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Introduction	to	the	special	session	

Though	frequently	sidelined	by	outlooks	that	tend	to	simplify	both	its	status	and	role,	there	can	be	
no	 question	 as	 to	 the	 problematic	 nature	 of	 the	 recorded	 performance	 as	 an	 object	 in	 which	
conflicting	issues	meet.	In	our	attempt	to	contribute	to	this	discussion,	we	proposed	such	notions	
as	‘performative	project’,	‘performative	concept’	and	‘performative	discourse’	–	corresponding	to	
different	levels	of	analytical	abstraction	–	in	order	to	highlight	different	aspects	of	the	ecological	
system	of	 spaces,	 styles,	 expectations	and	 technological	possibilities	opened	up	by	 the	dynamic	
interaction	between	recording	and	performance.	
The	papers	presented	here	outline	a	number	of	oppositions	revolving	around	a	set	of	conceptual	
dichotomies:	 ephemeral/material,	 real/artificial,	 present/enacted,	 aural/visual,	 artistic/technical.	
A	brief	survey	of	these	can	provide	the	groundwork	for	the	discussion	to	follow,	highlighting	some	
key	 issues	 that	 have	 emerged	 throughout	 the	 analysis	 of	 the	 case	 studies	 we	 chose	 so	 as	 to	
problematize	 the	 theoretical	 issue	of	performativity	conveyed	 throughout	 the	media.	Viewed	as	
mutually	exclusive	poles,	they	have	not	yet	enabled	scholarly	discourse	to	reach	a	clear	definition	
of	 the	problem.	 In	order	 to	address	 the	question	of	what	constitutes	performativity	 in	 recorded	
artefacts,	we	have	attempted	 to	outline	 these	aspects	as	part	of	a	broader	 framework	 in	which	
each	 specific	 object	 carves	 out	 its	 own	position	within	 a	multitude	of	 irreconcilable	 forces.	Our	
point	is	that	the	specific	effects	musical	media	exert	on	their	users	can	be	defined	by	starting	from	
its	 capacity	 to	 act	 as	 simulacra	 of	 a	 performance,	which	 is	 the	 product	 of	 ideal,	 discursive	 and	
technological	constraints	set	in	the	process	of	their	material	realization.	
One	of	the	starting	points	we	discussed	when	brainstorming	ideas	for	this	panel	was	the	problem	of	
excluding	technological	artefacts	from	the	horizon	of	performance	studies	as	a	field	of	research.	We	
realized	 that	 the	 whole	 problem	 could	 be	 addressed	 by	 shifting	 our	 attention	 from	 ontological	
considerations	of	a	performance	itself,	as	opposed	to	its	mediatization	to	the	process	of	reception	of	
mediatized	 performances	 as	 constitutive	 of	 a	 discourse	 which	 conveys	 meaning	 to	 the	 media	
artefacts.	The	problem,	in	brief,	is	not	what	is	real	but	rather	what	we	are	prepared	to	accept	as	real.	
The	second	dichotomy	that	can	be	pointed	out,	 indeed,	regards	the	difference	between	live	and	
mediatized	 performance	 in	 terms	 of	 reality	 and	 artificiality.	 When	 dealing	 with	 the	 recorded	
mediation	of	a	performative	event,	 its	construction	is	most	often	aimed	at	hiding	 its	nature	as	a	
carefully	 designed	 communicative	 act,	 emphasizing	 the	 un-mediated	 facet	 of	 listeners’	 and	
viewers’	 experience.	 One	 of	 the	 key	 issues	 involved	 in	 achieving	 this	 result	 entails	 either	
preserving	all	the	details	that	can	point	towards	the	failure	of	a	performance	or,	conversely,	the	
idea	that	recorded,	including	filmed,	performances	can	act	as	works,	presenting	an	‘ideal’	version	
of	a	musical	piece.		
The	 third	 dichotomy	 that	 needs	 to	 be	 addressed	 in	 considering	 the	 relationship	 between	
technological	mediation	and	performance	is	the	divide	between	presence	and	enactment.	Even	in	
the	most	transparent	forms	with	which	an	event	can	be	documented,	technology	has	an	agential	
role	that	 is	 foregrounded	through	the	bare	fact	that	 listeners	and	viewers	are	removed	 in	space	
and	 time	 from	 the	 location	 where	 the	 action	 is	 captured.	 On	 the	 other	 hand,	 mediatized	
performances	 are	 experienced	 as	 events,	 and	 this	 expectation	 of	 an	 aesthetic	 reception	 of	 the	
artefact	is	embedded	in	the	processes	of	making	the	artefact	itself	(a	record,	a	film	or	other	kinds	
of	audiovisual	product),	starting	with	the	material	recorded	during	a	performance.	
Adopting	 an	 interdisciplinary	 perspective,	 an	 analytical	 approach	 to	 the	 relationship	 between	
event	 and	 recording	 can	 help	 sketch	 out	 a	 fourth	 dichotomy,	 between	 aural	 and	 audiovisual	



