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No Quiet Revolution:

Studies in the Sonic History of Montréal 1965-1975

Abstract:

Listening for sound and noise in Montréal during the late 1960s and early
1970s, this dissertation adds a sonic perspective to historical understanding of the
later years of Québec’s “Quiet Revolution.” Guided by aurality rather than visuality,
and arguing implicitly for the inclusion of sound in historical methodology, this
project puts noise and silence - both literal and figurative - at the centre of the
question: What does it mean to call the great transformation of Québec from 1965 to
1975 a “Quiet Revolution”?

Exploring the auditory atmosphere of what was a cacophonous and
dissonant decade, this thesis analyses Montréal’s urban soundscape, music,
language, and acts of silencing. Taking an interdisciplinary approach, the work is
informed by theories culled from existing works on sense history, sound studies,
and Québec and Canadian historiography. Via the practice of “agile listening,” the
dissertation seeks to re-create a sense of Montréal’s sonic environment between

1965 and 1975.
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Chapter 1

Introduction

In this study of Montréal in an era of transformation, from 1965 to 1975, |
seek to achieve a new understanding of Québec’s largest city in a crucial moment of
its history. I also seek to demonstrate the possibilities of a new approach to the
understanding of the past - one particularly attuned to an appreciation and critical
analysis of changing patterns of sound in the city. In focusing on the aural rather
than the visual, this study situates itself within a new trajectory in historical studies,
one that has acquired stature throughout much of the western world but which has
been slow to develop in Canada - the history of the senses.

With the exception of music history, historians of Canada and Québec have
only just begun to explore sound in history. However, Canadians outside the
discipline of history have pioneered two relatively young fields of inquiry: sensory
history and sound studies. Drawing from these fields, this work reflects the premise
that the ascendant power of visuality in modern Western culture, epitomized by
academic obsessions with “the gaze,” is part of a hierarchy of the senses according
to which the eye has unfortunately eclipsed the ear as our primary mode of knowing
and understanding the world. We are less inclined to believe our ears than our eyes,
it seems. Discussing what she calls our “eye-mindedness,” Constance Classen has

argued that “...by focusing all our attention on visual symbolism we remain ignorant



of the symbolic functions of the other senses.”! Leigh Eric Schmidt goes further,
arguing that our modern society is “distinctly ocular centric, even hypervisual.”? The
result is a general social hearing loss - that is, a loss of openness to and recognition
of the sonic dimension of human experience. Les Back’s Art of Listening, which calls
for a renewed practice of sociology based on sound and hearing, warns that “[o]ur
culture is one that speaks rather than listens.” He argues that “[l]istening to the
world is not an automatic faculty but a skill that needs to be trained.”3 Back cites
philosopher Theodor Adorno when he argues that “a ‘regression in listening’ ha[s]
resulted in a kind of ‘masochism in hearing’. We become deaf not just to each other
but also to the sounds all around us.”* In Sensing the Past, Mark M. Smith argues that
all of the senses were central to the elaboration of modernity, and that therefore
hearing and sound were key to the unfolding of the contemporary world.> And as
Back points out, many nineteenth- and twentieth-century observers “have

n o«

characterized modernity as an experience of distraction,” “scattered perceptions
and fragmented experience.”®
This thesis uses an analysis of changing soundscapes to explore one city’s

decade-long experience of “modernity.” This is, of course, a strenuously contested

term, and in order to put it to useful work, I must first indicate what [ mean by it.

1 Constance Classen, Worlds of Sense: Exploring the Senses in History and Across Cultures (London:
Routledge, 1993): 6-7.

2 Leigh Eric Schmidt, “Hearing Loss” in Bull & Back eds., The Auditory Culture Reader (Oxford: Berg,
2003): 43-8. This essay was reprinted from his book Hearing Things. Religion, Illusion, and the
American Enlightenment (Cambridge: Harvard UP, 2000).

3 Les Back, The Art of Listening (Oxford: Berg, 2007): 7.

4 Adorno quoted in Back: 7.

5 Mark M. Smith, Sensing the Past: Seeing, Hearing, Smelling, Tasting and Touching in History (Berkeley
and Los Angeles: University of California Press, 2007): 2, 58.

6 Back: 7.



The term “modernity” has simultaneously repulsed and captivated historians. It has
repulsed them because, as a one-word summation of vast and infinitely complex
phenomena, it issues a standing invitation to over-simplification. Yet it has also
suggested that beyond a strategy of merely reproducing and acquiescing to the
sensory chaos of contemporary life, one can begin to think through an interpretive
framework within which that chaos might be at least partially understood. As used
in this thesis, “modernity” refers to ways of interpreting and responding to the
social order that incorporate five leading features. There is, first, capitalism and its
necessary correlate of commodity fetishism: what drives the experience of
modernity is, in large measure, the logic of capital, as individuals and societies come
more and more to answer to the expectations and move to the rhythms of capital
accumulation, placing more and more aspects of life into play as exchangeable
commodities. The flip side of this is resistance to this process of commodification, as
part of an oppositional cultural politics that nonetheless is shaped by the very
process to which it offers resistance. Second, there is alienation and reflexivity. This
refers to a widespread sense of being caught up in social and natural processes over
which individuals exert little control and can achieve but a limited understanding.
As social and cultural relations are “disembedded” from the contexts in which they
originally arose, and often “re-embedded” in very different contexts, they take on a
character that is simultaneously “strange” and calls out for systematic inquiry - for
the self-reflective capacity to situate oneself in time and space and effect change
(through such forces as money, science, publications, broadcasts or theatrical

performances). Third, modernity in my understanding suggests the annihilation of



space by time (in Marx’s expression): or, one might say, the radical transformation
of perceptions of time and space, so that places once distant seem proximate, times
once long-past seem contemporary, and hierarchies once thought perpetual come to
be seen as contingent and changeable. Fourth, and relatedly, modernity in my usage
suggests a future-oriented acceptance that these transformed conditions have come
to stay - which is not the same thing as an acquiescence in all of their effects.
Modernity implies a stance towards time that places an emphasis upon the future.
One develops a new future-oriented sense of history and a commitment to scanning
the present to discern the outlines of tomorrow’s realities. Perceptions of the past
and present take the form of a ‘suspension of belief’ in the permanence and
goodness of the given conditions within which one finds oneself. And finally,
modernity entails an acceptance of the necessity of a cultural revolution, working to
transform rather than to reverse the processes of unceasing change in social and
individual life. It entails new concepts of freedom, ones fully aligned with the
transformed space-time relations characteristic of contemporary times. It is this
five-fold complexity - new forms of capitalism, reflexivity and alienation,
transformed spatio-temporal relations, a future-oriented stance towards the past,
and cultural revolution - that I hope to capture with the single phrase “modernity,” a
term that describes an era and gestures towards, though it does not fully

accomplish, the exploration of its constitutive features.”

7 For the intellectual underpinnings of this position, see Zygmunt Bauman, Modernity and the
Holocaust (Ithaca, New York: Cornell Univeristy Press, 1989); Intimations of Postmodernity (London
and New York: Routledge, 1992); Liquid Modernity (Oxford: Polity Press, 2000); Peter Beilharz, ed.,
The Bauman Reader (Oxford: Blackwell, 2001); Anthony Giddens, The Consequences of Modernity
(Stanford, California: Stanford University Press, 1990); Marshall Berman, All That is Sold Melts Into
Air: The Experience of Modernity (New York: Simon and Schuster, 1982); David Harvey, Justice, Nature



Returning then to Back and his observation that modernity has been
characterized as a highly sensory “experience of distraction,” and “scattered
perceptions and fragmented experience,”® one must ask, if this is the sensory
experience of modernity, how did humans “make sense” other periods of time and
history? Discussions about the sensory dimensions of knowledge have been with us
from the ancients to Karl Marx to Marshall McLuhan. Much of the discussion has
centred around hierarchy and the ascendance of visuality, with many scholars
drawn to the thesis that the advent of printing and the Enlightenment devalued
other senses as it elevated visuality. Marshall McLuhan and Walter Ong, for example,
point to the Gutenberg Bible and the printing press as western civilization’s
transition point from aural tradition (spoken word) towards the visual (printed
word).? Yet Ong was troubled by the premise of a hierarchy of the senses and not

fully persuaded that modernity had permanently jettisoned visuality’s lesser

and the Geography of Difference (Malden, Mass. and Oxford: Blackwell Publishers, 1996); The Urban
Experience (Baltimore: Johns Hopkins University Press, 1989); Paris, Capital of Modernity (New York
and London: Routledge, 2006); Stephen Kern, The Culture of Time and Space 1880-1918 (Cambridge:
Harvard University Press, 2003); Karl Marx, Outline of the Critique of Political Economy (The
Grundrisse), in Karl Marx and Frederick Engels, Collected Works, Vol.28 (New York: International
Publishers, 1986); Goran Therborn, European Modernity and Beyond: The Trajectory of European
Societies, 1945-2000 (London: Sage, 1995). For empirical work in the Canadian setting that makes use
of concepts of modernity, see lan McKay, ed., The Challenge of Modernity: A Reader on Twentieth-
Century Canada (Toronto: McGraw-Hill Ryerson, 1992); lan McKay and Robin Bates, In The Province
of History: The Making of the Public Past in Twentieth-Century Nova Scotia (Montréal and Kingston:
McGill-Queen’s University Press, 2010); Jarrett Rudy, The Freedom to Smoke: Tobacco Consumption
and Identity (Montréal and Kingston: McGill-Queen’s University Press, 2005); Suzanne Morton, At
0dds: Gambling and Canadians 1919-1969 (Toronto: University of Toronto Press, 2003); John Varty,
“On Bread, Prairie Wheat, and Good Bread: Rationalizing Technologies and the Canadian State, 1912-
1935,” Canadian Historical Review 85,4 (December 2004): 721-53; Keith Walden, Becoming Modern
in Toronto: The Industrial Exhibition and the Shaping of a Late Victorian Culture (Toronto: University
of Toronto Press, 1997).

8 Back, Art of Listening: 7.

9 See: Schmidt, “Hearing Loss”; Joy Parr, “Notes for a More Sensuous History of Twentieth Century
Canada: the timely, the tacit and the material body,” Canadian Historical Review Vol. 82 no. 4
(December 2001): 720-745; also Don Ihde, “The Auditory Dimension,” in Jonathan Sterne, ed. The
Sound Studies Reader (New York: Routledge, 2012): 23-28.



cousins to a perpetual periphery. As was Joachim-Ernst Berendt, who argued that
human experience could only be fully understood through a “democracy of the
senses.”10 Leigh Eric Schmidt has commented on these debates, concluding that
given the total sensory experience that is modernity, it is essential that the auditory,
whatever its position vis-a-vis the other senses, be considered “a prerequisite for a
more intricate historical narrative.”!l As Smith observes, “The print revolution, the
Renaissance, the Enlightenment, all enthusiastically promoted the power of the eye,
but hearing seemed to hold its own, with no discernible dilution of its social and
intellectual importance. In fact, hearing, sound, and aurality generally were critical
in many ways to the unfolding of modernity and to downplay its importance only
deafens us to the meaning and trajectory of key developments of the post-
Enlightenment era.”1?

It is curious that most historians of Canada have hitherto failed to engage
with sound as a part of their methodological practice. Of the few aural historians
working in Canada, most of them are pursuing non-Canadian topics.!13 That said,
three important scholars in the Canadian context are social scientists Constance

Classen and David Howes,'* whose work on the human sensorium argues for the

10 Joachim-Ernst Berendt, quoted in Michael Bull & Les Back, The Auditory Culture Reader (Oxford,
Berg: 2003): 2.

11 Schmidt, 42.

12 Smith, Sensing the Past, 58.

13 See, for example: A. Blake, “Audible Citizenship and Audiomobility: Race, Technology and CB
Radio,” American Quarterly Vol. 63 no. 3 (2011) and A. Blake “An Audible Sense of Order: Race, Fear,
and CB Radio on Los Angeles Freeways in the 1970s,” in David Suisman & Susan Strasser, eds. Sound
in the Age of Mechanical Reproduction (Philadelphia: U of Pennsylvania Press, 2010).

14 Classen is a founding member of the Centre for Sensory Studies at Concordia University in
Montréal. Her publications include: David Howes and Constance Classen, Ways of Sensing:
Understanding the Senses in Society (New York: Routledge, 2014); Constance Classen, The Deepest
Sense: A Cultural History of Touch (University of Illinois Press, 2012); Constance Classen, David
Howes, and Anthony Synnott, Aroma: The Cultural History of Smell (New York: Routledge, 1994);



inclusion of noise, smell, touch, and taste in historical scholarship; and historian Joy
Parr, who had the foresight, in 1997, to suggest that Canadian historians “go
‘looking’ for the modes of the senses as they are expressed in cultural codes, to
consider the sensorium as it is historically derived and at work.”?> For Classen and
Parr, human experience is materially embodied in our flesh-and-blood selves, and
our senses are the interface through which we experience the world. As Pierre
Bourdieu has argued, we are deeply conditioned by the sensory habitus we inhabit,
and, as Parr has demonstrated in Sensing Changes - a study of everyday
embodiment and the traumatic changes wrought by construction megaprojects - we
are also deeply affected by changes in our sensory input patterns.16

Examining how the town of Iroquois coped with the trauma of losing its river
and being relocated to make way for construction of the St. Lawrence seaway, Parr
demonstrates how residents’ frequent analogies to physical injury represent their
best way of verbally making sense of experiences that may be beyond language.
Reaching towards “a sensuous history,” she acknowledges that “We can only go part
of the way,” because felt changes can only be described through metaphor and
allusion.'” Turning away from the linguistic turn, Parr reminds readers that, despite
excellent literature on the discursive body, human beings inhabit material bodies

too - bodies that interface with the world through their senses. Historical events (as

Constance Classen, “Museum Manners: The Sensory Life of the Early Museum,” Journal of Social
History, Vol. 40, no. 4 (Summer 2007): 895-914; and Constance Classen, “Foundations for an
anthropology of the senses,” International Social Science Journal, Vol. 49, no. 153 (September 1997):
401-412.

15 Joy Parr, “Notes for a More Sensuous History...”. See also Joy Parr, Sensing Changes: Technologies,
Environments, and the Everyday, 1953-2003 (Vancouver: UBC Press, 2010).

16 Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste, trans. Richard Nice
(Cambridge, Mass.: Harvard University Press, 1984); Parr, Sensing Changes.

17 Parr, “Notes for a More Sensuous History...”: 726.



with the everyday) are therefore “whole body encounters, heard, savoured, touched
and enacted, even though in our ocular-centric culture these aspects, more elusive
to the gaze, are less readily susceptible to intellectual representation.” “A historical
body in a time dominated by the eye sees but does not feel, loses touch with other
sensuous resonances and, by oversight, marginalizes them,” Parr cautions.!® “Daily
we learn through our senses,” Parr writes. “This visceral knowledge, which we carry
corporally, often wordlessly, marks us as of our time, as much as do the values and
chronicles we carry in language.”1® Although she is primarily interested in other
senses, Parr notes that the practice of sound studies “wills us to hear the drones of
modernity more than to silence them by regulation, spatial separation, or cultural
callouses” - in other words, to attend to sounds we have learned not to hear.

Myriad intellectuals have wrestled with how to incorporate sounds and
noises into the vast catalogue of human knowledge.? Availing itself of the practices
of the history of the senses and sound-studies, the present work aims to add an
analysis of modernity and Montréal’s “Quiet Revolution” to the growing literature
on sound and history. Through demonstrating the value of listening to history rather
than simply reading or looking at it, [ hope to make a convincing argument for the
inclusion of aurality and sound-studies as valuable tools in the historian’s toolbox.

Inspired by Joy Parr’s description of bodies overcome by forces of modernity which

18 Jbid.: 734, 736.

19 Ibid.: 720.

20 For a good summary of how the senses have been dealt with by various intellectuals, see Anthony
Synnott, “Puzzling over the Senses: From Plato to Marx,” in David Howes, ed., Varieties of Sensory
Experience: A Sourcebook in the Anthropology of the Senses (Toronto: University of Toronto Press,
1991): 61-76.



“radically intervene to disorder the local sensory order,”?! this thesis uses
metaphors of noise and silence to get at a local sense of social disorder. Finally, as
with Karim Larose’s linguistic history of Quebec, which aims to introduce “des lignes
de désincorporation dans le corps de le théorie en aménageant autrement les
concepts et les objets a 1'étude,”?? my study similarly wishes to complicate the
existing body of work on Québec’s “Quiet Revolution,” through the introduction of
new sensory input - i.e. sound.

Michael Bull and Les Back point out that “the world presents itself when we
listen to rather than look upon it” and they call for scholars to investigate “sound as
a modality of knowing and being in the world.”?? What is needed is an “agile
listening [which] involves attuning our ears to listen again to the multiple layers of
meaning potentially embedded in the same sound.”?4 Sense history is an important
field for scholars of the sonic, but more recently, a new practice dubbed sound
studies has emerged. In his Sound Studies Reader, editor Jonathan Sterne defines
sound studies as “the interdisciplinary ferment in the human sciences that takes
sound as its analytical point of departure or arrival. By analyzing both sonic
practices and the discourses and institutions that describe them, it redescribes what
sound does in the human world, and what humans do in the sonic world.”2>

Since the 1960s a wide variety of historians have begun incorporating the

sonic into their historical practice, producing works that range from histories of

21 Parr, “Notes for a More Sensuous History...”: 728.

22 Karim Larose, La langue de papier: Spéculations linguistiques au Québec 1957-1977 (Montréal:
Presses de I'Université de Montréal, 2004): 9.

23 Michael Bull and Les Back “Introduction: Into Sound,” The Auditory Culture Reader (Oxford: Berg,
2006): 1-18.

24 Ibid.: 3-4.

25 Sterne, The Sound Studies Reader: 2.



recording technologies and sound reproduction, to medical histories of hearing and
deafness, acoustic archaeology, temporal acoustics, histories of sound and noise in
the arts, sound and the human body, sound and religious belief, noise abatement
and regulation, sound and noise in warfare, acoustic ethnology and anthropology,
and of course the history of music. And this list is by no means exhaustive. Debates
have touched upon many issues, including the difficulties of writing about sound,
the challenge of understanding how senses were constituted in the distant past, and
methodological questions about how best to construct historical narratives around
aural evidence. The range is diverse, the quality of scholarship varies, and the field
is, and perhaps always will be, a contested one. For example, historians of sound and
“sound students” (as Sterne dubs the practitioners of sound studies)?®¢ come
primarily from Europe and North America - meaning that non-western sounds are
woefully under-represented in the existing scholarship. And while work on sound
and race, and sound and class, is advancing, aural analyses of gender are less
common.

Constance Classen and Joy Parr have been rare Canadians in terms of the
incorporation of sound into their work (with the important exception of historians
of music), despite the fact that Canadians have been at the forefront of sound studies
from the very beginning. Indeed, the scholarly practice of sound studies has its
origins here: composer, researcher and writer R. Murray Schafer started his career
as an avant-garde composer in Montréal before relocating to British Columbia in the

early 1970s, where he and Barry Truax helped establish the world’s first

26 [pid.: 3

10



department of sound studies at Simon Fraser University. Together they started the
World Soundscape Project, dedicated to recording and cataloguing acoustic
environments throughout the globe. In 1973 their group of researchers went on an
extended field-recording tour of Canada, and in 1974 the CBC radio programme
“Ideas” aired “Soundscapes of Canada”, ten episodes “based on the sounds of the
Canadian acoustic environment.”?” The radio programme was designed to make
Canadians more aware of their sonic surroundings, and so take a more active
interest in issues such as noise pollution. It taught listeners terms such as “keynote”
and “soundmark” to help them better identify elements of their acoustic
environments. The programme encouraged, to use Bull and Back’s phrase, the
development of “agile listening” amongst Canadians. Many of the terms introduced
in the programme were further elaborated in Schafer’s 1977 The Soundscape: Our
Sonic Environment and the Tuning of the World.?8 “For some time,” Schafer wrote, “I
have...believed that the general acoustic environment of a society can be read as an
indicator of social conditions which produce it and may tell us much about the
trending and evolution of that society.”2° The book has become a cornerstone text in
the field of sound studies, as it presents an introduction to concepts and
terminology designed to facilitate perception and analysis of the sonic environment.

