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Figure 4.1 Footnotes and the notes and bibliography system.
A number at the appropriate point in the text indicates the footnote. The
footnote number comes after any punctuation.
The first time a work is mentioned (footnote 2), the full bibliographical ci-
tation is given, together with the specific page reference. The second time
(footnote 6), the bibliographical citation is shortened.
Sometimes a footnote can be used to give information that is incidental to
the main argument.

Early recordings show how distinctive the orchestras of different countries
sounded at the start of the twentieth century.1 Slater identified the factors
that eventually led to a more uniform sound in the early 1960s.2 But the full
impact of this globalization was not apparent even by then. It was in the last
thirty years of the century that the pace of standardization quickened. So what
caused this standardization: what led to the “monotonous global sameness”
that Slater later described?3

New technologies observe no territorial boundaries. The lines of CDs
stacked in record stores in the USA are similar to those in European stores.
Radio broadcasts are equally ubiquitous. Orchestras have toured since the
earliest decades of the century, but it is the mobility of conductors, the medi-
ators of orchestral style, that has been most influential. As the century pro-
gressed, an elite set have traveled the globe, some holding key posts on differ-
ent continents simultaneously.4 It has been argued that this aspect of
cross-fertilization has emphasized distinctiveness rather than difference:

at the Salzburg Festival [in 1976] I hear the Berlin Philharmonic per-
form the “Pastoral” Symphony with Rzmenski conducting. A month
later, I heard the LSO play it at the Proms with the same conductor.
The two performances were utterly different. It was not just that the
orchestral timbres were different, but that these very differences
seemed to have acted on Rzmenski’s interpretation.5

But most commentators observe a dilution of difference that is malignant, and
will lead to a monolithic “global sound,” eventually and inevitably matching
nothing other than itself. The orchestral sounds (I use the plural deliberately)
known to composers writing before 1950 will vanish without a trace. Yet
more worrying is the possibility that what Slater called “an expectation of
correctness”6 will develop. 

1 Paul Roberts, “The Earliest Orchestral Recordings: A Source for Performance Ana-
lysts,” Journal of Performing Traditions 21 (1989): 22–48.

2 George Slater, The Orchestra in the Twentieth Century, vol. 1 (London: Whiting Press,
1962), 82–83.

3 George Slater, “The Twentieth-Century Orchestra Revisited,” in Essays on Orchestral
Performance, edited by Patricia Gunnet (New York: Barker Press, 2000), 137.

4 For example, Pierre Boulez was principal conductor of the New York Philharmonic
from 1971 to 1978 and of the BBC Symphony Orchestra from 1971 to 1974.

5 Quoted in George Slater, A History of Musical Criticism, 1700–2000 (London: D. W.
Brown, 2000), 99.

6 Slater, Orchestra, 2:55.
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