artefacts.	 Actually,	 in	 terms	 of	 technical	 procedures,	 both	 of	 these	 forms	 rely	 on	 two	 basic	
operations:	 the	 capture	of	 an	 ‘event’	 (whether	 carefully	 staged	or	performed	 in	 the	 recording	
studio)	and	 its	 subsequent	 recasting	and	arrangement	 in	a	 form	that	 is	designed	 for	a	 specific	
mode	of	media	consumption.		
A	 fifth	 dichotomy	 that	 could	 be	 thought	 of	 in	 terms	 of	 tension	 rather	 than	 opposition,	 is	
between	art	and	technique.	Given	the	reciprocal	implications	of	a	performative	concept	and	its	
realization	as	a	specific	project,	the	performer	becomes	a	function	of	the	recorded	track,	rather	
than	 its	 ‘author’.	 Actually,	 the	 authorial	 function	 is	 nominally	 attributed	 to	 an	 individual,	
whereas	 it	 should	 be	 ascribed	 to	 the	 complex	 relational	 network	 which	 is	 involved	 in	 the	
material	production	of	the	media	artefact.	
	
	
Graphic	 Scores,	 Improvisation	 and	 Recording	 in	 Experimental	 Music	 of	 the	 1960s:	 Mario	
Bertoncini’s	‘Cifre’	
Ingrid	Pustijanac	(Università	di	Pavia)	
	 	
The	experimental	music	 composed	 in	Sixties	and	mostly	notated	as	graphic	 score	by	composers	
such	as	John	Cage,	Earle	Brown,	Cornelius	Cardew,	Sylvano	Bussotti,	among	others,	establishes	a	
specific	 relationship	 with	 the	 performance.	 Further,	 their	 recordings	 establish	 a	 specific	
relationship	with	 both	 the	 score	 and	 the	 performance.	 On	 one	 hand,	 the	 performance	 in	 itself	
shows	a	strong	relationship	with	the	experience	of	improvised	music	collectives	that	provided	the	
composers	with	a	gestural	and	sonic	palette,	fundamental	for	the	realization	of	graphic	scores.	On	
the	other	hand,	recordings	and	records	of	 improvised	music	and	performances	of	graphic	scores	
freeze	 these	 real-time	music	experiences	 in	 a	 closed,	 finished	 form	 that	 contradict	 the	 informal	
status	of	the	work.	Live	and	studio	records	show	different	levels	of	performance	process	according	
to	 the	more	 or	 less	 intrusive	 role	 of	 post-production,	 of	 the	 number,	 typology	 and	 position	 of	
microphones,	mono	or	stereo	recording,	and	so	on.		
The	aim	of	this	paper	is	to	examine	the	role	that	recording	plays	in	the	context	of	the	experimental	
music	of	the	Sixties.	The	question	that	I	focus	on	is	how	a	performative	discourse	emerges	in	this	
field	 where	 most	 of	 the	 Western	 art	 music	 elements	 of	 composition,	 such	 as	 music	 notation,	
sound	 material	 form	 and	 performance	 practice	 have	 been	 reconsidered.	 The	 nexus	 	 score-
performance-record	will	be	discusses	through	the	discussion	of	several	recorded	versions	of	Mario	
Bertoncini’s	Cifre	(1964/67),	for	piano(s)	and	a	variable	number	of	performers.		
	
Score,	notation	and	gesture	
Italian	 composer	Mario	 Bertoncini	 is	 one	 of	 the	most	 adventurous	 composers,	 performers	 and	
music	 constructivists	 of	 the	 Italian	 Avant-garde	 scene,	 member	 of	 the	 Rome	 based	 Gruppo	 di	
Improvvisazione	Nuova	Consonanza	(GINC)	and	a	skilled	performer	of	John	Cage’s	works.	Cifre	is	a	
one-page	 score,	mainly	 inspired	 by	 Earl	 Brown’s	 graphic	 scores.	 The	manuscript	 of	 the	 score	 is	
preserved	 in	 the	 composer’s	 archive.	 The	 original	 dimensions	 are	 55x100	 cm,	 where	 each	 5	
millimeters	 on	 the	 vertical	 axis	 correspond	 to	 a	 half	 tone.	 Using	 this	 correspondence	 between	
space	and	pitch,	some	precise	indications	regarding	the	notes	that	are	to	be	played	are	allowed.	
The	horizontal	dimension	includes	temporal	flow	with	different	space-time	relationships	(Rapido	1	
cm	=	1”,	Lento	1	cm	=	10”).	The	content	or	the	sound	material	is	based	on	John	Cage’s	prepared	
piano	 which	 has	 been	 developed	 into	 a	 complex	 system	 of	 every	 kind	 of	 sustained	 sound	
technique	by	exploring	 the	 inside	of	piano.	The	 resized	version	of	 the	score	has	been	published	



both	 in	 Source	 Magazine	 in	 1968,	 including	 a	 short	 biography	 of	 the	 composer,	 general	
explanatory	notes	and	explanation	of	the	block	letters	on	the	score,	and	in	the	booklet	of	the	LP	
published	by	Edition	RZ.	The	score	has	never	subsequently	been	published	as	an	individual	score.		
	