The central concept of Schafer’s book, as the title suggests, is that of the

soundscape, defined as “the sonic environment.” A soundscape can refer to actual

27 “Soundscapes of Canada” The World Soundscapes Project http://www.sfu.ca/~truax/canada.html
(last accessed 27 July 2014); R. Murray Schafer, Soundscapes of Canada Vol. 1-10 (CBC, 1974).

28 R. Murray Schafer, The Soundscape: Our Sonic Environment and the Tuning of the World (Rochester,
VT: Destiny Books, 1994 [1977]).

29 Ibid.: 7.
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physical environments as well as to “abstract constructions such as musical
compositions and tape montages...”39 - and my work adheres to both definitions.
More recently, the editors of Sonic Experience: A Guide to Everyday Sounds (2005)
have defined Schafer’s term more clearly, arguing that “...the term soundscape does
not simply refer to a ‘sound environment’; more specifically, it refers to what is
perceptible as an aesthetic unit in a sound milieu.”31

Another concept central to sound studies and to this dissertation is the idea
of the keynote. Drawn from music theory, a keynote is “the note that identifies the
key or tonality of a particular composition. It is the anchor or fundamental tone and
although the material may modulate around it, often obscuring its importance, it is
in reference to this point that everything else takes on its special meaning.”3?
Keynote sounds of the distant past were primarily natural: the sound of wind or
water, for example. But as human society has changed over the centuries, so too
have the keynotes of our sonic environment. From the church bell to the railroad to
the steady roar of traffic, keynotes are sounds that are always there, and often work
to regulate aspects of our daily lives. We often do not hear our soundscapes’
keynotes consciously - and because we are not completely aware of hearing them,
the ubiquity of keynotes “suggests the possibility of a deep and pervasive influence

on our behaviour and moods. The keynote sounds of a given place are important

30 Jbid.: 274-5.

31 Jean-Francois Augoyard and Henry Torgue, eds. Sonic Experience: A Guide to Everyday Sounds
(Montréal/Kingston: McGill-Queen’s University Press, 2005): 6-7. This definition jives neatly with
Schafer’s own qualification that “A soundscape consists of events heard not objects seen.” Schafer,
The Soundscape, 8.

32 Schafer, The Soundscape: 9.
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because they help to outline the character of [people] living among them.”33 More
recently, Joy Parr has provided a definition of keynote contextualized specifically for
historians: “Historical bodies live in the presence of keynotes, the tonalities of their
place and their time created by climate, geography, and changing technology. They
are part of the ambiance of a place-time... often only subconsciously apprehended.”
Keynotes are “identifiers, pleasures, comforts, constraints and frustrations, makers
of the historical bodies we watch.”34

Aside from ‘soundscape’ and ‘keynote’, references are made throughout this
thesis to sound and noise, as well as to the audible and the sonic. It is important to
distinguish the differences between such terms, despite their common reference to
“things heard.” Generally speaking, our culture determines what is considered a
“sound” and what is a “noise”. As Jonathan Sterne has acknowledged, “there is no
knowledge of sound that comes from outside culture.”3> That said, defining what is
or is not a “sound” is a complicated task. Not all sounds are audible. This means that
sound can be defined as “a vibration of a certain frequency in a material medium,”
registered either by the human ear or by “sensing” technologies calibrated for finer
reception than the capacity of human hearing.3¢ For the purpose of this thesis,
“sound” is something audible, registered by human ears. Of course for something to
be “audible,” conditions must be present for something “to become recognized,

labelled and valorized as audible in the first place.”3”

33 Ibid.

34 Parr, “Notes for a more sensuous history...”: 736-737.

35 Sterne, The Sound Studies Reader: 6.

36 Michele Friedner and Stefan Helmreich, quoted in Sterne, The Sound Studies Reader: 7.
37 Veit Erlmann, quoted in Sterne, The Sound Studies Reader: 8.
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Regarding “noise”: while both “sound” and “noise” are identifiable as audible
elements of a larger sound milieu, “sound” tends, in general usage, to be neutral
while “noise” often carries a negative connotation. When we hear something we
dislike, we demand: “What is that noise?” As Schafer put it, “Noises are the sounds
we have learned to ignore.”3® For Jacques Attali, whose interest lay in noise and
political economy, “[w]ith noise is born disorder...”: “In noise can be read the codes
of life, the relations among men. Clamor, Melody, Dissonance, Harmony.”3° From the
standpoint of communications technologies, moreover, “noise” is something
unwanted, something - such as static or feedback - that interrupts a signal. This
dissertation therefore defines noise in two ways: first as an audible element of the
soundscape that is considered undesirable, and second, borrowing from Attali, as a
form of socio-political disorder, i.e. clamour or disonnance.

Borrowing then from Schafer, as well as Attali - who argued that “any theory
of power today must include a theory of the localization of noise and its endowment
with form”40 - this dissertation explores the relationship between noise and power.
Until fairly recently in human history, loud noises were always associated with the
otherworldly power of deities. Thunder was produced by the gods, whereas “God’s
presence was first announced as a mighty vibration of cosmic sound.”! The basics
behind “sacred noise,” as Schafer dubbed it, were simple: noise (i.e. “any big sound”)

= power. The most regular loud sounds heard in the medieval village were those of

the church-bell - signalling the rule of the Divine within society, and the

38 Quoted in Sterne, The Sound Studies Reader: 95.

39 Jacques Attali, “Noise: the Political Economy of Music,” in Sterne, The Sound Studies Reader: 31-32.
40 Ibid.: 32.

41 Schafer, The Soundscape: 27-8.
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institutional power of the Church.#2 The church-bell continues to figure in
Montréal’s soundscape, despite the fact that by the 1960s the Catholic Church had
lost much of its power in Québec, yet it is apparent to many Montrealers that the
bell no longer provides the industrial city’s keynote. Shifts in Montréal’s soundscape
occurred gradually, and in place of the church-bell and the church organ came the
steady noises of the machine age: the clamorous din of the factory and the railroad,
the roar and screech of automobiles and airplanes. These noises of the urban
soundscape are, as per Schafer and Parr, “low-fi.” They create “a technologically
suffused acoustic space” wherein “[d]omestic, industrial and transportation
technologies create dulling drones, the unlovely peril of the small electrical motor
and the internal combustion engine, what Schafer calls the ‘muscle sounds’ of
modern life.”3

Noise has also always been closely associated with violence, presenting yet
another facet of the relationship between noise and power. From battle-cries to the
clashing of metal, from drumming to gunpowder to the atomic bomb, noise has
always found a role in military strategy, often designed to frighten and overwhelm
the enemy.** The sound of boots marching in unison, the “thwak! thwak!” of batons
on shields, the sudden “ka-boom!” and echo of an explosion, the loud staccato of
gunfire - all of these sounds of power were heard in Montréal during the 1960s and

1970s. Indeed, the explosions of FLQ bombs (over 200 between 1963 and 1970)

42 See Alain Corbin, Village Bells: Sound and Meaning in the 19t-century French Countryside (New
York: Columbia University Press, 1998).

43 Parr, “Notes for a More Sensuous History...”: 738-9.

44 See Steve Goodman, Sonic Warfare: sound, affect, and the ecology of fear (Cambridge, Mass.:
Massachusetts Institute of Technology Press, 2010); and Joe Zadeh “A history of using sound as a
weapon” Motherboard http://motherboard.vice.com /read/a-history-of-using-sound-as-a-weapon
(last accessed 4 Aug. 2014).
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were a frequent part of Montréal’s soundscape - and were, for many frightened
citizens, perhaps the most important soundmarks of the era.

Loud noises often constitute deliberate strategies designed to evoke fear or
respect, to disorient an opponent by disrupting the habitual soundscape through an
act of acoustic imperialism. What I mean by this term is the deliberate use of loud
noise to dominate public space. A recent example: at the G20 event in Toronto
during the summer of 2010 police considered using a sound cannon to temporarily
deafen and disperse protesters, a controversial decision given this weapon’s use
against protesters in Pittsburgh one year earlier.4>

One might, conversely, also note the tens of thousands of Montrealers who
participated in the ‘casserole’ marches of 2012’s ‘Printemps d’érable’. In this case,
citizens created a “tintamarre” by banging on pots and pans, not just in the streets
but from balconies and windows too, creating a great din and signalling to the
Québec government that there was also power and presence in the street. These
casserole marches have a historical precedent in the tradition of charivari or “rough
music”, especially in Québec. This over 700-year-old tradition entailed a practice
used to enforce standards of social morality. It was often concerned with the
regulation of heterosexuality. If an older man married a much younger woman, or a
woman was caught having an extra-marital affair, a charivari might well ensue.

Groups of disguised men would surround the person’s home and create a racket by

45 See: Jill Mahoney, “Police can use sound cannons, but with limits: Judge” The Globe and Mail (25
June 2010) at http://www.theglobeandmail.com /news/world/g8-g20/police-can-use-sound-
cannons-but-with-limits-judge/article1617752/ (last accessed 27 June 2010); and Joe Mandak,
“Bystander sues Pittsburgh over sonic device at G-20” Business Week 21 Sept. 2011, at
http://www.businessweek.com/ap/financialnews/D9PT3KR00.htm (last accessed 23 Sept. 2011).
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banging pots and pans, the noise acting as a kind of shaming ritual. In Québec this
tradition had an added political angle, most notably in the use of charivari during
the Patriot rebellion of 1837-8, when locals created a “tintamarre” in order to
express discontent with British colonial officers.46

Perhaps predictably, in the escalation of police confrontation in the time
since the student strikes of the ‘Printemps d’érable,” Montréal municipal police have
decided to fight noise with noise, adding sound-cannons to their anti-riot arsenal.*’
The state thus has the option to use militarized sound against its citizens - and not
just any sound: a hyper-modern high-frequency pulse, specifically designed to reach
the threshold between hearing and pain, to drown out dissenting voices, and to
dominate public space in an act of acoustic imperialism.

“The association of noise and power has never really been broken in the
human imagination,” wrote Schafer. “It descends from God, to the priest, to the
industrialist, and more recently to the broadcaster and the aviator. The important
thing to realize is this: to have the Sacred Noise is not merely to make the biggest
noise; rather it is a matter of having the authority to make it without censure.”
Indeed, he argues further: “Wherever Noise is granted immunity from human
intervention, there will be found a seat of power.”#® This is a crucial aspect of
Schafer’s argument. It is not just anybody who can make noise. Ordinary citizens are

not entirely at liberty to make loud noise - hence the existence of city noise

46 See Jonathan Sterne and Natalie Zemon Davis, “Québec’s manifs casseroles are a call for order”
Globe and Mail, 31 May 2012 at http://www.theglobeandmail.com/globe-debate/quebecs-manifs-
casseroles-are-a-call-for-order/article4217621/ (last accessed 12 Aug. 2014).

47 “La police de Montréal se dote de canons a son” LaPresse online 24 May 2014.
http://www.lapresse.ca/actualites/montreal /201405/22/01-4768807-1a-police-de-montreal-se-
dote-de-canons-a-son.php (last accessed 24 June 2014).

48 Schafer: 76.
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ordinances and bylaws giving authorities prerogative to silence. And when a
historian discovers that people are nonetheless taking this noise-making power into
their own hands (or mouths), making themselves an aural power unto themselves,
he or she is in the presence of a significant social change. This is the position of a
historian of Montréal, who is obliged to notice how often and how strenuously the
city’s residents contested the terms of the soundscape they inhabited.

The association between silence and submission is deeply entrenched in
North American culture. Mark M. Smith, in an article about the “heard worlds” of
Antebellum America, discusses some of the ways the loudness or quietness of
society was perceived by both the industrialising North and the slave-holding
South.#® To citizens in the North, the loudness of the factories signified the power of
their modernity, while the boisterous volume of the crowd signified the vibrant
health of their new democracy. In the South, things were different. Here, it seems,
silence was valued by plantation owners as a symbol of their control over the
plantation - and thus of the slaves’ submission. Historically it was not only slaves
who were expected to hold their tongues. Society in general is full of aphorisms
reminding us that “silence is golden.” Take for example the old saying that “children
are to be seen but not heard.” Youth are supposed to defer to their elders. For
centuries women were expected to be mindful of their tongues, letting their

husbands, fathers, or brothers speak for them. In analysing how the perception of

49 Mark M. Smith, “Listening to the Heard Worlds of Antebellum America” in Michael Bull & Les Back,
eds. The Auditory Culture Reader (Oxford: Berg, 2003): 137-163. See also: Mark M. Smith, Listening to
Nineteenth-Century America (University of North Carolina Press, 2003); Hearing History: A Reader
(Athens: University of Georgia Press, 2004); and Sensing the Past. For more on early American
soundways, see also Richard Cullen Rath, How Early America Sounded (Cornell University Press,
2003) and Leigh Eric Schmidt, Hearing Things: Religion, Illusion and the American Enlightenment.
(Harvard University Press, 2000).
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‘noise’ was shaped by both race and gender, Smith points out how the woman who
fulfilled the expectations of her gender was considered a proper woman “not least
because she was quiet and submissive.”>0

While children, women, and slaves learned that “a still tongue makes a happy
life,” this adage has also been adopted in the name of national security. During the

”n “

Second World War, posters warned that “loose lips sink ships,” “careless talk costs

»n «

lives,” “the walls have ears,” and that “enemy agents may be listening.”>! Concerns
about national security often result in the repression of dissenting voices. Canada’s
past contains a plethora of shameful examples of deterring, detaining, and deporting
individuals who dared to voice “disharmonious” opinions or concerns.52 The
silencing of Canada’s First Nations’ voices, in particular, and people of colour in
general, has been one of the most enduring results of Canada’s imposition of liberal
order. David Austin, for example, has written about how traditional historical
narratives of power silence minorities - particularly Blacks. Taking historians and
politicians to task for perpetuating these silences within the historical record - and
with specific reference to Prime Minister Stephen Harper, who has even denied that
Canada has a history of colonialism - Austin writes: “The myth of a non-racialized

society without a history of colonialism presents Canada as good, innocent and

peaceful while, in both Quebec and the rest of the country, condemning to the

50 Smith, “Listening to the Heard Worlds of Antebellum America”: 140.

51For discussion, see Susan Briggs, The Home Front: War Years in Britain, 1939-1945 (New York,
McGraw-Hill, 1975): 91.

52 For discussions of these patterns, see Dennis Molinaro, “‘A Species of Treason?’: Deportation and
Nation-Building in the Case of Tomo Cacic, 1931-1934,” Canadian Historical Review Vol. 91 no. 1
(March 2010): 61-86; and Barbara Roberts, Whence They Came: Deportation from Canada 1900-1935
(Ottawa: University of Ottawa Press, 1988). Fans of the cult 1960s television classic The Prisoner
(1967) may remember the scene where a man of The Village is made to stand in shame at a public
lectern, shouting his confession of being “disharmonious! disharmonious!”
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margins those who are not part of the dominant narrative.”>3 Silencing and “political
dissonance” are correlated: the first often arising as a consequence of the second.>*

Alongside theories of noise and silence, this dissertation also explores the
idea of ‘the voice’ - specifically, the voice as heard in the public sphere. In the social
environment with which most westerners are familiar, we are all supposed to keep
our voices down. In church, in school, and at work, we leave the vocal imperative to
those in charge: our parents, our deities (and their earthly representatives, such as
priests, clerics, and rabbis), our teachers, our bosses and - perhaps most
significantly - our elected representatives in government. But what happens when
elected representatives do not voice the concerns of the people? When the people
and the politicians are not ‘speaking the same language’? In the 1960s, Montreal
Mayor Jean Drapeau claimed to be speaking for the “silent majority” when he
enacted legislation designed specifically to silence vocal expressions of dissent.
Many Montréalais loudly disagreed. They contested the terms of the modern
soundscape the city expected them to honour.

Paying attention to the kinds of voices heard in Montréal during the 1960s
and 1970s, listening for shouts as well as silences, can help us find points of friction
between citizens and elected officials. As Smith argues, in a democracy the vibrancy
of debate signifies the health of the body politic. But what happens when there is a

silencing of certain voices? What happens when voices are appropriated or

53 David Austin, Fear of a Black Nation: Race, Sex and Security in Sixties Montréal (Toronto: Between
The Lines, 2013): 47-48, 70.

54 The Oxford English Dictionary defines dissonance as 1) an inharmonious or harsh sound or
combination of sounds; 2) want of concord or harmony (between things); disagreement, incongruity.
While dissonance is usually applied in a musicological sense, I use it throughout as a way to highlight
the discordant nature of politics during a turbulent decade. This theme is central to Chapter Four.
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mimicked - when disharmonious elements are made to harmonize with the grand
narrative, such as the “symphony of progress” to which Montrealers were expected
to provide a respectful and passive audience in the 1960s and 1970s? What happens
when we are all made to speak with the same voice, as so often happens with the
pervasiveness of the generic ‘voice of the media’, which is really just a corporate
approximation of and substitute for ‘the voice of the people’? What happens when
our politicians do not voice our concerns with enough stridency to be heard above
the din of petty politicking? What recourse do the people have but to take to the
streets in an attempt to raise their own voices in unison - citizens together in the
public places where they dwell?

Marshall Berman, in his beautifully written classic All That Is Solid Melts Into
Air, traces the intricate history of how the street became a place where the modern
subject would learn to assert his or her presence - individually at first, then in
number, finding power in the unity and harmony of the collective voice.>> Berman
tells the story of Dostoevsky’s Underground Man - a new kind of Russian citizen, a
man whose rebellion begins in the silence and cover of darkness, a man who finally
finds his voice on the Nevsky Propect (one of Imperial Russia’s first ‘political’
spaces) when “he stands up to his social superior and fights for his rights in the
street.” Throughout the book, Berman paints the street as a place of encounter and

sociability between the atomized units of modern existence. The street is a place

55 Marshall Berman, All That is Solid Melts Into Air: The Experience of Modernity (New York: Penguin
Books, 1988 [1982]).
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with the potential to “transform a multitude of urban solitudes into a people, and [to
reclaim] the city street for human life.”>¢

Berman'’s argument helps highlight the importance of rights to free speech,
free association, and assembly: where else in our society can voices of critical
concern come together as one but in the street - the public thoroughfare? “Streets
are for the people” is a popular rallying cry at public protests, and this sort of aural
resistance, the voice of the people raised loud, is key to being ‘heard’ by both the
general public and the powers that be. Indeed, as we will see in the pages that
follow, noisemaking - involving whistles, drums, and singing in particular - has
always been a key strategy for public protest. Dissent, the right to voice a contrary
opinion, is a vital part of healthy democratic debate. The sounds of voices in the
street will therefore be a key site of exploration in this thesis.

“To find one’s voice,” argues Douglas Khan, is a concept that implies finding
oneself.>” The voices raised during the 1960s were indeed “finding themselves”.
Myriad movements organized around segments of society were driven to express
their grievances, to give voice to their complaints, to speak words of bitterness and
disappointment to their rulers. That so many people raised their voices in unison
and used many of the same words and concepts to frame and make sense of their
condition, speaks to the profoundly humanist nature of struggle and protest during

this era. People took to the public streets, voicing their concerns through

56 Jbid.: 155, 166.

57 The human voice is embodied in our physical beings, generated by our airwaves, vocal cords,
mouths, tongues, throats, and jaw, reverberating throughout our skull in such a way that makes our
voices unique. For a good analysis of human embodiment and sound in the arts, see Douglas Khan,
Noise Water Meat: A History of Sound in the Arts (Massachusetts Institute for Technology Press,
1999).
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megaphones directed at symbols of power, through songs and chants raised in
defiance and solidarity, with whistles and drums and noise pronouncing and
confirming their existence against a hegemonic system whose logic too often
deadens the vibrant human soul under the hum of artificial lights, the tic-toc clocks

of artificial time, and the deafening drone of the modern urban metropolis.

Music and the “long sixties”

“There can be little doubt,” wrote Schafer, “that music is an indicator of the
age, revealing, for those who know how to read its symptomatic messages, the
means of fixing social and even political events.”>® No sonic history of Montréal -
especially one focussing on the 1960s and 70s, an era that still exerts a considerable
influence on popular culture in North America - would be complete without the
inclusion of music.>®

For most North Americans and Western Europeans, music is one of the most
frequent ways that the idea of “The Sixties” continues to reverberate in the
soundscape of our daily lives. Yet the use of scare quotes are to remind the reader
that “The Sixties” have become reified as something much larger than simply a
historical decade. This thesis proposes that “The Sixties” as an abstraction has long
since become a way of homogenizing and over-simplifying North America’s
complicated encounter with modernity in the third quarter of the twentieth century.

