HH:“::: anl Tiols D}'lﬂn. Ol artisis nlil'lp' celase thieir albins o Sl_ﬂ_][iﬁ-‘
after they Tave been out for a cerain period of Hme,

Conclusion

The discourse surrounding music and technology embrace divergent views
alwut i.':h.'i.tli\'i.lj-‘ ancd myusicianship, artistic {reedom and property righis I:c;upyb
right), New technologies can be seen a3 democratizing music wodudtion
and  consumpiion or consolidatng  established music  industry  hierarchies;
disruptive of traditional distribution processes or radonalicing thom; challenging
or confirming legal definitions. of music as property; and enabling or inhibiting
new forms of creativity and authorship, These transcend national bounckaries,
separating music from the tme, place and social contest of its producion,
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