Recordings	
Only	seven	of	the	more	than	forty	Bertoncini	works	have	been	released	on	record.	There	are	three	
recordings	of	Cifre,	the	only	work	by	this	composer	that	has	been	recorded	multiple	times.	Two	of	
these	were	released	on	the	same	LP	in	1989,	published	by	Berlin	based	label	Edition	RZ.	The	third	
one	appeared	later,	in	1997,	on	a	CD	issued	by	Studio	Zeitklang.	
The	Edition	RZ	LP	contains	four	tracks:	three	studio	recordings	and	one	live.	
The	oldest	recording	is	a	live	recording,	published	as	the	last	track	of	the	B-side	in	the	1989	record.	
It	 contains	a	 live	performance	of	Cifre	performed	by	Mario	Bertoncini,	Maura	Cova	and	Alberto	
Neumann,	 recorded	 in	 1968	 in	 Rome,	 Galleria	 Nazionale	 d’Arte	 Moderna,	 where	 the	 GINC	
performances	usually	took	place.	The	remaining	three	tracks	were	realized	in	RAI	studios	in	Milan	
as	 high	 quality	 studio	 recordings.	 John	 Cage	 Cartridge	 music	 was	 recorded	 in	 1968,	 Cifre	
performed	by	Bertoncini	solo	and	Early	Brown’s	Four	System	in	1970.	These	tapes	(obtained	from	
RAI	archives)	later	became	the	basis	for	the	Robert	Zank	1989	LP	Edition.		
The	second	recording	was	released	as	a	CD	by	the	German	label	Studio	Zeitklang	in	1998.	Cifre	is	
here	performed	by	a	collective	formed	by	Reinhold	Friedl,	Michael	Iber,	and	Yun	Kyung	Lee;	all	of	
them	are	musicians	strongly	 involved	 in	the	experimentation	on	the	piano-extended	techniques.	
The	basis	for	the	recording	was	built	on	the	long,	hard	work	that	the	trio	did	with	the	composer	
the	year	before	for	a	live	performance	in	Pescara.		
What	we	can	observe	here	 is	 the	constant	presence	of	Bertoncini	either	as	performer	 (alone	or	
with	 Neuman	 and	 Cova	 in	 the	 recordings	 from	 Seventies)	 or	 as	 tutor,	 in	 Friedl’s	 Piano-Inside	
Project.	His	desire	to	control	the	result	as	much	as	possible	reveals	something	important	about	the	
work	Cifre	and	–	generally	speaking	–	about	Bertoncini’s	own	compositional	aesthetic.		
	
Performative	aspects	in	Cifre	
The	different	durations	of	the	three	versions	are	inherent	in	the	informal	concept	of	the	work	and	
they	do	not	affect	its	representative	level.	What	has	to	be	recognized	as	a	fundamental	aspect	for	
the	performance	of	Cifre	is	to	make	the	correct	choices	in	the	performance	of	the	sound	material,	
working	with	its	potential	combinations	and	phrasing.	The	sonic	and	morphologic	analysis	of	the	
three	versions	confirms	the	variety	of	formal	solutions,	all	based	on	polyphonic	resources	allowed	
by	 the	written	 score,	with	 significant	 invariant	elements.	 The	 substantial	differences	have	 to	be	
detected	 on	 the	 level	 of	 ‘appropriate’	 stylistic	 gestures	 grounded	 in	 the	 piano-extended	
techniques.	 This	 aspect	 is	 a	 kernel	 problem	 in	 the	 live	 1968	 Rome	 performance	 where	 some	
‘modernistic’	pitch-based	figures	played	by	Neuman	can	frequently	be	heard.		
	
Conclusions	
Taking	 into	 consideration	 the	 few	 elements	 that	 have	 been	 underlined,	 a	 specific	 relationship	
between	 the	work,	 the	 live	performance	and	 the	 record	has	 to	be	explored	more	deeply.	 If	 the	
recordings	and	records	of	improvised	and	experimental	music	fix	the	real-time	music	experience	in	
a	closed,	 finished	form	that	contradicts	the	 informal	status	of	the	work,	this	does	not	substitute	
live	experience.	Rather	it	documents	a	variety	of	crucial	aspects	for	the	work’s	global	reception.	It	
becomes	a	fundamental	part	of	the	definition	of	the	work.		