“The Sixties” has, in many treatments, transcended its own decadal limits (1960-

58 Schafer: 7.

59 Many cities sport at least one, and larger cities several, radio stations devoted to ‘oldies’ or ‘classic
rock,’ featuring artists such as the Beatles and Bob Dylan, England’s The Who and Canada’s Guess
Who.
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1969) and become instead shorthand for a romanticized era of peace activism and
protest. This simplified and idealized view of history has a specific soundtrack - a
canon of artists and songs that has become ‘representative’ of that decade. Such
canon-formation has come to constrain a subtle comprehension of the era. It has
tended to homogenize and oversimplify the past, reducing all of North America to
one uniform soundscape. Over the following paragraphs I will outline the basics of
this ubiquitous soundtrack before moving into a discussion of how this soundtrack
limits our historical understanding, especially in Canada and Québec.

The general (somewhat simplistic) narrative about the birth of rockn’roll
starts with performers such as Bo Diddley, Elvis Presley, and Chuck Berry. The early
years of rock'n’roll were highly contentious ones, especially given a popular
perception that rock music fostered unrestrained sexuality, racial mixing, and
juvenile delinquency. Notwithstanding its stormy début, rockn’roll became
enormously popular in Québec as elsewhere in North America. Québecers of a
certain generation display unyielding admiration for Elvis. In 1964 The Beatles
arrived on the scene with a style and attitude that revivified rockn’roll. Utilizing the
commercial reach of the British Empire, Capitol Records marketed the Beatles
heavily, with the result that they quickly became global pop superstars.6?

The overnight success of the Beatles developed into Beatlemania, flooding
the North American market with “British Invasion” groups (native and foreign)
playing a new kind of rockn’roll expressive of the Beat and Mod youth subcultures

of post-war England. In Québec, this process took shape as the yéyé movement, and

60 For example, see Reebee Garofalo, Rockin’ Out: Popular Music in the USA, 4™ ed. (Prentice Hall
Publications, 2008).
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achieved a widespread popularity despite the fact that this type of music was
generally derided by Québec’s more ‘respectable’ and ‘serious’ folk musicians,
known as chansonniers. Indeed, for anyone familiar with the contentious historical
relationship between the Québécois and the British, it will no doubt appear strange
(even shocking) that hundreds of French-Canadian teenagers adopted the British
rock model, re-recording English hits in French. Some groups even went so far as to
give themselves anglicized names, as in the case of Les Merseys or Les Sinners.61

The Beat music popularized by British Invasion bands underwent another
metamorphosis when Bob Dylan, darling of the folk movement, plugged in at the
Newport Folk Festival and demonstrated (much to his audience’s dismay) that the
truth-to-power lyricism of the folk song could be given extra weight with the noisy
power of electrified instruments. Dylan’s move towards electrified folk alienated
much of his audience, but was responsible for a major new musical genre, folk rock.
From here, in the popular narrative, we see the formation of successful groups such
as The Byrds, the Mamas and the Papas, or the partly-Canadian Lovin’ Spoonful. At
the same time, the “San Fran Sound” of Haight-Ashbury’s psychedelic counterculture
had its national coming out party in 1967 at the First International Monterey Pop
Festival. Performers from the UK and US came together to organize what was hailed
as the ‘first outdoor rock festival.” This festival initiated a drive among major
industry labels eager to cash in on the hip authenticity of the West Coast scene. Here
was official recognition that rock’n’roll had become the popular music of choice for a

whole generation of youthful consumers.

61 A more detailed discussion of the rivalry between the two genres appears in Chapter Two.
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Festivals are important narrative devices in many stories about “The Sixties”.
The ecstatic communal ritual that was the Woodstock Music and Arts Fair,
happening two years after Monterey, demonstrates how enormously important the
youth market had become. Over three days in late August 1969 over half-a-million
fans converged on Max Yasgur's farm, forming what was soon dubbed “the
Woodstock Nation”, and forcing the State of New York to declare an emergency
closure of the New York State Thru-Way. This is the high-water point of many North
American narratives of ‘The Sixties,” the turning point after which youthful optimism
soured. The good vibes of Woodstock could not be sustained, and it all came
crashing down only a few short months later at the disastrous Altamont concert,
with its violence, hard drugs and then murder. Here was a descent into a
disconcerting darkness, the Rolling Stones playing with the devil, and the Charles
Manson murders. These moments came to constitute a highly influential soundtrack
of ‘The Sixties,” one that carried the implicit message that the period’s distinctive
creative energies had been depleted by 1969.

Woodstock took on a mythical status almost right away. Festival planners
around the world began comparing their local festivals to the New York event in
advertising and promotional materials. Québec was no different. The Manseau
music festival, held in a rural Québec town in August 1970, was not only touted as
Woodstock North, but was also planned, in part, by one of the original Woodstock
organizers. Manseau was, in a sense, a combination of both Woodstock and
Altamont. There was a lot of hype about peace and love, but in the end the reality of

hard drugs and poor organization left many concertgoers feeling ripped off.
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Manseau proved to be the last straw in a series of poorly organized outdoor
festivals. Premier Robert Bourassa, acting in an atmosphere of increasing fear of
domestic rebellion during the summer of 1970, enacted a ban on outdoor rock
festivals across the province. He, at least, had grasped something of the powerful
connection between noise and power, music and hegemony.

The narrative of musical evolution from Beatles to Dylan to the San Fran
Sound, and the triumvirate of festivals (Monterey, Woodstock, Altamont) has
become an enduring and pervasive cliché. Recent works on the 1960s, even those
published by major university presses, continue to fall into the same stale story.
Historian Bryan Palmer, for example, references the music-festival narrative when
he writes that by the 1970s “Woodstock had taken a deep dive into a very bad
Altamont trip.”¢? For a book on Canada’s 1960s, adherance to this declensionist
Ameri-centric interpretation makes little sense. At the very least, Canadian authors
looking to pin-point exactly which “day the music died”®3 here might reference
Manseau, Canada’s very own Altamont, and Bourassa’s decision to outlaw outdoor
music festivals. Yet in this thesis, [ go beyond this, to suggest that ‘The Sixties’ in
Canada did not come to an end in any sense in 1969: this period of rebellion and
creativity persisted into the late 1970s, a decade which in fact saw dynamic and

noisy rebellions that rivalled those of the years preceding them.

62 Bryan Palmer, Canada’s 1960s: The Ironies of Identity in a Rebellious Era (Toronto: University of
Toronto Press, 2009): 247.

63 The reference is to the song “American Pie” by Don McLean, but also references Gerard DeGroot’s
1960s monograph in which he cites Altamont as the day the music died. Gerard DeGroot, The Sixties
Unplugged: A Kaleidoscopic History of a Disorderly Decade, (Cambridge, MA.: Harvard University
Press, 2008).
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While the music of the 1960s and 1970s clearly deserves a central place in
any study of these decades, historians still need to be very careful about how they
use this particularly rich source. Despite the innate ability of music to encapsulate
the multiple dynamics of lived experience and hence enrich our historical
understanding of the era, the ‘Sixties soundtrack’ has tended to create a
homogenized and simplistic way of hearing - and remembering - the ‘60s and ‘70s.
The nice neat narrative made possible through comparison of the major music
festivals in America has often worked - particularly in music history and the history
of popular culture - to demarcate start, peak, and end-points for “The Sixties”. This
declensionist narrative, which appears in most standard music history texts,** is
used to evoke a sense of decline or deterioration. By 1970, this narrative would have
one believe, the ‘real’ Sixties are gone and exist only in the shape of commodities
representative of a rebellious posture, sanitized for maximum public consumption
and economic profit.6>

Stripped of radical political context and enveloped in a sort of generalized
anti-establishment nostalgia, “The Sixties” have retained the air of rebelliousness,
but with this declensionist narrative there is also a distinct sense of an ending. That
“The Sixties” were over after 1969 seems obvious given the temporal endpoint, but
what, exactly, ended? Insisting that there is a clearly demarcated end-point in this
story (i.e. Altamont) is an effective denial of the fact that dissident movements

continued to exist after 1969. The critical upheaval throughout North American

64 For example, Reebee Garofalo, Rockin’ Out.

65 For a discussion of how the counterculture was coopted and marketed, see Thomas Frank, The
Conquest of Cool: Business Culture, Counterculture, and the Rise of Hip Consumerism (Chicago:
University of Chicago Press, 1997).
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society did not subside at this point. In fact, it intensified throughout the early 1970s
- this was the decade of Weather Underground bombings in the United States, and
the FLQ crisis in Canada, when the sexual revolution burgeoned into feminism, the
Front de libération des femmes, and the open celebration of queer genders and
sexualities. And what of 1972, the year that massive strikes throughout Québec
demonstrated the vulnerability of the capitalist economic system - a vulnerability
made all the more glaring because of the energy crisis and warnings about the
devastating effects that pollution was having on the planet’s natural environment?
In many respects, the year 1969 marked the beginning, not the end, of Québec’s
most intensive years of creative, noisy resistance.

The linear narrative provided by histories of popular music in this era has a
very real influence on how we hear, and thus understand, “The Sixties.” In addition
to foreshortening history, the musical narrative - which so often stands in for the
general cultural narrative too - also represents a very white, male story. Figures
such as Janis Joplin and Jimi Hendrix stand out precisely because they are deviations
from the norm. The Sixties, this narrative seems to imply, were really all about
young, white men - and American men, at that. Even when it has been applied to
Canada, this “Sixties” narrative has been profoundly Ameri-centric.

Attentive readers will by now be wondering where Montréal stands in this
discussion. The hard truth is that the American story of the Sixties has such power
that it continues to hold great influence over the Canadian version of events.
Readers of Doug Owram’s history of the Canadian baby-boom generation, for

example, might be forgiven for thinking that little of musical import happened north
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of the 49t parallel. Owram insightfully remarks that rock‘n’roll music “may be the
best place to begin in trying to understand the changes that occurred” during the
1960s.6 Yet the vast majority of the people and events he discusses are American.
While a few key Canadian artists such as the Guess Who or Neil Young are briefly
mentioned, Owram’s treatment of music would seem to paint a picture of a Canada
completely overtaken by American cultural imperialism.

More recently, the difficult relationship between Canadian musicians and the
Anglo-American culture industries has been taken up by Ryan Edwardson, in both
Canadian Content and his more recent work Canuck Rock.t” The latter work, in
particular, fleshes out the history of Canadian music in the 1960s and ‘70s without
making it seem too derivative of its American counterpart, and traces the role
played by music in the creation of a particular brand of Canadian nationalism. This
analysis offers a more sophisticated treatment of music in Canada during this period
- an approach that is largely lacking in Canadian historiography of the nineteen-
sixties and -seventies. However, Québec gets short shrift in Edwardson’s story.
While he does acknowledge that Québec was “years ahead” of Canada in terms of
using music to mediate a national sense of self,%8 his discussion of Québec occupies a
scant four pages of his narrative. Limiting the discussion in such a way

unfortunately works to deny the explosive nature of Québec’s cultural

66 Doug Owram, Born at the Right Time: A history of the baby-boom generation. (University of Toronto
Press, 1996).

67 Ryan Edwardson, Canadian Content: Culture and the Quest for Nationhood (University of Toronto
Press, 2008); and Canuck Rock: A History of Canadian Popular Music (University of Toronto Press,
2009).

68 Edwardson, Canuck Rock: 10.
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transformation during the 1960s and 1970s.° What's more, it misses the
importance of Montréal as the epicentre of musical production and consumption in
Québec.70

Clearly, defining a soundtrack representative of Canada’s sixties and
seventies has been a somewhat difficult task. How much room should be given to
American works? How to include Québec? Even these basic questions reveal larger
issues at stake in the historiography of these years - years defined by resurgent
English-Canadian nationalism in the face of increased American investment in the
Canadian economy and the prevalence of American popular culture in the Canadian
mass media, as well as the efflorescence of Québécois nationalism. With this in mind,
it should come as no surprise that the assumptions underlying the typical Sixties
Soundtrack are the same that have, until recently, structured the historiography. I
will briefly summarize the major assumptions and trends in this, and more recent,
historiography - maintaining that while our academic understanding of this era has
been greatly expanded, the popular narratives about “The Sixties” have not yet
integrated the insights of more current research. This has resulted in a ‘Sixties
Soundtrack’ that now sounds tired, tinny, and nostalgic. Following the

historiographical analysis I will take a few moments to ask how it might be possible

69 Neglecting Québec artists also works to obscure a growing scholarly interest, especially since the
1990s, in Quebec’s cultural history. For an interesting overview, see Colin Coates, “Introduction:
Practices of Culture in Francophone Quebec,” Canadian Historical Review Vol. 88 no. 1 (March 2007):
1-5.

70 For an interesting review of a key site of musical consumption in Montréal - the discothéque - see
Jean V. Dufresne, “Sur un air des Beatles ou de Charles Aznavour” Magazine Maclean (July 1965): 17-
19, 42. Historians of music in Canada might also consult Elaine Keillor's Music in Canada: Capturing
Landscape and Diversity (Montréal/Kingston: McGill-Queen’s University Press, 2006) which
acknowledges the importance of Charlebois and L’Osstidcho, but which limits this discussion to a
scant few pages (understandable, given the wide temporal scope of music she covers).
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to reconstruct, as it were, the sonic memory of this period, constructing a new
soundtrack, or soundtracks, with sounds that are more representative of Montreéal
during this dynamic period of its history.

The idea mentioned above, that of the ‘long sixties’, is a periodization that
attempts to expand the temporal frame of “The Sixties” to somewhere between the
mid-1950s and the mid-1970s. The extended periodization that characterizes the
‘long sixties’ approach is, quite simply, an attempt to place the turbulence of the
mid-twentieth century within a longer arc of history. This approach is one that
emerged as a response to historiographical debate about the dominance of
narratives based on the personal experiences of former participants in (or at least
sympathizers with) the American New Left. These histories were largely movement
or organizational studies of groups such as Students for a Democratic Society (SDS)
(and in Canada, the Student Union for Peace Action (SUPA) and the Company of
Young Canadians (CYC)). Thus the student movement’s rise and decline often
became a stand-in for the wider upheavals of the 1960s in general.

Writing in an era of resurgent conservatism, authors such as Todd Gitlin,
Maurice Isserman, and James Miller, all former movement activists, had a vested
interest in upholding the transformative potential of the New Left’s social, cultural,
and political critique, while also having to explain its collapse in the face of Nixon’s
‘silent majority.” As such, those who narrated their histories implied a story of
declension. The early gains of the student movement were slowly eroded by
countercultural elements or revolutionary radicalism (usually personified by the

Weather Underground), which ultimately destroyed the left and paved the way for
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conservative right-wing resurgence.”! This is the version of history which is
replicated in our typical Sixties soundtrack. It is short, declensionist, dominated by
male perspectives, and almost myopically American.

The narrative of declension that was utilized by early movement historians
was usually reinforced by a standard explanatory trope of generational rebellion.
This generational trope is based upon the disproportionate visibility of youth in the
1960s, and is backed up with the authority of demographic statistics. However,
frameworks that reduce the period’s heated and systemic political turbulence to the
level of demographics and youth psychology seem a touch too simplistic, and may
also miss important elements of the larger picture. More to the point, such
explanatory tools are predicated upon a sense of generational exceptionalism that
has haunted the ‘baby boom’ since its inception, and has therefore pervaded, all too
thoroughly, the historiography.

The Canadian literature is no exception to this rule. By and large, both
Anglophone and Francophone histories of these decades in Canada focus on
generational rebellion and student politics. Titles such as Born at the Right Time or

La generation lyrique focus on youth and use generational differences as a central

71 The importance of America’s culture wars of the 1980s and 1990s in terms of their influence on
historians’ understandings of the 1960s can hardly be overstated. The playing out of these ‘wars’
through 60s historiography has spawned a whole sub-genre of polemics and bitter diatribes as
historians battled over the highly contested terrain of one of America’s most vibrant decades. See, for
example Allen ]. Matusow, The Unravelling of America: A History of Liberalism in the 1960s (New York:
Harper & Row, 1984); Howard P. Morgan, The 60s Experience: Hard Lessons About Modern America
(Philadelphia: Temple University Press, 1991); Todd Gitlin, The Twilight of Common Dreams: Why
America is Wracked by Culture Wars (New York: Metropolitan Books, 1995); David Burner, Making
Peace With the Sixties (Princeton, New Jersey: Princeton University Press, 1996); Roger Kimball, The
Long March: How the Cultural Revolution of the 1960s Changed America (San Francisco: Encounter
Books, 2000); and a recent ‘corrective’ of accusations of hedonism, Maurice Isserman and David
Kazin, America Divided: The Civil War of the 1960s 2nd ed. (New York: Oxford University Press, 2004).
Using the counterculture as a scapegoat, of course, also absolved movement veterans-turned-
scholars from taking a good, hard look at the weaknesses and tensions within the student movement.
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explanatory factor, while other books, such as Une douce anarchie or Chronique
d’une insurrection appréhendée, focus on the radicalism of the student movement.”?

The centrality of student politics in the histories that appeared throughout
the 1980s and 1990s meant that such narratives obviously neglected many other
aspects of the era’s upheavals. While the student movement provided one
particularly vibrant critique of Cold War politics and cold war culture, there were
many other voices of critique during this time - Civil Rights, Anti-War, and
Feminism, to name just a few. Thus, it is hardly surprising that by the mid-1990s a
new cohort of “sixties” historians became concerned with expanding the scope of
the scholarship beyond the narrow confines of the New Left.

One of the first issues addressed by this new cohort was their predecessors’
focus on the primarily white, middle-class student movement - a focus that had
come at the expense of other groups, notably women and African-Americans. This,
as we have seen, is a defect that is also present in our soundtrack of this era. Both of
these narratives tell the story of the sixties from a very privileged perspective, i.e.
that of white, middle-class males. However, throughout the 1990s, the voices and
stories told from the perspective of second-wave feminists, Black Power and Red
Power advocates, as well as those involved in the gay liberation movement, gained
increasing attention from historians. Looking at the history of this period from these

other perspectives also made clear the importance of decolonization theory and

72 Doug Owram, Born at the Right Time; Francgois Ricard, with Donald Winkler, trans. The Lyric
Generation: The Life and Times of the Baby Boomers (Toronto: Stoddart Publishing Co., 1994); Jean-
Philippe Warren, Une douce anarchie: les années 68 au Québec (Montréal: Boréal, 2008); Eric Bédard,
Chronique d’une insurrection appréhendée (Sillery: Septentrion, 1998).
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national liberation movements in Africa and South East Asia.”? These fresh
approaches not only challenged the extent to which white males had monopolized
the memories of the period’s radicalism, but also provided an alternative
periodization by tracing the trajectory of movements that were active well beyond
1969. It was partly through this focus on movements whose real gains were not
registered until the 1970s (such as feminist politics, gay liberation, or the
environmental movement), that the ‘long sixties’ as a periodizing concept has gained
ground.

In many ways, these approaches can help us see how the historiography
might be better understood as an attempt to categorize the various expressions of
disenchantment, discord, and dissent that have since become consonant with our
historical understanding of the mid-twentieth century. In other words, the
historians have been busy trying to categorize all the different voices that were
making themselves heard at this time. The long sixties as an era which saw the loud
voicing of critique allows us to regain a sense of cohesion when surveying the vast
upheavals of the period. Civil Rights, the anti-war movement, decolonization,
feminism, gay rights, ecology, “counterculture,” the New Left, the New Right, the
student movement, labour, and a whole variety of other protests all participated in
(and helped create) a generalized culture of critique, one extending far beyond
educated elites. Social and cultural critique was, in a sense, democratized and

brought to bear upon oppressive circumstances in a vast array of areas: sexual

73 See especially Sean Mills, The Empire Within (2010).
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relations and gender norms; race and ethnicity; socio-economics, politics, and the
cultural differences pervading our day-to-day lives.

