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scholars, mostly in German. 2 Historians, musicologists, and music theorists have had no choice but to explore the original official publications of the WDR studio, where, in the early days, technicians, musicians, and composers including Stockhausen, Gottfried Michael Koenig, Henri Pousseur, Mauricio Kagel, György Ligeti, Luciano Berio, Bruno Maderna, John Cage, and numerous others "met and mingled" (p. 7). (The studio was established in 1951 and closed its doors in 2000.) In these writings and interviews, composers working at the studio (note: composers!) presented their views on their positions and musical works (Iverson presents a list of about 150 primary sources), thereby creating their own legacy through an intentional "rhetoric of autonomy" (as described by Charles Wilson), which Iverson questions. 3 It is only in recent years that scholars have begun to produce additional research on the studio and its milieu. 4 What is Iverson's approach to tackling the project of writing a history of the WDR?

With research interests in twentieth-century music, sound studies, and disability studies, Iverson opts for a methodology that gives significantly more attention to hidden and semihidden dynamics, actors, and networks of institutions. The topic of the "invisible collaborator" is a recurrent theme throughout the book. 5 In this respect, the "Glossary of Actors" is especially valuable for its attention to short biographies of artists, composers, impresarios, instrument builders, intellectuals, scientists, and studio technicians. These persons collaborated, gathered financial support, and found new approaches to thinking about and creating sound. To understand the broader historical and cultural significance of the studio, Iverson moves away from examining "great men and great works" (p. 2). In so Electronic Inspirations takes a bold stance in breaking the "rhetoric of autonomy" that surrounded the studio. The book's full title also reveals the importance of the Cold War as a political backdrop for Iverson's explorations. The WDR studio was created during a period characterized by unstable political alliances and funding streams from Allied governments as reflected in the idea of political progressiveness. Iverson explains that the Cold War was both cultural and musical: "To embrace midcentury electronic music was to implicitly reckon with past traumas and threats of future violence" (p. 3). The WDR studio (like the RAI studio in Milan, or Buchla and Moog's use of wartime equipment) was situated inside a radio station. Radios had served as an instrument of propaganda during the war; hence, funding such electronic music studios served symbolically to reframe the purposes of technology. A recontextualization of technology and spaces took into account precarious historical circumstances. To give an example, the WDR's basement-level "emergency studio," with its speaker's booth, control room, and editing room, had a dual function: it was intended to provide safe, underground broadcasting facilities in the event of a nuclear emergency, but it was also used for producing electronic music.

Through close attention to archival research, music analysis, and personal communications, Iverson is able to describe in detail significant places (the so-called "Hexenküche," or witch's kitchen, on the third floor, and the "emergency studio"); key figures and their various interdisciplinary backgrounds; technology (including sound generators, magnetic tapes, and loudspeakers); and relationships, such as those between the pioneers who had "optimistic visions of a timbral utopia" and the "technophobic audiences and critics" who initially rejected these sounds (p. 2).

In its organization, Electronic Inspirations is a well-conceived book. It is designed to appeal to scholars and students of electroacoustic music, twentieth-century music studies, I particularly appreciated chapter 4 and its attention to the limits of technology and technical shortcuts as detailed in information theory (transmitted through Meyer-Eppler) and the compromise of using "statistical form" techniques as compositional and technological approximations of early information theory. Although critics "often disparaged WDR composers as pseudo-scientists," composers felt they were exerting control by "policing an aesthetic boundary" (pp. 106-7). Contrary to certain traditional views that celebrate the ability of new instruments to create any possible sounds, this chapter emphasizes that composers did in fact embrace the limitations of machines. (Iverson focuses on works by Xenakis, Ligeti, Koenig, and Stockhausen in making her argument.)

Chapter 5 considers how questions of noise, probability, indeterminacy, and chance were explored across multiple directions in pieces by Ligeti (Artikulation, 1958) and Pousseur (Scambi, 1957, realized showing that "their momentary squabbles and polemical insults paled in comparison to the enrichment they received from sharing in an ongoing, contested discourse" (ibid.).

In conclusion, Iverson's Electronic Inspirations provides a compelling contribution to a number of scholarly circles including the STS research community, studies in the creative process and oral history, and the analytical and philological studies of electroacoustic music.

It stresses the importance of invisible figures and collaborators in the shaping of cultural and musical history, and even denounces the homogeneity of the studio in terms of race, class, gender, and sexual orientation. Chapter 6, with its sections dedicated to Cathy Berberian, demonstrates "an exception to the rule" in an otherwise all-male, all-white electronic music society. The only criticism that can be leveled against Iverson's book is the shortage of details on the technology itself: the construction, functioning, and development of electronic components, and the spaces and accommodations in which these were housed. (In those days, for example, a reverb depended on the size of the echo chamber.) Such details constitute important information, especially when one wants to understand the construction of the aesthetic environment and the actual making of music and sound research.

The timing of this book is remarkable given the recent announcement of the opening of the reconstructed WDR studio. The original equipment will be reinstalled in the Haus Mödrath-Räume für Kunst museum in Kerpen, twenty kilometers southwest of Cologne, in the very building in which Stockhausen was born in 1928 (then a maternity home). Despite a delay in the opening of Haus Mödrath, one can only anticipate the invaluable opportunity to see the original machines firsthand and to consider further questions relating to the creative technical process, specifications concerning machines, and the physical
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