An	important	aspect	has	to	be	added:	from	the	marketing	point	of	view	experimental	music	and	
its	recordings	can	still	hardly	be	considered	a	product	for	mass	consumption.	The	audience	for	this	
kind	of	product	is	a	highly	specialized	and	well-informed	niche	audience	that	usually	attends	live	
performances	 and	 tends	 to	 collect	 all	 the	 existing	 recorded	 artifacts.	 The	 audience	 is	 therefore	
perfectly	 capable	 of	 identifying	 and	 appreciating	 the	 performative	 projects	 or	 discourses	 that	
overlap	in	an	object,	which	becomes	a	point	of	convergence	where	various	media	and	issues	such	
as	 score	 or	 verbal	 concept,	 explanatory	 notes,	 composer-performer	 relationship,	 live	
performances,	live	or	studio	recordings,	production	and	post-production	process	interact.		
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Recording	Orally	Transmitted	Music:	The	Case	of	Sardinian	Traditional	Music	
Marco	Lutzu	(University	of	Cagliari)	
	
More	than	 in	other	musical	domains,	 the	recording	of	orally-transmitted	music	has	usually	been	
intended	 as	 the	 transparent	 reflection	 of	 the	 performance,	 especially	 in	 the	 cases	 of	 field	
recordings	that	aimed	to	capture	the	music	during	a	ritual	or	a	public	event.	Ethnomusicologists	



usually	 call	 their	 recordings	 ‘sound	 documents’,	 a	 term	 which	 seems	 to	 suggest	 a	 greater	
adherence	to	the	live	musical	event	when	compared,	for	example,	with	the	multi-track	recordings	
of	many	kinds	of	popular	music,	characterized	by	a	long	and	complex	process	of	post-production.		
The	aim	of	my	paper	 is	 to	discuss	how,	even	within	the	domain	of	orally	 transmitted	music,	 the	
processes	involved	in	the	mediatization	of	a	musical	performance	inevitably	bring	a	certain	degree	
of	 opacity.	 An	 ‘opacity’	 that	 depends	 both	 on	 the	 characteristics	 (and	 the	 limits)	 of	 recording	
technologies	and	on	the	fact	that,	as	we	are	attempting	to	outline	in	this	session,	every	recorded	
artefact	is	the	result	of	a	specific	‘performative	project’.	
I	 shall	 propose	 some	 examples	 taken	 from	 the	 Sardinian	 recorded	 folk	music	 corpus	 as	 a	 case	
study.	 I	 have	 chosen	 four	 recordings	 released	 in	 different	 periods	 and	 formats,	 which	 concern	
various	musical	genres	of	traditional	music	and	are	attributable	to	different	categories	of	the	five	
listed	in	the	introductory	statement	of	the	special	session.	By	analysing	both	the	history	and	the	
sonic	 peculiarities	 of	 each	 recording,	 I	 shall	 attempt	 to	 provide	 a	 general	 frame	 of	 the	
‘performative	discourses’	that	formed	the	basis	for	the	‘performative	project’.	

	
(1)	Gavino	Gabriel	
The	 first	 example	 dates	 back	 to	 the	 end	 of	 the	 Twenties	 and	 the	 early	 Thirties,	 when	 Gavino	
Gabriel,	a	Sardinian	musician	and	scholar,	was	appointed	as	the	first	director	of	the	newly	formed	
Discoteca	di	Stato.	Gabriel	was	interested	in	recording	Sardinian	male	multipart	singing.	In	1929	he	
turned	 to	 the	 Edison	 Bell	 Phonograph	 Corporation	 to	 record	 a	 cantu	 a	 tenore	 group	 from	 the	
village	of	Dorgali.	However,	the	British	technicians	made	a	number	of	very	low-quality	recordings,	
so	 Gabriel	 tried	 again	 in	 1933,	 producing	 a	 series	 of	 four	 78	 rpm	 discs	 of	 another	 genre	 of	
Sardinian	multipart	music.	 In	his	archive	 I	 found	a	 sketch	where	Gabriel	meticulously	annotated	
the	position	that	the	singers	had	to	hold	in	front	of	the	microphone	to	obtain	the	best	result	from	
the	acoustical	point	of	view.	Partly	because	of	his	accuracy,	 this	second	attempt	was	successful.	
The	 sonic	 quality	 was	 significantly	 higher	 and	 the	 records	 were	 distributed	 throughout	 the	
country.	

	
(2)	Efisio	Melis	
The	 second	example	 refers	 to	 Efisio	Melis,	who	 still	 today	 is	 considered	 the	 greatest	 launeddas	
player	of	all	time.	In	1930	Melis	made	a	series	of	recordings,	mostly	instrumental	dances,	released	
by	the	Italian	label	La	Voce	del	Padrone.	Because	of	the	length	limits	of	the	78	rpm	disc,	Melis	only	
had	 a	 few	 minutes	 for	 each	 piece	 of	 music	 at	 his	 disposal.	 Nevertheless,	 ‘Efisio	 Melis,	 with	
consummate	skill,	has	managed	to	adapt	to	the	short	recording	time	by	playing	not	just	fragments	
of	longer	pieces,	but	perfect	compositions,	designed	to	fit	the	present	time’	(Sassu	1994:	23).	