Of course, one cannot speak of a “democratization” of critique without
addressing the global aspects of this era. As debates about the 1960s and ‘70s
moved away from historical explanations based on personal experience and
political contingency towards approaches that incorporated deeper structural
analyses, the ‘global’ roots of the era’s upheavals began to emerge. Thus there is a
growing cohort of historians who are dedicated to the study of how global
perspectives and discourses of internationalism became ubiquitous during the
1960s. Decolonization and national liberation movements were perceived as part of
a world-wide anti-imperialist struggle. Student radicals from diverse and disparate
locales took advantage of a transnational public sphere, claiming solidarity with
their brothers and sisters as far flung as Japan, Mexico, Czechoslovakia and France.
Revolutionary developments in communications and transportation technologies
combined to reduce space through time, shrinking the world, revealing the
deepening interconnections between the local and the global - bringing, to borrow a

phrase from Marshall McLuhan, “the global village” within view.”* Québec’s activists,

74 Marshall McLuhan, excerpt from The Gutenberg Galaxy, reprinted in Eric McLuhan & Frank
Zingrone, eds. Essential McLuhan (Toronto: Anasi Press, 1995): 126. A few key texts that [ would
situate within this “global sixties” school include Karen Dubinsky, Catherine Krull, Sean Mills & Scott
Rutherford, New World Coming: The Sixties and the Shaping of Global Consciousness (Toronto:
Between The Lines, 2009); Paul Berman, A Tale of Two Utopias: The Political Journey of the Generation
0of 1968 (New York: W.W. Norton & Co., 1996), which compares student radicalism in the United
States to similar movements around the world; British historian Arthur Marwick’s massive and
unimaginatively titled The Sixties: Cultural Revolution in Britain, France, Italy and the United States
(Oxford: Oxford University Press, 1998), a comparative analysis of the demographics, economies,
state-security apparatus, technological innovations, intellectual and artistic trends, of Britain, France,
Italy, and the U.S. (which will be discussed in more detail below); Jeremy Varon's, Bringing the War
Home: The Weather Underground, the Red Army Faction, and the Revolutionary Violence of the 60s and
70s (Berkeley: U of California Press, 2004), a comparative history of revolutionary violence and its
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in particular, situated their struggle within the context of global decolonization and
national liberation movements. They lived, that is, as self-reflecting agents in a time
when time had annihilated space, when ideas of freedom voiced in Paris one day
could echo in Montréal the next. They seized modernity as a moment of opportunity
and not only as a juggernaut smashing their everyday worlds. This ‘globalized’ view
is essential, as Sean Mills has argued, to a proper understanding of political activism
during the later years of Québec’s “Quiet Revolution.”’>

Recent historiography and the ‘culture wars’ in United States and United
Kingdom have clearly pitched the third quarter of the twentieth century as a site of
acrimonious debate. But one thing that both sides could likely agree upon would be
that “The Sixties” were cacophonic years. Indeed, it is instructive that the voters
behind Richard Nixon’s terms in office were described as a “silent majority” - those
who had grown tired or fearful of the shouting in the streets and wanted a ‘return’
to social harmony. The third quarter of the twentieth century witnessed a

proliferation of voices - voices asserting the presence of radically different

roots in a critique of imperial / colonial systems; and Jeremi Suri’s Power & Protest: Global Revolution
and the Rise of Détente (Cambridge, Mass: Harvard University Press, 2003). Also of note is the
growing literature on 1968, a year which has come to represent the epitome of the ‘global’ sixties. See
Kristin Ross, May 68 and Its Afterlives (Chicago: University of Chicago Press, 2002); Elaine Carey,
Plaza of Sacrifices: Gender, Power & Terror in 1968 Mexico (Albuquerque N.M.: University of New
Mexico Press, 2005); Kieran Williams, The Prague Spring & Its Aftermath: Czechoslovak Politics, 1968-
1970 (Cambridge: Cambridge University Press, 1997); Paulina Bren, “1968 East and West” in Gerd-
Rainer Horn & Padraic Kenney, Transnational Moments of Change: Europe 1945, 1968, 1989
(Lantham: Rowman & Littlefield, 2004): 119-135; Carole Fink, Philipp Gassert & Detlef Junker, eds.
1968: The World Transformed (Cambridge: Cambridge University Press, 1998); and Mark Kurlansky,
1968: The Year that Rocked the World (New York: Random House, 2005). Some of the more popular
titles include David Caute, Year of the Barricades: A Journey Through 1968 (New York: Harper & Row,
1988) or Charles Kaiser, 1968 in America: Music, Politics, Counterculture & The Shaping of a
Generation (New York: Grove Press, 1988), both released in time for the 20t anniversary of ‘68. See
also Robert Vincent Daniels, Year of the Heroic Guerrilla: World Revolution and Counterrevolution in
1968 (New York: Basic Books, 1989) and Jules Witcover, The Year the Dream Died: Revisiting 1968 in
America (New York: Warner Books, 1997).

75 Mills.
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subjectivities. Some of the loudest shouts came from the margins of society, and the
explosion of Québécois nationalism is a case in point.

There has been a clear evolution in historical thought about the 1960s and
1970s - at the scholarly level, at least. From New Left student movements to
superstructural changes to an emphasis on the global nature of dissent, the stories
we tell about ‘The Sixties’ have become more democratic and more sophisticated
over the years. So why has our soundtrack of this era remained largely the same?
How might a different - less reductionist, simplistic and clichéd - soundtrack
promote new awareness of the dynamics of this period? How can we talk about
music in the ‘60s and ‘70s without falling into the same old narratives and
explanatory tropes? Québec, one submits, offers at the very least an alternative
soundtrack - one that contains offerings that are radically distinct from the staples
of Anglo-American cultural historiography. And perhaps a meditation upon the
Québec case will serve a more general purpose of rousing the field of ‘Sixties
Scholarship’ from the dogmatic slumbers and repetitive time-lines that have

characterized it for too long.”¢

Historiography and Québec’s “Quiet Revolution”
A significant obstacle to any such wider acknowledgement of the Québec case
in Sixties scholarship is constituted by the reified and problematic summing-up of

the province’s history in this period under the heading of the “Quiet Revolution.” For

76 Chapter Two offers an analysis of musical styles in Québec and Montréal, putting local talent front
and centre as an example of an alternative sixties’ soundtrack.
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why should North Americans in general attend to a revolutionary moment whose
passivity, tranquillity, and quietness is known at the outset?

For the average student of Canadian or Québécois history, it may not seem
strange that Québec’s particular experience of the 1960s and ‘70s has been
designated the “Quiet Revolution” - or, to use its French-language equivalent, “Ia
révolution tranquille” But it is a strange and contradictory term. As Québec
sociologist Dorval Brunelle wrote in La désillusion tranquille (1978):

Concédons d'emblée que la signification de 1'expression elle-méme est pour
le moins ambigué: on n'a pas l'habitude de rencontrer deux mots aussi
antithétiques au sein d'une méme formule. On a l'impression ici d'étre
berné: comment une révolution peut-elle étre tranquille? Comment la
«tranquillité» sur le plan social ou individuel, peut-elle constituer un
ferment révolutionnaire? Ne serions-nous pas abusés par les termes? La
premiere difficulté que souléve cette expression en est ainsi une
d'interprétation des événements en cause: on ne sait pas trés bien de quoi il
s'agit quand on utilise l'expression «Révolution tranquille», mais quoi qu'il
en soit, cela aurait été a la fois révolutionnaire et tranquille.””

As Brunelle argues, the expression “Quiet Revolution” seems to be
deliberately contradictory and obscure.”® Indeed, labelling Quebec’s third quarter of
the twentieth century in such a way is by no means a politically neutral procedure. It
is one, on the contrary, saturated in particular values and preferences. Since the
1960s, the term “Quiet Revolution” has tended to downplay the noisy and
widespread nature of dissent (and dissonance) that occurred during this period of
the province’s history. In doing so the appellation serves a specific political agenda -
one of marginalizing the unquiet, unaccommodating and unyielding aspects of

Québec’s years of transformation. It implies a process whose limitations were

77 Dorval Brunelle, La désillusion tranquille (Montréal: Hurtubise, 1978): 11.
78 Ibid.
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inscribed in its very beginning. It is the general thesis of this dissertation that by
1965 the “revolution” in Quebec had become decidedly noisy, a fact which is
demonstrated through three chapters of analysis of Montréal’s urban soundscape,
Québec’s history of music, and language in Montréal. The fifth chapter goes a step
further, suggesting, through an exploration of incidents of silencing, that continuing
to reference this period of Quebec’s history as a “Quiet Revolution” is generally
unsound - unless we come to see that the term “Quiet Revolution” in fact serves a
political-nationalist agenda designed to shore up notions of Canada as a “Peaceable
Kingdom.”

The following paragraphs explore, briefly, the history of the term “Quiet
Revolution” and its place in the historiography of Quebec’s 1960s and 1970s, while
paying special attention to works which consciously address the sonic nature of the
events often brought together under this heading. Following this historiographical
discussion there is an explanation of the methodology behind this project. The
introduction concludes with a summary of the themes and topics covered in
Chapters Two, Three, Four, Five and Six.

The term “Quiet Revolution” / “révolution tranquille” refers to the process of
rapid modernization and socio/cultural change that followed the death of Québec
Premier Maurice Duplessis on 7 September 1959. Duplessis’ departure from the
political scene is thus read retrospectively as a signal of the end the period known as

la grande noirceur’® (“the long darkness”) - i.e. the dark and conformist 1940s and

79 For background on the Quiet Revolution, see Pierre Godin, La Révolution tranquille (Montréal:
Boréal, 1991); Alain-G. Gagnon and Mary Beth Montcalm, Québec: Beyond the Quiet Revolution
(Toronto: Nelson Canada, 1990); Jean-Louis Roy, La marche des Québécois: le temps des ruptures
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‘50s. This common historical narrative describes the grande noirceur as a time when
French-Canadians were dominated by both a backwards-looking Catholic Church
and an authoritarian provincial government run by Duplessis’ Union Nationale
party, in cahoots with Anglo-American financial interests which kept the province’s
French-speaking labourers confined to low-paying (and often deafening) industrial
jobs.80 In such accounts, Duplessis’ death and the subsequent electoral victory of the
provincial Liberals signalled a key turning point in Québec’s history, a period of
awakening that precipitated the province’s ascent to modern nationhood. This
period of awakening and modernization is characterized as the “révolution
tranquille” or “Quiet Revolution”.

Jocelyn Létourneau has demonstrated the interpretive imbalance of this
traditional narrative. He shows how students in Québec often come away with an
understanding of this period of history as one that entails a simplistic dichotomy of
a backward ‘before’ and a modernized ‘after.”8! More recent works examining this
period of Québec’s history have critiqued the traditional narrative on precisely
these grounds. They draw attention to critical voices that challenged Duplessis’ and

the Church’s hegemony before 1960.82 Works such as these might suggest that the

(Montréal: Leméac, 1976); Robert Comeau, Jean Lesage et I'éveil d’une nation: les débuts de la
révolution tranquille (Montréal: Presses de I'Université du Québec, 1989).

80 Michelle Lalonde, in her famous poem “Speak White”, described this situation with the famous
lines: “...nous sommes un peu durs d'oreille / nous vivons trop prés des machines

/ etn'entendons que notre souffle au-dessus des outils.” (“...we are a bit hard of hearing / we live too
close to the machines / and hear only our breathing over the tools.”). An analysis of this poem
appears in Chapter Four.

81 Jocelyn Létourneau and Sabrina Moisan, “Mémoire et récit de 'aventure historique du Québec chez
les jeunes Québécois d’héritage canadien-francais: coup de sonde, amorce d’analyse des résultats,
questionnements” Canadian Historical Review Vol. 85 no. 2 (June 2004): 325-356.

82See, for example, Michael D. Behiels, Prelude to the Québec’s Quiet Revolution: Liberalism versus Neo-
natoinalism, 1945-1960 (Kingston/Montréal: McGill/Queen’s University Press, 1985); Nicole Neatby,
Carabins ou activistes? : 'idéalisme et la radicalisation de la pensée étudiante a I'Université de Montréal
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real ‘quiet’ revolution happened in the late 1950s, when people only whispered
about ideas that would, a decade later, inspire clamorous shouting in the streets.
This dissertation adheres to a notion of the “long sixties”, a term popularized
by historians who recognize that the currents of change which swept that decade
had origins in the 1950s and continued into the 1970s. For the purposes of this
dissertation, “Quiet Revolution” is given a similar treatment: it is intended to
reference a period of accelerated change that extended into the 1970s. Québec
scholars such as Sean Mills, Caroline Durand, and Léon Dion, for example, have
demonstrated how the term “Quiet Revolution,” which initially referred to the
period between 1960 and 1966, has since become a catch-all for the 1960s and
1970s.83 Most historians of Québec now point to 1976 as the end-point of the “Quiet
Revolution” - the year René Lévesque led the Parti Québécois to electoral victory.
The “revolution” experienced by Québec throughout the 1960s and ‘70s -
that is, the political, economic, social and cultural awakening of the Québécois
people - was in reality anything but quiet, especially in its largest urban metropolis,
Montréal. So why do historians continue to refer to this period of Québec’s history
as quiet? The origins of the terms “Quiet Revolution” / “révolution tranquille” are

revealing. Contrary to popular belief, the designation of this period of history as

au temps du duplessisme (Montréal/Kingston: McGill/Queen’s University Press, 1999); E.-Martin
Meunier and Jean-Phillippe Warren, Sortir de la « Grande Noirceur » : L’horizon « personnaliste » de la
Révolution tranquille (Sillery : Les éditons du septentrion, 2002); Michel Gauvreau, The Catholic
Origins of Québec’s Quiet Revolution (Montréal: McGill/Queen’s University Press, 2005). For insight
into left-wing activity before the Quiet Revolution, see Robert Comeau and Bernard Dionne, Le droit
de se taire : histoire des communistes au Québec, de la Premiére Guerre mondiale a la Révolution
tranquille (Outremont : VLB Editeur, 1989); Andrée Lévesque, Virage a gauche interdit : les
communistes, les socialistes et leurs ennemis au Québec (Montréal : Boréal express, 1984).

83 Sean Mills, The Empire Within; Caroline Durand, “Entre exportation et importation: la création de la
chanson québécoise selon la presse artistique, 1960-1980” Revue d’histoire de 'Amérique francaise
Vol. 60 no. 3 (2007): 295-324; Léon Dion, La revolution déroutée, 1960-1976 (Montréal: Editions
Boréal, 1998).
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“tranquil” was not invented by Francophone observers or historians. Rather, the
term was first used by Anglophone journalists attempting to understand the
situation in Québec. As Léon Dion and others have reported, the term “Quiet
Revolution” was first used by the English-language media. In 1961, Dion claims,
Brian Upton used the term in an article for the Montreal Star. That same year, Peter
Gzowski repeated it in an issue of Maclean’s.8* Indeed, Gzowski spent that year in
Montréal and published a series of articles in both Maclean’s and its French-
language counterpart Le magazine Maclean, analysing what he dubbed the “Quiet
Revolution” in Québec.8> Despite his best efforts, Gzowski failed to understand the
depth of what was happening in Québec. In 1964 he declared that the “Quiet
Revolution” had already been won, and expressed consternation that French-
Canadian nationalists continued to “criez encore plus fort”. With typically oblivious
Anglophone privilege, Gzowski informed his readers that it was time Québec
nationalists piped down and listened to what Anglophones had to say.8¢

That Anglophones such as Upton and Gzowski were responsible for
characterizing and popularizing the term generally applied to a predominantly
Québécois phenomenon is revealing of the power dynamics at play during this era,
when English-speaking people held a disproportionate amount of power and
prestige in a majority-Francophone province.8” For the meantime, consider the fact

that it was only later that “Quiet Revolution” was translated from English into its

84 Dion, La revolution déroutée: 47.

85 Peter Gzowski, “Lettre ouverte aux nationalistes Canadiens-francais,” Le magazine Maclean,
novembre 1964: 10.

86 [bid.

87 The always crucial issues of how Québec speaks and how this linguistic particularity is reflected in
politics will be dealt with in Chapter Four.
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slightly less audible equivalent, ‘révolution tranquille, which points less to a sonic
dimension of quietude and refers more to a general idea of calmness.

By the early 1960s, the concept of a quiet revolution was by no means new.
In the year or so before Duplessis’ death in 1959 the term was used by Globe and
Mail journalists to describe such disparate subjects as Pakistani democracy and
Canadian medical practices.?®8 However, by 1963 the concept was already being
widely associated with the situation in Quebec.8° Two of the earliest and most
consistent applications of “quiet revolution” to Quebec can be found in the work of
journalists Anne MacDermot and Thomas Sloane. MacDermot used the term to draw
specific attention to the paradox inherent in Quebec’s election of a female cabinet
minister (Claire Kirkland-Casgrain) when the province still denied women many
basic rights. MacDermot sensed the contradiction between the term and her subject
matter, writing that the “revolution that is now sweeping the province” was in fact
“not-so-quiet” after all.??

Thomas Sloane used the term several times in 1963, and later took
advantage of the sonic incongruence between the actual happenings in Quebec and
the idea of a “quiet” revolution for the title of his book Quebec: The Not-So-Quiet

Revolution (1965).°1 “There are perhaps other words [than revolution] that could be

88 William French, “Pakistan struggles bravely despite political and economic problems” Globe and
Mail 9 July 1959: 7; “Monteith sees revolution in mental health program” Globe and Mail March 28
1960: 15; “178 young MDs aided in studies by auto pioneer” Globe and Mail 9 Nov. 1961: 10.

89 It is an interesting coincidence that 1963 was also the year that witnessed the first wave of FLQ
bombings, and is thus arguably the point at which the “Quiet Revolution” began to get noisy.

90 Anne MacDermot, “French Canadians enjoy new role” Christian Science Monitor 30 April 1962: 4;
Anne MacDermot, “Paradox in law confronts woman minister” Globe and Mail 21 Feb. 1963: 15.

91 Thomas Sloane, “A sort of English René Lévesque?” Globe and Mail 3 Aug. 1963: 6; “Demand for
fiscal autonomy,” Globe and Mail 20 Nov. 1963: 7; Thomas Sloane, Quebec: The Not-So-Quiet
Revolution (Toronto: Ryerson Press, 1965).
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used to describe [the process being experienced in Quebec],” Sloane wrote. “But
when we consider the tremendous scope and impact of what is going on in Quebec,
when we think of the speed and depth of the evolution of thought and institutions,
the world revolution is not too strong.” Referring specifically to the idea of a “quiet”
or “tranquil” revolution, he continued:

It is not a violent affair, except in some of its extremities; neither is it entirely
consistent in all its parts. And perhaps the adjective quiet has been
overworked in describing it. It is a lusty, brawling, enthusiastic and
occasionally angry forward movement that often disagrees within itself. It is
a vital movement that includes large measures both of action and
reflection.?2

That Sloane, writing in 1965, could argue that the adjective “quiet” was already
“overworked,” reveals the widespread use of the term. Léon Dion noted that René
Lévesque also fretted about over-use of the idea.?® One more example: Nick Auf der
Maur, commenting on how patronage and corruption were alive and well in Québec,
quipped that by the late 1960s the “Quiet Revolution” had become “the years of the
Quiet Restoration”.%4

So if those who were popularizing the idea of a “Quiet Revolution” were also
quick to point out the contradictions inherent in the term, why has it stuck? And
why have the majority of Québec’s and Canada’s historians, who know very well that
this period was one of the most vibrant and dissonant in Canadian history,
consistently failed to question the use of such a misleading term? [ would suggest
that this failure is due to the specific political agenda followed by Canada’s ruling

liberal order. To admit the cacophonous and dissonant nature of Québec’s 1960s

92 Sloane, Quebec: The Not-So-Quiet Revolution: X-Xi.

93 Dion, La Révolution déroutée: 47.

94 Robert Chodos and Nick Auf der Maur, Quebec: A Chronicle - 1968-1972 (Toronto: Lorimer, 1972):
3.
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and ‘70s would be to admit the deep contradictions and inequalities inherent in our
country’s colonial past. In standard university curriculum textbooks and popular
histories of Canada, the idea of the “Quiet Revolution” is used to downplay the
revolutionary nature of this period and to reinforce the idea that Canadian history
has been, by and large, devoid of serious conflict. In short, to perpetuate the idea of a
“Quiet Revolution” is to perpetuate the notion of Canada as a “Peaceable Kingdom”,
rather than giving due to the hundreds of thousands of people who have faced state-
sponsored violence, repression, and even death in their struggle to make Canada
and Québec more just and equitable societies. As Brunelle put it, it just might be that
during the Révolution tranquille, the revolution inherent in Québec’s “social
contradictions” was effectively “tranquilized” by the government.?>

Perhaps a few examples might serve here to reinforce the point. Let us begin
with an article used in university-level history courses at one of Canada’s top
universities: David Seljak’s “Why the Quiet Revolution was ‘Quiet’: The Catholic
Church’s Reaction to the Secularization of Nationalism in Quebec after 1960.”9¢
Writing about the fundamental changes within the Catholic Church at this time
(especially the reforms of the Second Vatican Council), as well as the waning
influence of the Church on Québec society and culture, Seljak argues that “generally,
Quebec society avoided... the history of schism experienced by France, Italy, Mexico,

Spain and other Catholic countries.” Statements such as this understate the kinds of

95 Brunelle: 12.

96 David Seljak, “Why the Quiet Revolution was “Quiet”: The Catholic Church’s Reaction to the
Secularizaiton of Nationalism in Quebec after 1960” CCHA Historical Studies 62 (1992): 109-24 in ].M.
Bumsted, Len Kuffert, and Michel Ducharme, eds. Interpreting Canada’s Past: A Post-Confederation
Reader, 4t edition (Oxford University Press, 2012): 368-377.
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changes that did occur within Québec’s religious order while also positing Québec as
an anomaly by asserting its difference from other countries experiencing similar
change during this era. In addition, presenting this article as the key example of
“why the Quiet Revolution was ‘Quiet’” leaves out a great deal of other socio-
political factors at work in modernity in Québec - not to mention the questionable
tactic of using the Catholic Church as the key indicator of social stability when (as
Seljak points out) the Church’s power throughout the province was in sharp decline.