	
(3)	Giorgio	Nataletti	
Giorgio	Nataletti	was	the	director	of	the	Centro	Nazionale	Studio	della	Musica	Popolare,	which	is	
still	considered	the	most	important	Italian	archive	of	folk	music	recordings.	In	1959	Nataletti	went	
to	the	village	of	Aggius	to	record	the	local	traditional	music.	Listening	to	the	original	audio	tape,	I	
found	an	interesting	dialogue	that	shows	how	the	singers	from	Aggius	were	already	aware	of	the	
emblematic	 value	 of	 the	 technological	 reproduction.	 At	 the	 end	 of	 the	 Fifties,	 these	 Sardinian	
farmers	clearly	appreciated	the	capability	of	the	recording	to	freeze	the	sound	and	to	dissolve	the	
hic	et	nunc	of	the	performance,	previously	intended	as	something	ephemeral	and	strictly	linked	to	
the	context,	but	now	transformed	into	an	object.	

	



(4)	Seeking	the	right	sound	in	recent	vocal	multipart	music	recordings	
Many	 recordings	 of	 Sardinian	 vocal	multipart	music	made	 in	 recent	 years	 are	 characterized	 by	
their	 particular	 attention	 to	 the	 timbre,	 in	 order	 to	 find	 the	 ‘right	 sound’	 that	 emphasizes	 the	
amalgams	between	 the	 vocal	 parts.	 This	 is	 a	 process	 that	 usually	 involves	 both	 the	 singers	 and	
other	 figures	 such	as	 the	producers	or	 the	sound	engineers,	and	which	 takes	 into	consideration	
the	musicians’	aesthetics.	
The	Coro	di	Bosa,	a	vocal	quartet	from	the	village	of	Bosa,	self-released	their	first	CD	by	the	singers	
in	2004.	The	recordings	were	made	by	a	professional	sound	engineer,	and	the	singers	went	to	the	
studio	to	be	 involved	 in	the	post-production	process.	Looking	at	 the	spectrograms	of	 the	tracks,	
we	 can	 understand	 how	 the	 sound	 engineer	worked	with	 the	 equalizer.	 Led	 by	 the	 singers,	 he	
emphasized	 the	 higher	 part	 of	 the	 spectrum	 in	 order	 to	 highlight	 the	 ‘quintina’,	 an	 acoustic	
phenomenon	sought	by	the	four	singers,	thanks	to	which	a	fifth	voice	emerges	as	the	result	of	the	
empowerment	of	the	overtones.	

	
Conclusion	
This	paper	has	tried	to	stress	the	dynamic	interaction	between	recording	and	performance,	also	in	
the	 domain	 of	 orally-transmitted	 music.	 To	 do	 this,	 a	 specific	 methodological	 framework	 is	
required.	Not	only	the	circumstances	of	the	recording,	its	aim,	the	technical	possibilities	offered	by	
the	media,	 the	procedures	employed	and	 the	people	 involved	 in	 the	process	of	production,	but	
also	 the	 characteristics	 of	 the	 music	 recorded	 and	 the	 aesthetics	 that	 lie	 behind	 the	 actual	
performance	are	all	aspects	that	must	be	taken	into	account	 in	order	to	understand	the	process	
and	the	effects	of	the	mediatization.	
In	 the	 case	 of	 Sardinian	 folk	 music,	 even	 the	 so	 called	 ‘sound	 documents’	 collected	 by	
ethnomusicologists	 for	 research	 purposes	 cannot	 be	 considered	 as	 a	 sonic	 reproduction	 of	 a	
musical	performance.	Every	recorded	artefact	emerges	as	the	point	of	convergence	of	a	complex	
net	of	discoursive	formations	arising	from	the	performance	intended	as	an	event.	Every	recording	
is	 the	 outcome	 of	 a	 performative	 project	 that	 is	 defined	 primarily	 by	 the	 musicians,	 but	 then	
discussed	and	negotiated	with	other	figures	such	as	scholars,	producers	and	sound	engineers.	This	
is	 an	 aspect	 that	 is	 often	 underestimated,	 which	 offers	 new	 intriguing	 perspectives	 both	 for	
problematizing	 the	 theoretical	 issue	of	 the	performativity	conveyed	 through	 the	media,	and	 the	
key	role	played	by	technological	reproduction	in	the	music	of	oral	traditions	and	consequently	in	
ethnomusicological	research.	
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Michelangeli	Plays	Scarlatti:	Performativity	and	Performance	in	Recorded	‘Art’	Music	
Alessandro	Cecchi	(Università	di	Pisa)	
	

Extreme	 body	 control,	 intense	 psychological	 tension,	 supreme	 elegance	 of	 the	 gesture,	 technical	
infallibility,	 sublime	piano	 touch	–	 a	means	 to	 shape	 timbre,	 articulation,	 phrasing,	 dynamics	 –	 in	
strict	 adherence	 to	 the	musical	 text.	 These	 are	 the	most	 celebrated	 aspects	 of	 Arturo	 Benedetti	
Michelangeli’s	piano	performances:	aspects	of	his	personal	style,	which	can	be	defined	on	the	one	
hand	in	terms	of	ineffability	–	a	peculiarity	that	is	impossible	to	define	even	by	comparison	–	and	on	
the	 other	 in	 terms	 of	 cultural	 discourse.	 Actually,	 under	many	 respects	Michelangeli’s	 celebrated	
sound	is	collectively	performed:	it	involves	the	choice	of	the	instrument	(invariably	Steinway	&	Sons	
in	 public	 performances);	 the	 collaboration	 of	 the	 best	 Italian	 piano	 technicians	 and	 piano	 tuners	
(Cesare	Augusto	Tallone,	Guido	Vicari,	Angelo	Fabbrini);	the	contribution	of	recording	technologies,	
directors	 of	 recording	 (Cord	 Garben),	 television	 and	 film	 directors	 (Vittorio	 Brignole,	 Amedeo	
Castellazzi),	 sound	 engineers,	 sound	 departments;	 and	 also	 the	 discourse	 about	 Michelangeli	 –	
including	 his	 own	 (statements,	 interviews)	 and	 those	 of	 music	 critics	 and	 reviewers,	 pupils	 and	
scholars,	reporters	and	collaborators,	supporters	and	detractors,	particularly	through	the	media.	

In	his	performances	of	Domenico	Scarlatti,	Michelangeli	performs	many	things	at	the	same	time:	
his	musical	style,	which	permits	one	to	recognize	Michelangeli	at	first	sight	or	hearing;	his	musical	
persona,	or	rather	the	multiple	personae	included	in	each	manifestation	of	an	individual	–	private	
and	public,	live	and	mediatized;	a	choice	of	Scarlatti’s	sonatas	in	a	particular	order,	which	means	
to	 perform	 a	 particular	 idea	 of	 Scarlatti,	 of	 the	 musical	 Settecento	 and	 also,	 whatever	
Michelangeli’s	intentions,	of	Italianness;	a	specific	concept	and	rhetoric	of	the	musical	text,	which	
Adorno	would	 have	 termed	 as	 ‘neumatic’	 –	 a	 pretended	 ‘mimetic’	 adherence	 to	 the	 details	 of	
musical	notation	that	lies	at	the	core	of	the	concept	of	‘musical	reproduction’,	against	which	Cook	
has	 strongly	 argued;	 but	 also	 a	 particular	 analysis	 of	 the	 text	 (in	 this	 case	 of	 early	 twentieth-
century	performing	editions,	pianistic	re-interpretations	of	Scarlatti’s	eighteenth-century	scores),	
which	Rink	defined	as	an	‘informed	intuition’	and	which	also	implies	an	‘embodied	cognition’;	and	
so	on.	

Beyond	these	general	aspects,	my	paper’s	concern	has	been	to	situate	Michelangeli’s	performance	
within	the	media	environment	in	which	he	was	active.	In	so	doing	I	have	considered	recording	as	a	
process	of	‘textualization’	of	musical	performance	(or	performative	sources)	for	the	production	of	
specific	‘editions’	such	as	records,	radio	or	television	broadcasts	and	films.	In	other	words,	I	have	



discussed	the	interaction	between	musical	performance	and	media	performativity,	also	in	terms	of	
the	social	function,	in	a	historical	perspective,	of	each	medium	as	addressed	to	a	specific	audience.	

During	his	life,	Michelangeli	recorded	only	8	sonatas	by	Scarlatti,	but	he	performed	them	on	many	
occasions	and	through	all	of	the	possible	media.	In	my	discussion	I	have	focused	on	three	different	
areas:	the	early	78	rpm	recordings	for	La	Voce	del	Padrone	–	Italian	emissary	of	His	Master’s	Voice	
–	and	Telefunken	in	1942	and	1943;	the	performance	in	the	Italian	newsreel	film	La	tastiera	felice,	
produced	by	Incom	and	directed	by	Amedeo	Castellazzi	in	1949;	and	the	1962	RAI	television	studio	
recordings	in	Turin,	directed	by	Vittorio	Brignole.	These	productions	involved	specific	and	also	very	
different	kinds	of	media	performativity.	The	strictly	‘aural’	contract	of	78	rpm	records	implied	that	
the	audience	could	experience	the	continuity	of	performance	only	with	pieces	fitting	on	one	side	
of	 the	 record	 (3	 to	 5	minutes),	 and	 this	 encouraged	 the	 inclusion	 of	 Scarlatti’s	 sonatas.	On	 the	
other	 hand,	 the	 short	 documentary	 film	 (about	 10	 minutes)	 implied	 the	 need	 to	 fascinate	 a	
particularly	inattentive	audience	–	the	film	was	projected	alongside	a	main	feature	film,	which	had	
attracted	 the	 spectators,	 and	 this	 explains	 both	 the	 audiovisual	 ingenuity	 of	 the	 film	 and	
Michelangeli’s	 choice	 of	 an	 extremely	 fast	 tempo.	 On	 the	 contrary,	 the	 television	 recordings	
broadcast	in	1962	as	a	series	of	‘concerts’	by	Michelangeli	were	addressed	to	a	broader	audience,	
at	 the	same	time	more	 individualized	and	more	 interested	 in	 the	strictly	musical	aspects,	hence	
the	austere,	nearly	static	filming	of	these	performances.	