While reams of paper have been sacrificed to histories of Québec’s twentieth
century,”” only a very small handful of authors have directly addressed the concept
of a “quiet” vs. “noisy” revolution. Take, for example, Donald Cuccioletta and Martin
Lubin’s article “The Quebec quiet revolution: a noisy evolution.”® Challenging the
historiography of Québec’s twentieth-century modernization, ranging from the
revisionists who claim that the “Quiet Revolution” was part of a longer process of
change and modernity in Québec to the traditionalists who feel that this was indeed
a period of rupture, the authors of this article argue that modernity was well
underway prior to 1960 and that “the Quiet Revolution was less a revolution and
more a noisy evolution.” Pointing to important post-war developments such as the
publication of Borduas’s Refus global (1948) and the Asbestos Strike (1949), the
authors make the important point that “the myth of modernity as stemming from
the Quiet Revolution was an elite construct” and that “actual modernity had in fact

already emerged from the masses and their popular culture.” Here they point (albeit

97 See, for example, aforementioned texts by Behiels; Neatby; Meunier and Warren; and Gauvreau.
98 Donald Cuccionletta and Martin Lubin, “The Quebec quiet revolution: a noisy evolution,” Quebec
Studies, 36 (Fall/Winter 2003): 125-138.
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tangentially) to some of the sonic factors involved, such as CKAC radio broadcasts of
music from Radio City Music Hall in New York City during the interwar years and
Montréal’s popularity as a world-class centre for jazz music. “There were more jazz
clubs per capita in Montreal in the forties and fifties than in New York,” they remind
us, and while this may be true, and while their article proves a necessary
intervention into the simplistic before-and-after narrative typical of histories of the
“Quiet Revolution”, Cuccioletta and Lubin’s article declines to explore the reasons
why Québec’s post-war “evolution” was, as they put it, “noisy.”??

Popular historian and satirist Will Ferguson, in his book Bastards &
Boneheads: Canada’s Glorious Leaders Past and Present, has a chapter dedicated to
the events of October 1970, in which he argues that with the October Crisis the
“revolution turn[ed] noisy.”190 While the October Crisis is obviously the case-in-
point for questioning the validity of the ‘quietness’ of the Quiet Revolution,
Ferguson’s chapter displays many of the negative tendencies inherent in typical
histories of this key event in Canadian history. No history of the “Quiet Revolution”
would be complete without dealing with the FLQ kidnappings and Trudeau’s
decision to call the army into Montréal, and yet (as far as | am aware), very few
histories of the “Quiet Revolution” have paid sufficient attention to the background
of events leading up to October 1970. Somehow the eight years of nationalist
struggle preceding 1970, the global context of radical revolutionary liberation

movements (of which the felquistes felt themselves to be very much a part), and the

99 Ibid.
100 Will Ferguson, Bastards & Boneheads: Canada’s Glorious Leaders Past and Present (Vancouver:
Douglas & McIntyre, 1999): 196-208.
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active labour and anti-poverty movements, all receive but abbreviated
treatments.1%1 Other phenomena - such as Montréal’s 1968 St. Jean-Baptiste parade
riot, the 1969 strike of the Policemen’s Brotherhood (which created a crucial
precedent of the army being called out in the streets), Mayor Jean Drapeau’s
criminalization of public protest, the atmosphere of heightened linguistic tensions
after Operation McGill frangais and the riots in Saint-Léonard - are all glossed over
or left out completely. In such foreshortened histories it becomes all the more easy
to dismiss the FLQ as a bunch of crazed fanatics, and to justify Trudeau'’s decision to
enact the War Measures Act. However, when all the other historical factors are
taken into account, the crisis of October 1970 becomes suddenly much more
understandable, more a logical outcome of historical factors and repressive
government policies than a random act of lunatics. Within a broader context, it
becomes much easier to understand why many Québécois were sympathetic to the
FLQ’s demands, and why many Canadians were appalled at Trudeau’s decision to
suspend civil liberties across the nation. The October Crisis was not evidence of a
“noisy revolution” - more accurately, the Crisis was evidence of a silenced
revolution. The five years of political dissonance and cultural cacophony leading up
to 1970 were by no means quiet - until a dreadful hush descended upon Montréal in
the early morning of 16 October 1970.

Finally, a selection of histories of Montréal helped provide background
context for a deeper understanding of Québec’s largest city. Thanks to the efforts of

dozens of talented historians over the past two decades, many of them associated

101 One important exception is Sean Mills’ excellent work on Montréal’s 1960s.
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with the Montréal History Group, works examining the city’s social and cultural
history has acquired a depth and subtlety often missing in other Canadian centres.
Michele Dagenais has developed an environmental historiography focused on
Montréal that suggests the extent to which Montréal imposed a new order upon
nature and shows how Montrealers sought to manage this relationship.192 Denyse
Baillargeon has imaginatively explored the ways Montréal families coped with the
Great Depression.103 Magda Fahrni has explored the ways in which families coped
with the challenges of reconstruction after 1945 and has shown how the politics of
resistance was gendered; she has also explored the extent to which Montrealers
negotiated the risks and perils of industrial modernity.1%¢ Suzanne Morton has
explored the gambling habits of twentieth-century Montrealers (among other
Canadians),1%5 and Jarrett Rudy, having explored the cultural history of the city’s
tobacco smokers,1% has embarked upon a fascinating exploration of modernity and
the regulation of time in the city (and in Québec in general).197 These are only some

of the scholars who have profoundly enriched our understanding of Montréal’s

102 See especially Montréal et I'eau. Une histoire environnementale (Montréal: Boréal, 2011); with
Stéphane Castonguay, Metropolitan Natures. Environmental Histories of Montreal (Pittsburgh:
University of Pittsburgh Press, 2011); and Faire et fuir la ville. Espaces publics de culture et de loisirs a
Montréal et Toronto, XIXe et XXe siécles (Sainte-Foy: Presses de I'Université de Laval, 2006).

103 Making Do: Women, Family and Home in Montreal during the Great Depression, trans. Yvonne Klein
(Waterloo: Wilfrid Laurier University Press, 1999).

104 Magda Fahrni, Household Politics: Montreal Families and Postwar Reconstruction (Toronto:
University of Toronto Press, 2005); “La lutte contre I'accident’. Risque et accidents dans un contexte
de modernité industrielle,” in David Niget and Martin Petitclerc, eds., Pour une histoire du risque
(Québec:, Presses de 1'Université du Québec, 2012, 181-202.

105 Suzanne Morton, At Odds: Gambling and Canadians 1919-1969 (Toronto: University of Toronto
Press, 2003).

106 Jarrett Rudy, The Freedom to Smoke: Tobacco Consumption and Identity (Montréal and Kingston:
McGill-Queen’s University Press, 2005).

107 “Do you Have the Time? Modernity, Democracy, and the Beginnings of Daylight Saving Time in
Montreal, 1907-1928,” Canadian Historical Review 93, 4 (December 2012): 531-554; “Maternalisme,
conflit de classes et les débuts de I'’heure avancée a Trois Riviéres, de 1918 a 1937,” Revue d’histoire
de 'Amérique frangaise 66, 3-4 (hiver-printemps 2013): 395-417.
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history. Their work means that a sonic historian, although proposing a new way of
understanding the city’s past, works within a rich and well-developed

historiographical context.

Methodology

Listening across a diversity of sources including music, press reports, and
government documents, I arrived at certain questions to guide this research. What
can sound tell us about Montréal’s particular experience of modernity? What was
loud and noisy? What was quiet or silent? Why? How has this decade been sonically
represented - is there a particular ‘soundtrack’ that has become generally
representative? More specific questions include: What kinds of sounds were
becoming prevalent in Montréal, and which were becoming less so? What kinds of
sounds were being broadcast by the media? What kinds of sounds were artists and
musicians producing? What kinds of noises were prevalent in the streets? What did
the press have to say about noise and silence, and how did they say it? Which voices
might have been heard loudest and which were straining to be heard? Were certain
voices or noises silenced? How might this have been achieved, and for what
reasons?

These questions serve as guidelines for my methodology, which involves two
basic strategies: listening for key “earwitness”198 reports, largely published in the
print media; and listening to audio recordings, mostly music but not entirely.

Regarding the first: while it seems contradictory to attempt to construct an audible

108 The term is Schafer’s, “a source that reports experience of sound,” and is therefore an aural
equivalent of the “eye-witness.” Schafer: 8.
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past using silent print sources, Will Straw has argued that in Montréal during the
1960s and ‘70s “the newspaper remained the primary vehicle for news and
information.”1%° Thus articles from major dailies such as the Montreal Gazette, the
Montreal Star, Le Devoir, and La Presse provided the primary source materials for
the project. Other publications, such as the left-wing Francophone journal Parti pris,
the mainstream newsmagazine Le magazine Maclean, the underground newspaper
Logos, and the Sir George Williams University student newspaper The Georgian also
proved valuable. The Georgian, a student newspaper neglected by historians in
favour of the higher profile McGill Daily, was particularly informative, especially
given that students at Sir George were more likely than their McGill counterparts to
have been born-and-bred Montrealers. In each case special attention was paid to
any and all articles dealing with sound, noise, music, or silence.

A survey of Montréal’s major newspapers for literal and figurative references
to noise, sound, and silence revealed moments of heightened attentiveness to the
soundscape, as well as moments when sound or silence became prominent
discursive devices. The media survey revealed the presence of “earwitnesses” — such
as Montréal Gazette editor Andrew Collard, who displayed a persistent concern for
issues of noise abatement; journalist Brian Stewart, who provided key “earwitness”
accounts of contentious moments in Montréal municipal politics; or David
Migicovski, a citizen who launched a community movement against the aircraft
noise at Dorval airport. Press accounts also revealed noisy moments in Montréal’s

history, such as the roar that met Charles De Gaulle’s declaration of “Vive le

109 Will Straw, “Tabloid Expo,” in Rhona Richman Kenneally & Johanne Sloane, Expo67: Not Just A
Souvenir (Toronto: University of Toronto Press, 2010): 225.
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Québec...Libre!” in 1967, or the noise of whistles, chants and marching that could be
heard heading westwards to confront McGill in March 1969. Reports also revealed
silences, such as those arising from Mayor Drapeau’s criminalization of public
protest, Premier Bourassa’s outlawing of outdoor music festivals, or the heavy
silences d’octobre that occurred during the FLQ crisis of 1970.

The second methodological strategy involved attending to the actually
audible. Music plays a large role in the dissertation, especially in Chapter Three, and
references to dozens of recordings appear in the subsequent pages. Continued
references to Robert Charlebois in both the Francophone and Anglophone press
made it clear that his music was particularly representative of Montréal’s musical
milieu.l1% Another key discovery was composer/poet Raoul Duguay and his
participation in L’Infonie, an avant-garde musical ensemble under the direction of
Walter Bourdieu. Duguay’s inspired use of sound-poetry and L'Infonie’s avant-garde
compositions are unique products of their Québécois milieu, and their recordings
are a treasure trove for historians of sound and the sixties.

Many of the recordings referenced throughout the thesis are given additional
context via musical reviews and analysis from Francophone magazines such as Sept-
Jours, Perspectives, and Le compositeur canadien. Non-musical audio sources
consulted include documentary and feature films, archived radio and television
broadcasts, and private video clips uploaded and made available on the internet. A
handful of other sources such as government publications and internet blogs helped

fill in some of the gaps.

110 An analysis of his life and music take up a significant portion of Chapter Two.
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Assembling all these sonic fragments together into a coherent narrative
presented a challenge. Events often overlapped, making a strictly linear narrative
tricky, if not impossible. It was easier to conceptualize and assemble the research
thematically. This study therefore departs from traditional histories in that it makes
little attempt to provide a comprehensive linear narrative of this particularly
vibrant period in Montréal’s history. Rather, we will approach different facets of the
city’s soundscape through a series of studies or sonic snapshots. Just as Sherry
Simon’s work Translating Montreal uses the concept of translation to unpack
“fragments of the social history of Montreal,”111 this dissertation is the result of
listening for and unpacking fragments of the sonic history of Montréal. In this sense,
the dissertation owes more to the idea of tape montage, collage, or pastiche than it
does to traditional literary narrative: diverse elements of Montréal’s soundscape are
juxtaposed to reveal themes and connections in terms of sound, noise, music and

silence.

Chapter Summaries

Throughout North America as a whole, the early 1960s were characterized
by a drastic increase in loud noises. Montréal, as one of Canada’s largest cities, was
by no means immune from this deafening trend. Canadian composer R. Murray

Schafer, who was living in Montréal at the time, has said that 1965 was perhaps the

111 Sherry Simon, Translating Montreal: Episodes in the Life of a Divided City (Montréal: McGill-
Queen’s University Press, 2006): 16.

54



loudest period in human history.1? The ‘revolution’ experienced by Québec
throughout the nineteen sixties and seventies was in reality anything but quiet,
especially in its largest urban metropolis, Montréal. Montréal in those decades was
an exceedingly noisy place. Just as the Industrial Revolution announced its presence
with the sounds of the factory, the steam engine, and the railroad, Québec’s rapid
post-war modernization was proclaimed with the din of huge construction projects,
the roar of jet aircraft and increased road traffic, transistor radios that blasted the
new and aggressive sounds of rock'n’roll, as well as the shouts and clamour of
protest and labour movements - in other words, the human sounds of those who
bore the brunt of Quebec’s brave new modernity.

“There may be some noise in the province,” Quebec’s transport minister
declared in 1966, “but it is the symphony of progress.”113 The idea of a “symphony of
progress” is central to Chapter Two, which begins with an exploration of the church-
bell in Montréal’s historical soundscapes before delving into more detailed
discussions of the relationship between urban noise and notions of “progress” in
Montréal in the 1960s and early 1970s. If one kind of sound predominated
Montréal’s soundscape in the mid-1960s, it would be the sounds of construction:
heavy machinery, the clear ring of tools striking metal, the hum of generators and
compressors, and huge trucks rumbling through the streets. Between 1965 and

1975 Montréal residents experienced thousands of ground-shaking dynamite blasts,

112 See: “La Semaine du Son 2010 - Murray Schafer,”

http://www.youtube.com /watch?v=]X9VzICmKpA (last accessed 15 Aug. 2014); as well as his
forward to Jean Francois Augoyard & Henry Torgue, eds. Sonic Experience: A Guide to Everyday
Sounds: xi-xvi.

113 James Ferrabee, “Quebec Now ‘Symphony of Progress™ 3 Gazette Feb. 1966: 29.
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as workers and engineers transformed Montréal’s physical landscape with dozens of
major construction projects. In the mid-1960s the city built an underground metro
system, and 250,000,000 tons of earth and gravel from the excavation were
transported and dumped as fill in the St Lawrence river,114 creating the island
complex that would house the Expo 67 exhibition grounds. Throughout the decade,
new highway projects such as the Turcot interchange razed entire neighbourhoods
to the ground. The Ville Marie tunnel and Complex Desjardins transformed
downtown, while just to the east a giant new broadcasting tower was erected to
house the Canadian Broadcasting Corporation (CBC). Montréal’s East End was
further transformed through the early 1970s as construction began on the athletic
facilities for the 1976 Olympics - a project so costly that Montréal taxpayers only
finished paying it off some thirty years later. Another keynote during this era in
Montreéal was the ear-piercing screech of aircraft, which, especially during Expo 67,
became a highly contested site of debate. The role played by noise pollution in the
decision to build Mirabel airport is another major focus of Chapter Two.

Montréal was at the epicenter of shifts in Québec musical culture, and
Chapter Three is devoted entirely to music. The discussion opens with an
historiographical analysis of the problems inherent in creating national music
narratives, particularly in Québec. There then follows a detailed discussion of how
Québec musicologists have set up two particularly Québécois genres, chanson and
Yéyé, as binary opposites, resulting in an elevation of chanson as the central example

of nationalist musical production in Québec, while at the same time dismissing yéyé

114 [nderbir Singh Riar, “Montreal and the Megastructure c. 1967,” in Keneally & Sloane: 194.
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as a degraded product of cultural imperialism and consumer capitalism. Chapter
Three also explores how, in 1960s, cultural critics tied the unbridled sonics of rock
music to larger societal fears about urban disorder, dismissing rock ‘n roll music as
little more than noise. Robert Charlebois, one of Québec’s most beloved singer-
songwriters, is the focus of the second half of Chapter Three, which examines the
happenings of 1968 and 1969 and Charlebois’ deliberate use of noise and feedback
to reflect his experience as a modern, urban Montrealer.

The fourth chapter focuses on the human voice and what is perhaps the most
well-known question about sound in Montréal: language and language politics.
Examining how language became a central vector of nationalism during the 1960s -
for both Anglophones and Francophones - the chapter examines various sites of
linguistic debate: the project to define and catalogue a particularly “Canadian”
English; debates within the Francophone community over language purity; and the
political debates about joual (a Québec-specific argot) as a key signifier of
decolonization for Québécois nationalists. This chapter also examines several noisy
events related to language and the loudness of voices in public space: Charles De
Gaulle’s declaration of “Vive le Québec..libre!”; the passage of the Confederation
Train through Montréal; the McGill francais movement; and the riots over language
and education that erupted in the Montréal neighbourhood of Saint-Léonard.

Chapter Five differs somewhat from its predecessors, in that its focus is not
on noise but rather on the absence of noise. The central theme of the chapter is
silence and silencing. It begins with an historiographical analysis of how ideas of

Canada as a “Peaceable Kingdom” actually serve to silence political discord within
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the historical record. The chapter then moves into a discussion of the anti-
demonstration bylaws passed by Montréal municipal council in 1967, 1968 and
1969, which were specifically designed to silence political dissent in the name of a
“silent majority.” The “silent majority” also became central to the 1970 election of
Québec Premier Robert Bourassa, a “quiet” technocrat whom the media portrayed
as the best option for voters who felt that Quebec’s “Quiet Revolution” had become
too cacophonous. Chapter Five also takes on an analysis of the October Crisis, both
in terms of silences within the historiography as well as the actual leaden silence
that fell upon Montréal with the enactment of the War Measures Act on 16 October
1970. This chapter seeks to demonstrate how, by the 1970s, Québec’s “Quiet
Revolution” can be more accurately understood as a silenced revolution.

“This city is getting to be a noise maniac’s paradise,” bemoaned one of
Montréal’s journalists in 1966.115 While the “revolution” here may have been less
violent than in other places, in Canada’s urban metropolis, things were literally
becoming louder and louder. With such a cacophony of voices, noises and sounds, it

”n

is clear that during the “Quiet Revolution,” Montréal engaged with a multi-
dimensional (and often deafening) modernity in a particularly energetic way. As
such, this thesis contends that Montréal between 1965 and 1975 was anything but a
quiet place undergoing a “revolution tranquille.” By listening actively to the sounds
of the city, by placing these sounds in their soundscape and attending to their

reverberations across time and space, we are able to pose new questions about

Montréal - and about the country in which it is located, since to question the “Quiet

115 Al Palmer, “You said it,” Gazette 12 July 1966: 3.
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Revolution” is also to question the Peaceable Kingdom in which this revolution
supposedly took place. Given the preponderance of sound, both human and
mechanical, an analytical perspective focused on the sonic aspects of Montréal’s past
may provide some fresh insights to the histories of both Canada as “Peaceable

Kingdom” and Québec during the so-called “Quiet Revolution”.
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Chapter 2

“A Symphony of Progress”:
Montréal’s Changing Urban Soundscape

“[T]he general acoustic environment of a society can be read as an indicator of
social conditions which produce it and may tell us much about the trending and
evolution of that society.”