In	all	of	these	cases,	Michelangeli	is	mainly	a	‘media	persona’,	that	is,	a	musical	performer	whose	
style	and	persona	are	a	 function	of	 the	 specific	performativity	of	 the	medium,	which	 involves	a	
sonic	 and/or	 audiovisual	 representation,	 even	 construction	 of	 the	 performance	 for	 a	 specific	
audience.	

In	 conclusion,	 I	 have	 proposed	 a	model	 to	 approaching	 recorded	 ‘art’	music	 by	 considering	 the	
performance	of	the	musical	‘text’	as	mediated	through	a	‘concept’	which	takes	a	specific	edition	of	
the	score	as	a	 ‘script’	for	performance,	the	performance	of	the	style	as	an	aspect	of	the	musical	
persona’s	 multiple	 facets	 in	 the	 specific	 context,	 and	 the	 performance	 of	 the	 medium	 (or	 its	
performativity)	as	linked	to	the	idea	of	a	‘performative	project’	which	considers	both	the	audience	
and	 the	 sonic	 or	 audiovisual	 construction	 deployed	 by	 the	 medium	 (record,	 film,	 television	 or	
whatever).	While	in	terms	of	the	musical	performance	the	focus	is	on	the	‘style’	(the	style	of	the	
performer’s	persona,	of	the	music	and	of	the	specific	project),	in	terms	of	performativity	it	is	the	
‘medium’	which	takes	central	stage.	In	the	perspective	of	the	present	panel,	actually,	not	only	the	
persona,	the	music	and	the	project,	but	the	style	itself	becomes	a	function	of	the	medium.		

In	the	age	of	technological	reproduction,	and	even	more	in	the	age	of	‘remediation’	as	defined	by	
Bolter	and	Grusin,	the	relevance	of	the	present	perspective	can	hardly	be	overestimated,	since	it	is	
the	media	 that	offer	 the	most	effective	and	widespread	circulation	of	musical	performance	and	
which	primarily	nourish	the	discourse	of	musical	performance	today.	
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From	 the	 Object	 to	 the	 Project:	 Performance	 and	 Performativity	 in	 Jefferson	 Airplane’s	
Volunteers	
Alessandro	Bratus	
	
As	a	case	study	to	present	the	practical	use	of	theoretical	tools	and	the	concept	of	‘performative	
project’	in	respect	to	the	performativity	of	popular	music	audio	or	audiovisual	artefacts,	I	chose	to	
focus	my	paper	on	three	versions	of	the	Jefferson	Airplane	song	Volunteers:	the	official	release	of	
the	song	on	the	band’s	second	album,	the	performance	recorded	at	the	Woodstock	Festival,	and	
the	 performance	 of	 the	 band	 on	 the	 Dick	 Cavett	 Show	 on	 19	 August	 1969	
(https://www.youtube.com/watch?v=sYsQJIdgApY).	
In	my	paper	I	have	also	introduced	a	term,	the	‘performative	concept’,	in	order	to	define	a	second-
order	level	of	performativity	specific	to	the	mediatized	performance.	From	a	methodological	point	
of	 view,	 a	 comparison	 of	 different	 media	 manifestations	 of	 the	 same	 cultural	 object	 provides	
information	 at	 several	 levels:	 first	 of	 all,	 it	 allows	 a	wide-ranging	discussion	of	 the	 specificity	 of	
each	 medium	 and	 of	 the	 strategies	 that	 give	 form	 to	 its	 constitutive	 materials;	 secondly,	
observation	 of	 the	 different	 features	 in	 each	 medium	 reveals	 the	 crucial	 significance	 of	 the	
connection	 with	 the	 performative	 event,	 as	 a	 witnessing	 of	 an	 action	 belonging	 to	 a	 precise	
moment	in	time	and	space;	lastly,	it	focuses	the	attention	on	the	presence	of	a	series	of	elements	
that	 define	 how	 a	 cultural	 object	 is	 recognized,	 defining	 the	 position	 of	 the	 piece,	 of	 the	
performers	and	of	the	expressive	conventions	within	the	discursive	matrices	it	mobilizes.	
The	first	level	of	analysis,	which	relates	specifically	to	the	constitution	of	the	media	artefact,	may	be	
defined	 in	 relation	 to	 the	 features	of	 the	medium	used	as	a	vehicle	 for	 the	 transmission	of	 specific	



recorded	traces	of	a	performance.	In	this	respect,	a	dimension	that	has	proved	highly	significant	in	the	
three	versions	of	Volunteers	is	that	relating	to	the	stereo	distribution	of	the	sound	sources,	as	well	as	
the	overall	sound	design.		
In	the	version	of	Volunteers	heard	on	the	record	the	most	notable	feature	of	the	soundscape	is	the	
positioning	of	the	two	guitars,	played	by	Paul	Kantner	and	Jorma	Kaukonen,	on	the	left	and	right	
channels.	 The	 first	 guitar	 (Kantner)	 strums	 the	 chords	 of	 the	 harmonic	 loops,	while	 the	 second	
guitar	 (Kaukonen),	 positioned	 on	 the	 other	 side	 of	 the	 sound	 space,	 begins	 the	 second	 bar	
together	with	the	bass,	piano	and	drums	with	a	long	note	altered	by	the	use	of	bending	–	and	then	
continues	 with	 a	 solo	 part	 throughout.	 Almost	 identical	 choices	 are	 to	 be	 found	 in	 the	
mediatization	 of	 the	 group’s	 filmed	 performance	 at	Woodstock.	 Such	 a	 choice,	 along	 with	 the	
consideration	of	the	material	support	on	which	this	particular	sequence	is	marketed,	points	in	the	
direction	of	a	‘nostalgic’	listening	mode,	in	which	the	original	record	acts	as	a	point	of	reference	at	
the	level	of	sound	authentication.		
I	 have	 then	 outlined	 the	 level	 of	 the	 variant	 elements,	 that	 is,	 those	 elements	 which	 should	
guarantee	 the	 uniqueness	 of	 the	 performance	 experienced	 through	 the	 medium	 and	 the	
possibility	 of	 the	 latter	 to	 act	 as	 witness	 to	 the	 event	 that	 is	 presented.	 In	 the	 example	 of	
Volunteers,	the	realization	of	the	macroformal	structure	reveals	a	wide	degree	of	variability	in	the	
length	 of	 the	 sections.	 The	 variants	 introduced	 in	 the	 realization	 of	 each	 version	 centre	 on	 the	
specificity	of	the	event	to	which	they	aim	to	bear	witness.	
The	choice	of	Volunteers,	amongst	the	many	songs	that	could	have	been	selected	as	the	focus	for	
this	 methodological	 discussion,	 was	 fostered	 by	 the	 presence	 in	 this	 song	 of	 many	 invariant	
elements	that	tend	to	enhance	its	performativity,	both	in	terms	of	social	representation	and	with	
reference	to	its	narrative	and	formal	strategies.	In	this	sense	the	recorded	performance,	though	it	
cannot	 be	 wholly	 identified	 with	 that	 of	 a	 live	 event,	 maintains	 its	 power	 as	 a	 transformative	
experience,	as	discussed	by	Erika	Fischer-Lichte	in	the	case	of	the	theatre	and	performance	art.	A	
certain	 importance	 of	 the	 idea	 of	 the	 performative,	 at	 least	 as	 a	 constitutive	 instance	 of	 the	
materials,	may	in	this	sense	also	be	recovered	at	the	moment	of	the	fruition	of	the	media	artefact.	
In	 conclusion	 I	 have	 introduced	 into	 the	 analytical	 framework	 a	 reference	 to	 authentication	
processes.	With	 respect	 to	performance,	 it	 is	precisely	by	 referring	 to	 such	processes	 that	mass	
produced	 cultural	 goods	 take	 on	 value	 for	 their	 listeners	 and	 assume	 the	 capability	 of	 going	
beyond	 the	 limits	 of	 their	 status	 as	 commercial	 products.	 Authentication,	 in	 this	 sense,	 can	 be	
understood	as	the	complex	of	the	strategies	that	the	recorded	artefact	employs	so	as	to	highlight	
its	 connection	 with	 three	 different	 instances	 concerning	 the	 promise	 of	 proximity	 to	 the	
performer:	

• a	performative	concept,	represented	by	all	of	those	elements	that	help	the	listener/viewer	
to	place	the	individual	object	in	a	broader	context.	I	use	this	term	to	create	a	parallel	with	
product	design	and	engineering,	in	which	the	concept	not	only	implies	the	realization	of	a	
prototype	 but	 also	 defines	 its	 frame	 of	 reference,	 the	 connotations	 of	 its	 use	 and	
experience,	and	its	contact	with	ideas	and	objects	that	are	even	remotely	connected	to	it;	

• a	performative	project,	expressed	in	the	witnessing	of	an	originating	event,	confirming	the	
presence	of	an	action,	the	recording	being	the	trace	of	a	performance	captured	in	a	specific	
time	and	place	authenticated	through	the	bodily	presence	of	the	person	of	the	performer;	

• a	performative	object,	 in	which	the	previous	instances	take	specific	form.	This	represents	
the	point	of	material	contact	of	the	listener/viewer	with	the	two	previous	levels	and	can	be	
approached	through	research	into	its	structural	and	historical	dimensions.		
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