- R. Murray Schafer, The Soundscape.t

Faded sounds of the past

“When a city is transformed by time,” wrote Andrew Collard, “people most
often speak of ‘the changing scene,’ and of how different the city looks to what it
used to be. But the sounds of a city change as much as its appearance. A city comes
not only to look different, but to sound different. Every generation of Montrealers
has had its own sounds, [but] the sounds of yesteryear are heard only in the
memory.”? Collard acted as editor-in-chief of the Montréal Gazette for almost two
decades, but his real love was history. He held a master’s degree in history from
McGill University, was married to an historian, and wrote a weekly historical
column titled “All Our Yesterdays.” Collard had an unusually keen ear for the sounds
of the past. “The teaching of history in the future may well have to include sound-

tracks,” he wrote in 1969, “the clip-cop of a horse on a city street, the clang of the

L R. Murray Schafer, The Soundscape: The Tuning of the World (Rochester, VT: Destiny Books, 1977):
7.
2 Andrew Collard, “The Sounds of Old Montreal,” Gazette 21 May 1966: 6. [emphasis added].
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tram bell, the clank of the broken chain, the comfortable, reassuring, sleep-making
click-clack of the rails...”.3

Collard’s weekly historical column occasionally presented wonderful
‘earwitness’ testimony to the faded sounds of Montréal’s past, providing aural
‘snapshots’ of an urban soundscape in modernity’s flux. Two topics that appeared
frequently in his sonic-histories, and are of particular interest to this chapter, were
the changing sounds of traffic and of music. These kinds of sounds bear witness to
the material progress of Montréal’s urban environment. The clip-clop of horses
hooves on cobblestones was gradually replaced by the clang-clang of the trolley bell
and the screech of streetcar rails, then by the particularly wintery sound of chain-
clad tires on icy, snowy, pavement. By 1965, all of these sounds were extinct, except
perhaps for the nostalgic horse-drawn carriages that still carry tourists through the
streets of the Old Port. By the mid-1960s, buses had replaced streetcars,
automobiles had replaced horses, and snow-tires had obviated the need for chains.
The city was changing, and its soundscape was changing too.

One of the subjects upon which Collard lavished detail was the changing
musicality of Montréal. In his columns one can discern a move from music as a
public and communal experience to that of music as a private and individual affair.
Writing of Montréal in the mid-1800s, Collard tells of how military bands would
play on the Champ de Mars, and how the British garrison officers from nearby St.
Louis street would gather to listen. He also remarked on how “sometimes, at the

close of a long summer day, the sympathetic tones of a coronet came floating

3 Andrew Collard, “No click-clack,” Gazette 13 May 1969: 6.
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weirdly over the house-tops.”* The sounds of martial music would have been
commonplace to Montrealers’ ears, but would likely have been heard quite
differently by those within ear-shot. To Anglophone Montrealers, this was a familiar
and reassuring noise, proof of their control and dominance over the city’s streets.
For French Canadians, however, the sounds of Anglophone armies may have
sounded quite different, eliciting frustrating feelings associated with their political,
cultural, and economic submission to the Anglophone elites.

But martial music wasn’t the only melodious sound to be heard in Montréal.
Less elite forms of entertainment echoed in the streets. “In the street itself,” Collard
wrote, “wandering minstrels had recently introduced the banjo,” another spectacle
that would draw curious listeners to the street corner or city square.> Collard also
reminds us of the old organ-grinders, itinerant musicians who were among the last
to provide music on the streets before such things were severely curtailed. Between
the 1920s and 1950s there was a trend across North America of enacting noise
bylaws and city ordinances against panhandling and itinerence.® Such laws were
usually informed by upper-class desires for quiet and order, and were also, in many
cases, based on racist assumptions about the ‘foreignness’ of the folk who wandered
the streets plying their musical trades.

In the early years of the twentieth century, there would have been as many as
fifty organ grinders wandering the streets of Montréal. “Heard too closely, the street

organ’s puffs and wheezes were distracting,” Collard wrote. “But heard a block

4 Andrew Collard, “Rare music,” Gazette 6 April 1968: 6.

5 Ibid.

6 Lilian Radovac, “The ‘War on Noise’: Sound and Space in LaGuardia’s New York,” American
Quarterly Vol. 63 no. 3 (Sept. 2011): 733-760.
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away, through an open window in a morning in early spring, the music of the hurdy-
gurdy man might echo with the very spirit of remote romance. There would be a few
minutes pause, as the hurdy-gurdy man carried his street-organ another block, to
set it down again on its leg. Then his other tunes, always including “La Marseillaise,”
could be heard growing fainter and fainter, as he moved into the distance.”” One of
Montréal’s last organ-grinders was Arthur Lachapelle. Collard describes him in his
later years, as an old man in a worn brown wide-brimmed hat, who had “a solemn
way of bowing his thanks whenever a coin was given him.” Lachapelle played his
hand-organ on Ste. Catherine Street, under the cover of the Morgan’s department
store canopy, into the 1950s. But by that time the old hurdy-gurdy man was little
more than a curiosity, a relic of a bygone era. “Today everyone has music in their
homes,” Lachapelle is quoted as saying, “There is no need to go far to hear what they

would like.”®

The sound of bells

One of the most striking changes in modernizing Montréal could be heard in
the city’s bells. The sound of church bells is one aural element that links present-day
Montréal to its past. Yet, as modes of transportation and modes of music-making

both became mechanized, these new technologies produced a change in the sonic

7 Collard, “Rare Music.”
8 Ibid.
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environment. As a consequence, though one can still hear church bells in Montréal,
they are heard in a very different context than before.?

“If church steeples define the landscape in towns and villages across Quebec,”
stated a recent feature article in the Globe and Mail, “church bells have long shaped
their soundtrack.”1? To this day, approximately 80% of Canada’s bells are situated in
Québec, an aural reminder of the importance of the Catholic church to Québec’s
history.11 With regards to Montréal, Mark Twain is often credited as giving the city
one of its nicknames, ville de cent clochers: “city of a hundred bells.” Michel Rowan,
Québec’s leading campanologist, estimates that there are approximately 1,500 bells
in the 500 churches on the island.1? Yet, while any resident of Montréal will still hear
pealing bells every day, this sound is no longer the predominant feature of the
soundscape that it once was, just as religion is no longer the predominant social
force that is was up until the 1960s.

As Alain Corbin has written about the village bells of France, church bells
used to play a vital role in regulating both the time and space of village life. Corbin’s
Village Bells is widely acknowledged as a masterwork on the aural history of bells,

which he reveals to have been complex markers of time, place and community -

9 The history of church bells is surprisingly understudied in Quebec, especially given the fact that
religion has long been a favourite subject of its historians and social scientists. Fran¢ois Mathieu
claims that most of the historiography surrounding bells relates to their use as musical items, but
does point to a handful of publications that deal with Francophone North America’s ringing relics.
See Pierre-Georges Roy, Toutes petites choses du Régime frangais, Vol. 2 (Quebec: Garneau, 1944);
Clarence d’Entremont, “L’histoire des cloches acadiennes: celles du Port-Royal,” Yarmouth Vanguard,
Feb. 6 1990; and Jeanne Pomerleau, Métiers ambulants d’autrefois (Quebec: Guérin, 1990).

10 [ngrid Peritz, “The ringing relics of Quebec’s past,” Globe and Mail 24 December 2011: A11.

11 Frangois Mathieu, Les Cloches d’église du Québec, sujets de culture (Québec : Septentrion, 2010): 12.
12 See, for example, Colette Godin, ed. Montréal, la ville aux cent clochers: regards Montréalais sur les
lieux de culte (Montréal: Editions Fides, 2002), and Marian Scott, “B is for Bells - ‘gift from god’.”
Gazette, 26 June 2007, accessed online at

http://www?2.canada.com/montrealgazette /features/atoz/story.html?id=85826ff9-d64a-4df6-
91dd-6f843d5ffe49 (last accessed 5 June 2012).
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aural signals that structured the daily habitus of French villagers. Take, for example,
the role of the bell as a marker of time. Before the advent of clocks (our modern
time-pieces), the ringing of the church bell would have been the only regular
auditory signal of the passage of time, what Corbin describes as “the temporal
architecture of life.”13 This particular way of marking the passage of time has a very
different feel to it than from our modern habits of clock-watching. Corbin describes
the difference as essentially one between qualitative time (bells) versus quantitative
time (clocks). In an earlier time, the peal of bells marked out sacred or meaningful
moments throughout the week or the day. As the bell was rooted in space, up in the
church bell-tower, it helped create a sense of time as rooted and immobile. As
Corbin puts it: “Listening to a bell conjures up a space that is by its nature slow,
prone to conserve what lies within it, and redolent of a world in which walking was
the chief mode of locomotion. Such a sound is attuned to the quiet tread of a
peasant.”14

Along with their function in marking out the slow passing of the hours,
church bells also served (and continue to serve) as religiously-sanctioned markers
of birth, marriage, and death. Many people also held superstitious beliefs that bells
had the power to dispel storms, ward off demons, speed the dead towards heaven,

or summon angels.’> As one of the loudest features of the pre-modern man-made

13 Alain Corbin, “Identity, Bells, and the Nineteenth-Century French Village,” in Smith, Hearing History
- A Reader: 190-191.

14 Corbin: 184.

15 This superstition finds a curious parallel in modern motorcycle culture: some bikers attach small
“guardian” bells to their machines in order to ward off the “gremlins” that can cause mechanical
failure or accidents. There is even a company dedicated soley to the manufacture and sale of these
trinkets: http://www.guardianbell.com/ (last accessed 14 Aug. 2014).
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soundscape,'® the sound of a bell was supposed to be heard throughout the parish’s
geographical territory. In this capacity it would also be used to warn residents of
approaching perils - fire, flood, or invasion, or, in the case of Québec during the First
World War, conscription agents.”

While the sound of a church-bell had many meanings depending on the
context within which it was rung or heard, its main purpose was as a
communication tool to alert or appeal to the churchgoing community. In this respect
church bells were symbols of community, but as Francois Mathieu points out, they
were also artefacts of an élite. Positioned at the top of the highest tower in the town,
the church bell’s location was as symbolic as it was functional. A symbol of the
Lord’s Voice from on high, unseen and untouchable, the bell in its tower was also
meant to conjure a sense of the social elite as the “highest-placed interlocutors of
the people.”1® This function was literally inscribed upon the body of the bell itself:
church bells often bear the names of prominent citizens who contributed funds
towards their purchase.

Clearly, then, bells are rich signifiers of a religious community’s history. In
this respect, the story of Montréal’s gros bourdon, the largest bell atop Notre Dame
Basilica, is worth a few words. As mentioned above, it is important that the loudness
of a bell is relative to the size and geographical extent of its congregation, for the call
to mass must be heard by all members of the church community. While for a long

time Notre Dame was the only church in Montréal, gradually it lost members to

16 The use of “man-made” here is deliberate: the vast majority of manufacturing, building, and
landscaping projects in human history were undertaken by men.

17 Mathieu: 59.

18 Jbid.: 27.
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other churches established across the island. In order to guard Notre Dame’s status
as the first and biggest church, it was decided that a larger edifice was needed, along
with newer bells. The two bell towers of the new Notre Dame were built between
1830 and 1843, and in the spring of 1841 church officials communicated with
Charles and Thomas Mears, directors of Whitechapel Bell Foundry in London. The
brothers Mears had furnished churches with hundreds of bells, including Dunstan,
“the great bell of three tons and tenhundredweight they had made for Canterbury
Cathedral,” Lincoln Cathedral’s Big Tom, as well as bells cast for churches from
Trinidad to Québec. The Mears Brothers’ Whitechapell Bell Foundry is also
responsible for two of the most famous bells in the world: Westminster’s Big Ben
and Philadelphia’s original Liberty Bell. The bells of Notre Dame are therefore
among good company.

Mears were asked to cast ten regular-sized bells for Notre Dame, as well as
one big one, le gros bourdon, which was to weigh 15,000 Ibs. - over 4000 lbs. heavier
than Big Tom, and the biggest bell the foundry had made to date. When this bell was
finished, curious crowds came look upon it in amazement at the Whitechapel
foundry.1® The large bell had been inscribed with the words getotiamini, dum venio.
Omnis spiritus laudet dominum, “Trade, till | come. Every spirit praise the Lord”, and
bore emblems of commerce and agriculture.?? This inscription says much about
Montréal’s status as the British Empire’s largest North American trading centre.

On 20 October 1843 the gros bourdon entered Montréal “in a triumphal

procession. Draped and decorated and placed in a six-wheeled wagon, it was hauled

19 Mathieu: 102-113; Andrew Collard, “Of many things...” Gazette, 15 Nov. 1969: 6.
20 Mathieu.
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from the dock to Place d’Armes by strong arms pulling on cables.” At Place d’Armes
the bell was greeted with the welcoming peals of its ten sisters, which had been
installed in the Tour de Tempérence earlier that year. Le gros bourdon of Notre
Dame was baptised by Monseigneur Bourget with the name Jean-Marie Baptiste,
and then - with the aid of no fewer than 16 men - was rung for the first time at noon
on Christmas eve. However, a mere six months later, apparently on the eve of Saint
John the Baptist's day, the bell’s “glorious voice became suddenly cracked and
harsh.” Experts climbed the tower and discovered that the huge bell was flawed -
there were two or three fractures visible on its surface. Upon weighing the bell it
was discovered that it did not weigh as much as the original contract had stipulated.
The bell was broken into pieces, removed from the tower and shipped back to
London. Rather than taking the unfortunate event as a rebuke of their immodesty
and pride in wanting the world’s largest church bell housed in their church, the
church officials requested the bell be re-cast with an added twelve tonnes: a bell at
York had already supplanted Jean-Marie’s claim as the largest bell, and Notre
Dame’s churchmen were not about to give up their claim to the title!?1

The second bell arrived safely in Montréal and after it was baptised, this time
as Saint-Jean Baptiste, preparations were made to raise it to the tower. As Andrew
Collard wrote, this “formidable task” occupied the whole of 21 September 1848.
Ropes and pulleys were borrowed from the Montréal and Lachine Railroads, and the
bell was heaved, inch by inch, up to its tower home. The ascent took almost three

hours, and when the bell reached the window through which it was to pass it was

21 Mathieu; Collard, “Of many things...”.
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discovered the window was too small. The bell was left dangling ponderously while
masons frantically widened the opening.?? One can only imagine the anxious state
this must have caused the church elders, who had already been forced to replace
one bell and confronted the prospect of yet another bell crisis.

Finally le gros bourdon was safely lodged in its new home that evening.
Collard writes that “The deep voice of the new ‘bourdon’ was even more powerful
than that of its predecessor. It sounded over the island and the river, and was heard
as far away as the mountains of St. Hilaire.” The mission of the church officals was
successful - while Montréal was still relatively small and compact, Notre Dame’s
bells would drench the city “in iron seas of sound...”.?3 It provided a solidly sonic
reminder of the supreme power that the Catholic church held over the citizens of
Montréal.

As the city of Montréal grew and changed over the years, the bells at Notre
Dame (le gros bourdon in the western tower, and its ten sisters in the east), were
called upon to provide various - often secular - services. During the springtime of
1866 there were plans to ring out a warning should Irish armies, with help from
Fenians in Montréal, invade from the United States. It was declared that in such a
case the alarm would be given by fifteen strokes of le gros bourdon, followed by two
minutes of silence, then fifteen more strokes, after which the carillon in the eastern
town would ring for several minutes.?* Mercifully for locals’ eardrums, this warning

never had to be given.

22 Collard, “Of many things...”.
23 Jbid.
24 Ibid.
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In an interesting convergence of modern and pre-modern communications
technologies, the Corporation of Montréal once requested that a telegraph wire be
attached to one of the bells to aid in communicating the event of fire. Collard tells of
how “through the day and the night one of the bells in the eastern tower sounded
the fire alarms. The number of strokes indicated [which] quarter of the city where
the fire had broken out.”?> This was not the only introduction of electrical
technologies related to the bells of Notre Dame. The task of ringing le gros bourdon
required the strength of sixteen men. With the advent of electricity it became
possible to electrify the ringing mechanisms, thereby eliminating the need for so
many arms pulling on the ropes. Although many churches were at first hesitant to
introduce this kind of modern labour-saving device, one that began to appear in
Québec churches in the 1920s, any uncertainties were eliminated when, in 1956,
Pope Pius XI approved the installation of electric mechanisms in Rome’s churches.?6

Over time, as modern technologies began to compete not only with the
Catholic Church’s bells but also with its traditional views of society and culture, and
as church bells became the subject of various appropriations, the rules surrounding
them became increasingly circumscribed. In this regard, Frangois Mathieu points to
La documentation catholique No. 1290 (1958), which outlined some of the rules
involved in using bells, including a very specific prohibition of electric amplification
or imitation of the sound of church bells.?” (The rule did allow for such innovations

in case of certain carillons). It is interesting to note that in 1965, as details emerged

25 Ibid.
26 Mathieu: 42.
27 Ibid.: 43.
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regarding a carillon that was being planned for Expo 67, some of the old
apprehensions surrounding the sonic simulation of church bells resurfaced,
demonstrating the anxieties inherent in the transition from religious harmony to

modern disonnance.

Sun Life's electric carillon: “electronic marvel” or “synthetic sound machine”?

Québec’s transition from a hierarchical Catholic society - reflected in the
harmony and well-ordered measures of its religious bells - to a society defined by
the cacophony of modern industrial and commodity capitalism, was a transition that
many French Canadians found to be unsettling. In the autumn of 1965, Montréal was
already preparing for the giant international exhibition it was to host in 1967. The
Corporation of Montréal had sent out a call for local businesses to take an active part
in the World's Fair, and the Sun Life Insurance Company had answered this appeal
with a unique idea: to fund the installation of an electric carillon atop the Lévis
tower on Ile. Ste. Hélene. Sun Life envisioned that this instrument could serve as
"the official musical voice of Expo.” The idea of an electric carillon seemed inspired,
a unique blend of tradition and modernity which reflected this dual character of
Montréal itself. Yet within weeks of the announcement of their intentions, what was
at first "only a discreet yet harmonious tinkling" soon risked "becoming a deafening
cacophony."?8

A carillon, to the uninitiated, is a set of bells (at least twenty-three), tuned to

each other by half-tones, and so able to play pieces of music over two or more

28 Yves Margraff, "La Sun Life se fait sonner les cloches," Le Devoir 5 Nov. 1965: 11. [My translation,
S.D.J.]
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octaves. The bells are attached, via cables, to a console that resembles a piano
keyboard except instead of keys there are stops which the carillonneur or
carillonneuse plays with her fists and feet. One of Canada's most famous carillons is
atop the parliamentary Peace Tower in Ottawa, but in Québec the most acclaimed
carillon can be found at St. Joseph's Oratory, a site of religious pilgrimage perched
atop the western part of Montréal's namesake mountain. The carillon at St. Joseph's
has a rather illustrious history. According to Francois Mathieu, its history begins in
1952 when the Paccard bell foundry in France cast a carillon of forty-eight bells
destined for the Eiffel Tower. However, when that project fell through, it was
installed instead in a public park in the town of Asineres-sur-Seine. It was here that
Father Elphege Brassard (who at one point was involved in the broadcast of Catholic
radio programming) heard them. Enchanted, he requested that they be loaned to
Montréal's Oratory for the occasion of that institution's 50th anniversary, in 1954.
Many Montrealers found the notion of St. Joseph’s boasting its very own carillon a
pleasing one. Thanks to donors, the set of bells stayed in Montréal. The carillon's
inaugural concert, 15 May 1955, was performed by Emile Vendette, Ottawa's Peace
Tower carillonneur. The next year the Oratory hired Emilien Allard as resident
carillonneur, a position he held until 1975.2°

As news of Sun Life's project broke, in the autumn of 1965, a small but
determined group of purists — Allard would find himself among them - organized
against it. Calling themselves "le Comité des amis du carillon" (the Committee of

Friends of the Carillon), the group was initiated and led by Mme Lucie de Vienne, a

29 Mathieu: 119-121.
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French expatriate who had had a brief singing career in the 1930s and who was
involved in Québec television during the 1950s and 1960s. The committee claimed
to have the support of some of Montréal's musical élite, including Montréal
Symphony Orchestra (MSO) conductor Wilfrid Pelletier and operatic tenors Raoul
Jobin and Léopold Simoneau. Although it would be logical to assume that opposition
to Sun Life's plans was based on the fact that the city already had a world-class
carillon, this in fact was not the case. The opposition's primary focus was, rather,
informed by an elitist, traditionalist philosophy that looked down on modern
electronic music and opposed the project on the grounds that the electric carillon
was nothing but an ersatz copy of a revered instrument, little more than "a synthetic
sound machine."30 "Synthetic sounds are striving toward a form of expression

through the medium of electronics, but as yet, this is in its infancy," claimed a
commentary printed in the Gazette, "Efforts to reproduce the sound of a bell are in
themselves not entirely successful - a suit of such substitutes can but multiply the
inadequacies which must be covered by layers and layers of sound. [...] Should the
City of Montreal embarrass the holders of a Worldwide Expo by accepting a
substitute for the real thing, in place of a carillon of bells?"31 Lucie de Vienne, the
committee's head, had such distain for the project that she refused to even use the
term "music" in connection with the electronic project.32 Indeed, Montréal's musical

élite was well known to be made up of patricians disdainful of anything other than

“high culture.” At the same time, they were not undiscerningly noting that, for all the

30"Carillon for Expo?" (letter to the editor) Gazette 28 Oct. 1965: 6.
31 Jbid.
32"Expo 67," Gazette 15 Nov. 1965: 17.
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new project seemed designed to stabilize the sonic environment, in fact it was
unmistakably part of its modernist transformation.

Emilien Allard, de Vienne and the other members of the Comité des amis du
carillon, in their opposition to Sun Life's proposal, petitioned Mayor Drapeau and
Expo 67's adjunct commissionner general Robert Shaw with a counter-proposal for
the installation of a real carillon on Ile Ste. Héléne. Allard claimed that he had been
working on such a plan since the summer of 1963, which included the construction
of a special tower that would house the instrument as well as a campanile museum,
to be situated on the first floor. Part of his argument for this project centred around
the idea that the location of Ile Ste. Hélene was perfect, as the St. Lawrence river
would carry the sound more clearly and over greater distance than a carillon
situated elsewhere. Allard's proposal also took into account the opportunities
presented by Expo 67. Each nation participating in the exhibition, he argued, could
contribute a bell. The sizes of the bells could be tailored to the financial means (and,
one suspects, the political weight) of each contributing nation.33 Having Expo's
participating members each contribute a bell could also help keep costs down - an
argument made specifically for the benefit of the critics of the Comité, who argued
that a real carillon would be much more costly than Sun Life's electronic project
(which cost approximately $150,000). Lucie de Vienne, speaking on a Radio Canada
broadcast aired 4 November 1965, claimed that she had already approached several

consuls with the idea of an "internationalisation of the carillon,” and had thus far

33 Margraff, "La Sun Life se fait sonner les cloches"; "Expo 67."
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received "favourable" responses.3* The idea of an "internationalised carillon" was
highly symbolic of Expo 67's utopian internationalist ideals: with each member
nation contributing a bell, the end result would presumably be that all the nations of
the world would come together in an expression of musical harmony.

In the end, the Comité des amis du carillon, in effect not much more than a
small but vocal minority, did not win the day.3> Their critics pointed out that while
the idea of an international carillon was nice, there was not enough time, in the
eighteen months left before the opening of the Fair, to have so many bells cast. Sun
Life prepared a long document countering the Comité's objections to "synthetic"
bells by citing "noted" (but unnamed) American and English carilloneurs who
claimed that the electric carillon "was a thing of great beauty with wonderful
possibilities of musical expression” and which had "astonishing results and
effects."3¢ Sun Life also admitted that it had an ulterior motive in calling for an
electronic, rather than a real, carillon, as their longer-term plan was to have the
instrument re-located, after 1967, to their building overlooking Dominion Square,
where it could be used to pipe Christmas music through the downtown shopping
area.

Sun Life's carillon was an impressive undertaking. With 671 ‘bells’ it was
larger than the 610-bell carillon built for the Coca-Cola pavilion at the 1964 New
York World's Fair. Indeed, this previous carillon was most likely the inspiration for

Sun Life's project, as both instruments were constructed by the Schulmerich

34 Yves Margraff, "L'Expo en devenir - Un autre son de cloche" Le Devoir 11 Nov. 1965: 5.

35 Although it was reiterated several times that the Comité had the support of other people aside
from the five representatives of the musical élite, these others were in fact never named.

36 "Expo 67: Ding Dong," Gazette 2 May 1966: 25.
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Carillon Company of Sellersville, Pennsylvania. The New York carillon was also
‘electronic’ - fifty-seven speakers transmitted sounds via a series of electronics that
were housed in fifteen metal cabinets.3” The Sun Life project was no less ambitious.
Basically a modernized version of the technology behind the player piano, the
carillon was controlled by rolls of dotted computer paper, each roll containing
enough information for about twenty minutes of music. The perforations in these
rolls sent signals to the equipment which would then cause a hammer to strike the
appropriate ‘bell’, which were actually 671 small metal bars. The "ping" from this
action could then be picked up by "an electrostatic device" which changed the tone
into electrical impulses. These impulses were then amplified hundreds of thousands
of times and broadcast via forty loudspeakers.38 The carillon was also outfitted with
the traditional console of stops, so that human hands could still wring music from
the electronic device.

On 28 April 1967 Sun Life's Centennial Carillon (as it came to be named)
chimed the public opening of Expo 67 "amidst fanfares and flourish." The insurance
company claimed that its carillon was "the official musical voice of Expo"3° and
indeed the instrument had a strong sonic presence throughout the duration of the
Exposition. At the Fair's opening ceremony it "played"” the official Expo 67 theme
song "Hey Friend, Say Friend," and every day it announced the opening and closing

of the Expo grounds, automatically signalled the hours as the days passed, and also

37 Bradd Schiffman, "Schulmerich Carillions at the New York 's Fair" New York World's Fair 1964/5,
(online source), http: //www.nywf64.com/schulmerich02.shtml (last accessed 14 Aug. 2014).

38 "Automation hits bell-ringing," Gazette, 8 July 1968: 9.

39 "Expo Music Chimes Out," Gazette 29 April 1967: 4.
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broadcast the thrice-daily concerts of resident carillonneur Lucien Hétu.#? After the
Fair closed, the carillon was relocated to Dominion Square where it chimed
"delightful tones" daily at 9 a.m.#1

New forms of capitalism - ones determined to penetrate the daily psychic
lives of citizens - entailed the alienation of those citizens from time-honoured,
religiously sanctioned ways of marking significant moments in life. Residents were
required, like it or not, to reflect upon such changes and ponder their ‘authenticity.’
New spatio-temporal relations made it possible to easily change the location of the
‘bells’ and an orientation towards the future relegated those who protested against
this wide-ranging change in daily life to the margins of public debate. The upshot of
this cultural revolution was a carillon which no longer chimed out a religious
message but functioned as an integral part of a fully consumerist capitalism. In this
respect, though one might imagine the soundscape had stayed the same, its meaning

and purpose had irrevocably changed.

The Urban Soundscape: Quebec's "Symphony of Progress”

While the chimes of the Sun Life carillon, the bong-bong of le gros bourdon
and the ringing of a multiplicity of church-bells might have added pleasant musical
tones to Montréal's urban soundscape, the city's dominant keynote during the
1960s and 1970s was far less pleasing to the ear. Aided by the impetus of Expo 67,
Montréal underwent a massive building boom. Between 1965 and 1975 the city

witnessed an almost constant flurry of construction activity. A quick list of the

40 [pid.
41 "Loves Those Chimes," Gazette 8 July 1968: 6; "Automation hits bell-ringing".
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projects undertaken during this period would include: the underground metro
system, the Turcot highway interchange, Place Bonaventure, Place Radio-Canada,
the campus of Université du Québec a Montréal (UQAM), Place Desjardins, the Expo
[slands, the Olympic Park complex, Place Ville Marie, Place Alexis Nihon/Westmount
Square, the Decarie Expressway, and the Montréal Stock Exchange. In a single year
during the mid-60s, the city issued a record number of building permits, totalling
over $300 million. No fewer than 85% of these were for new construction.*? "It
seems that every other day in Ourtown the gents in the metal helmets start a new
building complex," wrote Gazette columnist Al Palmer. "You can even go as far as to
say that if Ourtown has a complex, it's a building complex. Everywhere you look in
the uptown districts you'll see tower cranes dotting the skyline; you'll see new
shafts of concrete and steel stabbing at the clouds."43 “Montréal n’est plus Montréal,”
editorialized Le magazine Maclean. “C’est un immense chantier, c’est une ville qui
change sans cesse, qui ne cesse de se transformer.”44

The words most often used to describe this period are revealing of the sonic
aspect of this activity, particularly the idea of a "building boom" and the
"extraordinary rise in volume of building construction."*> There is no aspect of
human activity that does not reveal itself in sound, and construction is one of the
noisiest of human endeavours. As mentioned in the introduction to this dissertation,
those who lived through this vibrant period of Montréal's history would have been

more than familiar with the warning whistles, booms, and echoes of hundreds of

42 "Montreal's building boom hits all-time high in '65," Gazette, 3 Jan. 1966: 3.
43 Al Palmer, "The Complex," Gazette 26 Sept. 1966: 3.

44 “Montréal c’est...” Le magazine Maclean décembre 1966): 19-20.

45 "Montreal's building boom...". [Emphasis added.]
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dynamite explosions, the rumble of heavy trucks and machinery, the clear ringing of
tools striking metal, the clanks of chains and bulldozers, the annoying battering of
jackhammers, and the hum of generators, compressors, and general activity. Only an
exceptionally keen-eared Montrealer would have been able to pick out the sound of
church-bells when this din was at its height.

Canadian sound-studies pioneer R. Murray Schafer once said that "wherever
noise is granted immunity, there will be found a seat of power," and this could not
be more true of Montréal during the '60s and '70s.4¢ While construction would have
been by far the noisiest activity in the city, it seems to have been granted an
unstated immunity from people campaigning for noise abatement. Most noise
complaints (with the notable exception of airplane noise, which will be dealt with
below) targeted objects of the new consumer lifestyle, such as muscle cars,
transistor radios, lawnmowers and motorcycles. Indeed, the editors of The Gazette,
who spent years waging a wordy war against noise in the city, were only once taken
to task for their apparent deafness to the clamour associated with construction:
"[You have] failed completely to identify the real offenders," someone complained in
1969, "..the true culprits... are... heavy commercial vehicles in their present form.
Equipment such as trailer transports, dump trucks and cement mixers are
particularly offensive. Engine noise, exhaust discharge and tire noise all contribute

at levels many times those of the picayune transgressors like motorcycle and sports

46 Schafer: 76.
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car drivers...".4#7 But what could account for the willingness of Montrealers to put up
with such an unholy din?

There are many possible answers to this question, but I would like to
highlight two of them. Firstly, those who have to endure loud industrial noises such
as those caused by construction, factories, or airplanes, are usually on the lower end
of the socio-economic scale. Living closer to major transportation hubs such as
airports and freeways, and working blue-collar factory jobs, working-class citizens
are generally more exposed to noise than their middle- and upper-class
counterparts. More affluent people being able to afford quiet places in the suburbs
(or at least apartments with decent sound insulation) and/or work in corporate,
sound-insulated white-collar jobs. Working class people, immigrants, and
marginalized populations struggling to make ends meet generally have more
immediate problems to contend with than noise - although the 'problem' of noise
can be quite serious. Secondly, perhaps the primary reason why the clamour of
construction was largely tolerated in Montréal is that these sounds were considered
the necessary accompaniment of Montréal's material progress. To question the
legitimacy of so much noise would be to question the legitimacy of the city's
embrace of modernity. "There may be some noise in the province," trumpeted Claire
Kirkland-Casgrain in 1966, "but it is the symphony of progress."48

During the lead-up to Expo 67, as the city was transformed and its
soundscape overtaken by the din of man and machine, there was an almost palpable

mood of optimism about Montréal's progress. "Mayor Drapeau and his

47 "The real noise makers," (letter to the editor) Gazette, 4 Aug. 1969: 6.
48 "Quebec Now 'Symphony of Progress," Gazette, 3 Feb. 1966: 29.
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administration deserve full credit for all they have done in giving impulse and
encouragement to changing Montreal," the Gazette editorialized in 1965, "for
helping create the mood of progress that has attracted here the immense amount of
international interest, capital investment and technical knowledge that has enabled
Montreal to share international advantages. So long as Montreal continues to look
outward upon the world, avoiding the parochial mood, and limited and restrictive
definitions, it will have an immense future."4° Over and over, the cacophonous din
created by the rapid change rolling over the face of the city and the province was
romanticized as being "symphonic": "The roar of a hydroelectric dam, the scream of
a chainsaw and the eerie hoot of a diesel whistle" thus became "an industrial
symphony."50 Indeed, it is telling that during the 1970 season of Man and His World
(the yearly exhibition that took over the Expo grounds after 1967) the Québec
pavilion was dominated by sound: "Every corner of the province's steel and glass
box reverberates with the hums, roars, and crashes of industry - of pulp mills and
mines, and of planes, trains and diesel trucks. And everywhere is the constant roar

of the 80-foot waterfall which tumbles from ceiling to floor... This is Quebec: an

economic power.">1

"A Swift, Quiet Ride": The Montréal Metro

One of Montréal's crowning achievements during this period of rapid

development was the city's underground subway system, the metro. Montréal's

49 "International Montreal," Gazette, 24 Nov. 1965: 6.
50 “Sound is in at Quebec Pavilion," Gazette, 18 Aug. 1970: 3.
51 Ibid.
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metro is an important marker of the city's modernity. At the time of its construction,
there were approximately thirty other cities in the world that featured a similar
system, and few that could boast one of the most highly prized qualities of
Montréal's metro: the rubber tires which allowed the trains to move "virtually
noisless[ly].">2 The continued emphasis on the quiet nature of the metro during the
months leading up to and just after its official opening in October 1966 is revealing
of an awareness that the city, at least aboveground, was noisy, and that the other
markers of Montréal's modernity carried with them this negative sonic complement
- despite the romanticized notions of Québécois modernity as a "symphony of
progress."

While civic boosters trumpeted the benefits of Montréal's ultramodern trans-
portation system, the darker side of the metro project has been discussed less
frequently. Constructed at great cost to the city and its taxpayers, this engineering
feat employed thousands of people but was also responsible for the deaths of eleven
workers Kkilled during its initial construction, not to mention suicides facilitated by
the speeding trains. Most likely the metro’s boosters never considered that despite
its marvellous modernity the metro might also function as a suicide machine. The
results of one study, for example, found that between 1986 and 1995 there were
323 suicide attempts in the Montréal Metro.>3 Not everyone found the symphony of

progress bearable. Modernity is widely associated with anomie and a sense of

52 "International Montreal," Gazette, 5 Nov. 1965: 6; "Metro a go-goes," Gazette, 19 April 1966: 3.
53 "The Dream Comes True: Metro Opens," Gazette, 15 Oct. 1966: 1; Guy Chartrand, "Les 25 ans du
Métro de Montréal" La Presse, 19 March 1991, accessed online at metrodemontreal.com,
http://www.metrodemontreal.com /history/index-f.html (last accessed 14 Aug. 2014); Brian L
Mishara, "Suicide in the Montreal Subway System: Characteristics of Victims, Antecedents, and
Implications for Prevention," Canadian Journal of Psychiatry, Vol. 44 no. 7 (September 1999): 690-
696.
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disconnection from one’s own society, and Joy Parr, for one, has explored the extent
to which dramatic changes in sensory surroundings can overwhelm previous ways
of understanding and giving meaning to one’s world.>*

Before the metro, Montréal’s existing public transit was a fleet of noisy buses,
the city having phased out streetcars in the 1950s.>> The municipal bus system faced
frequent criticism on the grounds that the vehicles were noisy and smelly: "..how
much longer is the bovine Montreal public going to tolerate the ear-piercing squeals
that are emitted from almost every fifth Montreal Tramway bus each time the
brakes are applied?" bemoaned one citizen.>® Paradoxically, one individualist
solution to the problem of noisy and uncomfortable transportation was afforded by
the private automobile, which offered each rider a greater degree of quietude and
comfort while simultaneously adding grievously to Montreéal’s overall levels of noise
and pollution. In an advertisement published in La Presse just a few days before the
opening of Montréal’s metro, Renault suggested that “Un monde de silence” awaited
the driver of the Renault 10. Having treated “le bruit en ennemi,” the car promised
that the rider would not be deafened by a noisy ventilation system, and that the
generous quantity of rubber foam used in the seats would help mute all noises. “Elle
se conduit en tout quiétitude,” Renault promised.5” In both the public and private

spheres, rubber seemed to open a new gateway to restful and quiet travel.

54 Parr, Sensing Changes: 44.

55 The city paved over the rails rather than removing them, and from time to time these steel relics
poke up out of the pavement, which creates a dangerous hazard for the city's many cyclists.

56 "Letter to the editor" The Gazette, 24 Aug. 1965: 6.

57 “Un monde de silence” (advertisement) La Presse 13 Oct. 1966: 41.
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"Mayor Jean Drapeau pushed a button and Montreal's first subway train
silently glided forward," Jean de Guise reported in August 1966, a few months
before the system officially opened to the public in October.>® Amid the excitement
leading up to the opening, journalists made a point of highlighting the fact that the
new metro was easy on the ears: "The train, capable of speeds up to 50 miles per
hour - is virtually noiseless. The only sound the rider hears is a low rumble from the
rubber wheels.">® Montréal's metro was the first in the world to employ wheels
fitted with rubber tires. The decision to build cars with this type of wheel and tire
had not been uncontroversial. Critics pointed out that they were subject to more
wear and tear than steel wheels, and that their adoption also negated the option of
extending the metro line into the open air. In the cold Canadian climate, rubber tires
on icy cement would be considerably less safe than a steel rail system. Yet the
rubber design won the day, thanks to engineers from the Régie Autonome des
Transports de Paris, who had tested pneumatic rubber-wheeled vehicles in the Paris
Metro.60 Indeed, the French were so closely involved in the creation of the Montréal
system that La Marseillaise, the French national anthem, was performed at the
opening ceremony, and a metro entrance near the Vieux Port was constructed as a
replica of Paris’ own métropolitain.61

Attendance at the opening ceremonies was much larger than expected, and

both Drapeau’s and Cardinal Paul-Emile Léger’s comments, broadcast over Berri-de-

58 Jean de Guise "Mayor Drapeau drives first metro car," The Gazette, 25 Aug. 1966: 3.

59 "Subway in Action - Briefly!" The Gazette, 19 April 1966: 3.

60 “Voici le métro de Montréal,” La Presse, 14 Oct. 1966: 4.

61 "Metro Official Opening Set," Gazette 15 Oct. 1966: 3; "French Contribution," Gazette 14 Oct. 1966:
36.
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Montagny’s public address system, were difficult to distinguish over the excited
babble of the crowd.®? Reporters covering the opening of the metro, despite the
distractions of the "fuss and fanfare" of a "hard-blowing brass band" and the "noise
and confusion" of over 5000 excited first-time passengers, still made an effort to
remind people that the rubber wheels equalled a "silent" ride.®3 Amid an explosion
of flash photography, “the first gleaming blue and white wagon arrived silently at
the quai.”®* "What's the reason the Metro's so pleasing?" asked one reporter, then
answered: "Travellers get tiled stations, op art, spacious, comfortable cars, and a
swift, quiet ride for their twenty cents." Senator Hartland de Montarville Molson
declared, "It's the quietest and smoothest ride I've ever had.">

Today's metro rider might scoff at such claims. While Montréal's subway cars
do not squeal like the ones in Toronto, for example, they are hardly silent. Anyone
who has had to shout to their travelling companions over the roar of an incoming
train, or had to pump up the volume on their iPod upon boarding, knows better. Yet,
as Jonathan Sterne has demonstrated in terms of recording technologies, ideas of
noise levels and sound fidelity are relative.®® “...[N]otre métro est rélativement
silencieux,” editorialized Le Devoir.%7 In the context of what was probably Montréal's
noisiest decade, the shiny new metro may well have seemed relatively silent.

One last feature of Montréal's metro system deserves comment here.

Sometimes, alert passengers may detect a curious three-note melody that can be

62“Montréal inaugure son metro,” La Presse, 15 Oct. 1966: 1.

63 "The Dream Comes True: Metro Opens," Gazette, 15 Oct. 1966: 1.

64 "Montréal, qui I'a bien mérité, a son metro,” Le Devoir 15 Oct. 1966 pg. 1.

65 Terry Haig, "Metro A-Moving. The Verdict... Magnifique," Gazette 15 Oct. 1966: 2.

66 Jonathan Sterne, The Audible Past: Cultural Origins of Sound Reproduction (Duke University Press,
2003).

67 “Nous avons le métro!” Le Devoir 15 Oct. 1966: 4.
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heard as the train pulls away from the platform. A reproduction of this three-note
sound has recently become a feature on the metro's orange line: it plays just prior to
departure, alerting passengers to clear the doors. To the musically educated, these
three notes may seem vaguely familiar. Indeed, they are the same three notes that
open one of the most important musical works of the twentieth century: Aaron
Copland's Fanfare For The Common Man. The opening notes of Copland's classic
signal the departure of each train, seemingly a strange ode by machine to
passengers. As Tom Vanderbilt has noted, the metro’s little melody is strangely
appropriate:

Fanfare for the Common Man, one of the most famous pieces of 20th century
American music, is a kind of poetically appropriate choice. As Alex Ross
notes in The Rest is Noise, its title was drawn from a speech by New Deal
firebrand Henry Wallace, “Century for the Common Man,” and if there’s any
place for celebrating such a creature and such ideals it’s on the crowded
platform of a grand municipal project. As music, moreover, it’s stirring and
anthemic — in a quiet way, if that’s possible — and in the Metro it seems to
bring a kind of heroism to the everyday departure.®®

But is the metro’s little melody an accident of mechanical acoustics, or an
appeal to our sonic imaginaries, triggering the piece in the minds of the masses as
they hum through the subterranea of the metropolis? Bombardier representative
David Slack, in an interview with Vanderbilt, helped clear up some of the mystery. It
is only certain cars that make this sound, the MR-73s, whose traction motors feature
something called a “direct current chopper.” These choppers produce interrupted
pulses of current as the train accelerates. However, a by-product of these pulses is a

range of “undesirable harmonics and noises.” In order to remedy this problem the

68 Tom Vanderbilt, “Fanfare for the Common Commuter” Design Observer.com, 22 October 2008.
Online source: http://observatory.designobserver.com/entry.html?entry=7487 (last accessed 2 July
2014).
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metro’s engineers added a device to the motors designed to filter out these
“unwanted harmonics,” but this device doesn’t filter out all the sounds, and, among
tones that are undetectable by the human ear, the three tones of Copland’s classic
remain. “The fact that the remaining tones resemble music or Copland’s piece is
purely coincidental,” David Slack claims. “They are somewhat pleasant, though, so
the project engineers chose to leave this interesting characteristic intact during
design of the trains.” Vanderbilt wonders whether a Copland fan lurked amidst the
ranks of the engineers. “What are the chances,” he asks, “that this would happen in a
city whose Expo 67 - a year after the metro debuted - featured as one of its theme
songs Fanfare for the Common Man?"%° Coincidentally or not, many Montrealers
found they had a new keynote when they traveled on the metro - one that implicitly

celebrated an onward and upward optimism about the annihilation of space by time.

“More to the problem than meets the ear” : Airports and airplane noise

Expo 67, which drew over fifty million visitors to Montréal, may have been
the impetus behind construction of the city’s “silent” metro system, but any ‘aural
gains’ achieved underground were more than counterbalanced by ‘aural losses’
above it. Airplane noise regularly offended the ears of Montrealers. Some were
sufficiently disturbed to vocalize their complaints. Most lived in the westernmost
parts of the island: Dorval, home of Montréal’s international airport; Ville St.
Laurent, whose residents lived under the approach to runway 24 L; Pointe-Claire, an

affluent suburb along the lakeshore; and the South Shore (which had a small airport

69 Vanderbilt, “Fanfare for the Common Commuter.”
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of its own at St. Hubert). The town of Mount-Royal also endured its share of airplane
noise, as jets circled the northern part of the island in their approach to Dorval.

Airplane noise, already an issue for many Montrealers, reached a peak during
the International Exposition. Hosting tens of millions of visitors meant welcoming
hundreds, if not thousands, more flights into the city. British Overseas Air Carrier
(BOAC) increased its number of flights into Montréal by more than 20% in 1967.
Eastern Airlines increased its Montréal-bound flights by 37%, which meant an
additional nineteen flights a week, for a total of sixty-seven.”® And these were only
two of the many international airlines flying in and out of Dorval airport at that
time. As early as 1966 airlines had announced an intention to triple their flights into
the city.”! The airport was such a central factor in the city’s Expo project that it
featured prominently in the short video shot as a companion to the Expo 67 theme
song “Hey Friend, Say Friend,” which depicts singer Donald Lautrec deplaning from
an Air Canada jet. He was then shown, along with a selection of pretty airline
hostesses, gliding happily through the Dorval terminal on its futuristic moving
sidewalks.”2

The airport at Dorval was receiving so much traffic in 1967 that it was forced
to abandon the successful noise abatement measures that had been established the
previous autumn. After only a few months of Expo’s six-month duration had passed,

Dorval Mayor Sarto Desnoyers became so fed up he wrote to the Federal Minister of

70 “Expo 67: The Beat in Brief,” Gazette 6 May 1966: 33; “Expo 67: Of People and Things,” Gazette 6
April 1967: 31.

71 David (Mitchell) Migicovsky, “Threat of worse moves St. Laurent Resident to Demand Relief from
Aircraft Noise” (letter to the editor) Montreal Star, 11 July 1966: 6.

72 Donald Lautrec, “Un jour, un jour = Hey friend say friend” dir. unknown. CBC film clip, accessed
online at http://vimeo.com/38309428 (last accessed 16 July 2014).
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Transport - the second time in only a year that he had been given cause to do so.
“The noise caused by continuous departure and arrival of jet aircraft is beyond
description,” he wrote. “The noise factor has become intolerable.””3 He urged the
Ministry to consider the construction of a new runway diverting air traffic away
from his community. Meanwhile, hundreds of citizens of Dorval signed petitions
demanding that the local council do something about the “excessive noise from the
airport,” especially the flights that tended to “scream” overhead at night.”4

Although Expo was behind increased complaints against Dorval airport, 1967
certainly wasn'’t the first time that residents had banned together in protest against
the noise. During the summer 1966, residents of Ville St. Laurent organized against
Montréal’s International Airport, spurred on by a letter published by a resident who
had heard one overhead racket too many. David (Mitchell) Migicovsky had endured
the jets for many years prior to 1966, but for whatever reason, one day in early July
1966, he finally snapped. That fateful day Migicovsky was having a barbeque in the
backyard of his St. Laurent home, trying to enjoy time with his family. As yet another
jet engine roared overhead, rattling his body to the bone, he stuffed his fingers in his
ears and yelled at the retreating machine. His two boys laughed at him, but
Migicovsky did not find anything amusing in the “piercing, screaming, eerie kind of
sound” that drowned out any attempt at conversation with his nearest and dearest.
He wrote an exasperated letter to the Montreal Star, addressed to the presidents of
all the airlines operating out of Dorval, as well as the Federal Minister of Transport

and his fellow residents of the St. Laurent community: “Your fantastic multitude of

73 “Jets screaming over lakeshore said ‘Making life unbearable,” Gazette, 12 Sept. 1967: 3.
74 Ibid.
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planes is sickening, the screeching noise is downright unbearable, and the nerves
are beginning to become uncontrollable,” he wrote,

[...] Isn’t it absurd that all conversation must cease when a jet passes? Isn’t it
ridiculous that people have to block their ear-drums from the irritation?
Isn’'t it stupid in this day and age that everything must stop every few
minutes, as one jet after another begins to descend? Well, I am thoroughly
disgusted with all of this, and want to know what is going to be done. Not in
1968, not in 1967, but this month, this year. Wake up, St. Laurent. Don’t be
fools. The airlines are currently planning to triple, yes, triple, their flights in
1967. 1 want an answer to this open letter. | want to know where our
community stands. I sincerely promise you, this is only the beginning.”

The response to Migicovsky’s anguished protest was overwhelming.
Hundreds of fellow citizens sent letters, made phone calls, and visited his house to
experience the jet roar for themselves. Not that many of them needed proof: they
too were living directly under the cacophonous tyranny of the jet age. The MP for
Dollard - St. Laurent telephoned his constituent, but was unable to sooth
Migicovsky’s jangled nerves: plans for a new runway that would divert traffic away
from St. Laurent, and which had first been promised in 1960, were being deferred
yet again, due to lack of funds. But Migicovsky didn’t buy the argument: “I ask you,
how can the government spend thousands of dollars on the Gerda Munsinger affair,
millions of dollars on Expo, but cannot afford to build the runway?” He invited the
Transport Minister to visit him. “I would like him to count the windows on the jets
as they pass. I would like him to read the country origins. [ would like him to talk on
the phone, or to speak to fellow Canadians on our streets. You just have to live here

to believe it!”76

75 David (Mitchell) Migicovsky, “Threat of worse moves St. Laurent Resident to Demand Relief from
Aircraft Noise” (letter to the editor) Montreal Star 11 July 1966: 6.

76 David (Mitchell) Migicovsky “More about Aircraft Noise in St. Laurent - and Dorval Too” (letter to
the editor) Montreal Star 15 July 1966: 6.
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“Seldom in recent years has there been such a sustained outburst over the
nuisance of aircraft noise in a residential area as that arising from the St Laurent
community during the last two weeks,” remarked the editors of the Star. Buoyed by
the outpouring of support, Migicovsky organized a community meeting, turning
“hundreds of other-wise quiet suburban citizens into political activists.”’” Soon a
delegation was invited to visit Ottawa. Ten people from St. Laurent met with federal
aviation officials and John Turner, minister without portfolio, acting on behalf of
Transport Minister Pickersgill. The federal officials promised to study and review
the problem of aircraft noise, to punish airlines found in violation of regulations
surrounding night-time flights, and to look into the possibility of a new runway,
reminding the cabinet about this promise, made eight years previous. As we will see
below, all of this eventually culminated in a plan, announced in 1969, to build a new
airport off the island. But in the meantime, eardrums in St. Laurent continued to be
assaulted with the screeching roar of incoming airplanes. “Everyone here is irritable
and annoyed and tired of being disturbed,” wrote one resident. “I think it’s
becoming a health hazard - we are human beings, you know.”’8 Citizens felt
themselves entitled to contest the terms of the new soundscape that hurt their ears
and disrupted their social lives.

Indeed, prolonged exposure to loud noises can cause serious health
problems. Aside from hearing impairment or hearing loss, noise can also cause (or
contribute to) a host of physical and mental health issues including high blood

pressure, heart attacks, digestive problems, headaches or migraines, muscle tension,

77 “The Jet Din Drowns Mr. Migicovsky’s Shout of Protest,” Montreal Star, 22 July 1966: 4.
78 Ibid.
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stress hormone imbalances, insomnia, anxiety, irritability, and depression.”® Even
without being able to articulate what they found upsetting about the ‘muscle
sounds’ of modernity, residents might nonetheless respond to its sound-track. And
when, in the case of the airport noise debate, they could clearly identify the source
of their distress, it was often the case that it seemed to arise from a vast, capital-
driven logic far beyond their control—in this case, one whose consequences were

unfolding in the distant skies.

Figure 2: "I wish I could get elected to Parliament and spend fifty million dollars building a new runway
for THEM guys!". Montreal Daily Star (8 July 1961 pg. 8).
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While many people were sympathetic to complaints about airplane noise,
those involved in the airline industry were quick to deflect such criticisms. One of
the most common responses was to accuse protesters of being “anti-progress.” Paul
Lacaille, Montréal’s regional superintendent of airways, was one of these: “This is
the jet age. This is progress,” he argued. “[P]eople are going to have to learn to live
with it.” One of his colleagues argued that it was a matter of education, that people
had to be taught “how to live with jets in the jet age.”8? But those who had to live
directly under the jets refused to hum along with the symphony of progress. “I
moved here before...the arrival of the jet age,” wrote Migicovsky. “Don’t give me the
song-and-dance routine about progress. Progress is a two-way street. So far it’s
been all one way - yours! You have your airlines and your profits. All we residents
ever got is a big fat zero, except for increased taxation.” “[We] are victims of this
modern age,” wrote one person in support of Migicovsky, while Mr. and Mrs. E.
Hytner concurred: “Can whole communities be endangered and life upset and made
unbearable without being heard or measures taken to help? Are we going to be
completely taken over by multi-million dollar concerns in all areas where our 2
cents’ worth is not even counted as legal currency?”81

Another typical response to complaints was to point out that there were
many factors accounting for the excessive noise caused by airplane traffic, making it
difficult for officials to identify appropriate targets for noise abatement measures. It

was not until the early 1960s that engineers began to take noise into account in the

80 bid.
81 David (Mitchell) Migicovsky, “Threat of worse...”; R. Taylor, letter to the editor, Montreal Star, 15
July 1966: 6; Mr and Mrs. E Hytner, letter to the editor, Montreal Star, 18 July 1966: 8.

94



construction of jet engines, and even through the later years of that decade
airplanes were not required to pass noise certifications.?2 Some of the worst
offenders at Dorval were older-model British aircraft, which were described by Civil
Aviation Inspector Hubert Salvador as sounding “like they’re dragging a long trail of
noise behind them,” as well as French KC-135 military transports, which were
eventually banned from Dorval after failing to comply with the airport’s request to
keep the roar to a minimum.?3 Many pilots did what they could to avoid passing
directly over populated areas, executing sharp (and sometimes dangerous) turns
and reducing engine power immediately after liftoff. However, as R.M. Kidd, director
of technical and air safety of the Canadian Air Line Pilots Association put it, “we do
our best, but you just can’t tippy-toe a 350,000 pound aircraft out of an airport.”
Dorval was especially problematic in this sense, since as the population of Montréal
grew, officials succumbed to pressures to re-zone areas around the airport for
residential construction. Despite opposition from airport authorities and pilots’
associations, zoning laws in Montréal actually permitted residential construction
within only a few hundred yards of the runways - a situation that Lloyd Hinton,
Executive Secretary of the National Aircraft Noise Abatement Council, considered to
be “a dereliction of duty on the part of local zoning authorities” who had failed their

local constituents “because of ignorance or lack of moral stamina.”84
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Aircraft noise, as various experts who were trotted out to deal with
complaints frequently pointed out, is a complicated affair: “There is still no
internationally accepted method to measure it, and so much depends on the
weather, time of year, atmosphere, and the most unpredictable of all, the listener.”8>
Indeed, summertime could often be the worst time, and this season usually
witnessed the most complaints. Although part of the problem was that people had
their windows open to let in the warm summer breezes, summer weather also had a
direct effect on aircraft engine performance and noise. During the summer of 1969,
for example, a heat wave was partly responsible for an increase in noise complaints
in Dorval. As an Official of the Dept. of Transport explained, hot weather made jet
engines less efficient: “Pilots experience more difficulty in climbing through
sluggish, muggy air, and so have to pour on more power.”8 However, this did not
mean that the winter offered a respite for sore eardrums! Although snow can act as
an insulator, sound can also sometimes be carried great distances in cold air. Some
unfortunate Montrealers discovered this fact in 1968 when a sonic boom, allegedly
caused by a supersonic aircraft operating just south of the Canadian border,
shattered windows in St. Eustache and the West Island.?”

During the 1960s the race to develop super-sonic transport (SST) caused
great concern for residents of Montréal, as well as other communities across the
world. While aircraft capable of supersonic speeds were already being used by

military forces, Great Britain, France, the United States and the Soviet Union were all

85 Ibid.
86 “Heat adds noise to Dorval homes,” Gazette, 17 July 1969: 4.
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heavily involved in projects aiming to translate this technology to civilian use. When
Air Canada pre-ordered ten supersonics in 1966, Canada’s national air carrier was
quick to assure people that one of their stipulations required that the new airplanes
not make any more noise than regular jet aircraft. Admittedly, this was not much of
a consolation for those who were already complaining about the jumbo jets, and
public protest quickly arose against the very idea of supersonic aircrafts. By 1968
protest against the project was so loud that the joint English-French project of the
Concord seemed to be in jeopardy. Some protests from the Canadian side centered
around an idea that had previously been expressed in terms of jet noise around
airports: that the concerns of industry and the almighty dollar were always
trumping the concerns of citizens. “These noises are made by companies who have
absolutely no consideration for people,” one man complained in the pages of the
Gazette, “It is the dollar that is all important.”8 Writing of the SST project in 1968,
the editors of the Gazette were clear about their position: “The development of the
SST..., is probably the purest example of technology at loose. No one asked for
supersonic travel. There was no public demand for it. But the airplane builders...
could see nothing in their future after they had supplied the world’s need for the
present generation of jet transports. Because speed has always been civil aviation’s
big selling point, they decided to offer more speed, and the supersonic was the
result.”8® Two years later, doubts still remained. “The supersonic transport is
beginning to assume the appearance of a classic example of technology over-

reaching itself,” the Gazette observed. Noting that the Concord project was already

88 “South Shore bothered by Jet Noise Too” (letter to the editor) Gazette, 29 Aug. 1967: 6.
89 “Supersonic Protest,” Gazette, 9 Oct. 1968: 6.
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way behind schedule, and that a recent vote in the U.S. Congress regarding
payments for Boeing’s supersonic project had only passed by a narrow margin, the
editors wondered if “the investment is entirely sound.” “Is a saving of two hours
crossing the Atlantic worth the effort? It is increasingly evident that it is not.”?°

The issue of noise once again proved to be a major stumbling block for the
project. In April 1969, Britain and France unveiled the Concord. The Soviet Union
quickly followed suit, unveiling the TU-144 the next month. The first public test-
runs of the British-French project immediately put the lie to any claims that the
aircraft would fly more quietly than existing jets: “The French 001 prototype took
off with a thunder which penetrated the bones of everyone,” reported one witness.?!
“Boom tests” were conducted over the British countryside, as “ancient cathedrals,
farm animals, and people [were] made the guinea pigs for the supersonic age.”? In
Wales, the cathedral of St. David was used as a listening post as well as an example
of how buildings within range of the Concord’s “boom carpet” (described as “a
corridor of 50 to 80 miles wide”) would handle the percussive thunderclap created
by the aircraft. While it was claimed that worshippers at St. David’s hardly heard the
boom over their evensong service, or that it was no worse than “a prayer book
dropping on the floor,” other people, situated further north, described the sonic
boom as “artillery firing” or “a double clap of thunder.” The sonic boom was
followed by a noticeable shock wave (registered at a pressure of 2 lbs per square

foot). What would it be like to experience this kind of loud bang and pressure wave
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several times a day, locals wondered? Responded one: “It will drive my dog crazy.”?3
When SST was tested over London, England, there were estimates that the double
crack typical of super-sonic booms had registered 130 decibels, above the human
threshold for pain. The “boom tests” did little to ease the public’s misapprehensions,
which were only deepened when there arose a hue and cry over the racket created
when the Concorde landed at Heathrow. Britain considered banning supersonic
flight over its territory, and it was expected that other countries would follow suit. %4

All this must have come as very bad news to one Pierre Eliot Trudeau, who
had announced, in 1968, that his government would invest up to $300,000,000 for a
new supersonic airport, initially named Montréal II but later christened Mirabel.
When plans for the new airport were made public, Federal Transport Minister Paul
Hellyer expected that supersonic aircraft would be in wide use within five years.%>
Expanding Dorval to accommodate these new aircraft, which required more runway
than existing jets, was out of the question due to the density of construction in the
surrounding area, and the residents of nearby communities, with Expo traffic still
ringing in their ears, had made it quite clear that they were absolutely unwilling to
put up with another increase in aircraft noise. The location chosen for the new
airport was hailed by the Canadian Air Line Pilots Association as “an ideal answer”
to the problem of airport noise. The Trudeau government eventually expropriated a
whopping 97,000 acres of farmland in a rich agricultural area about 30 km north of

Montréal. Mirabel was to be the largest airport in the world. It was an ambitious
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project, but the government had specific reasons to “go big”: future residential and
commercial building sites would be built further away from the runways. In
addition, the land directly under the flight-paths were zoned to prohibit residential
construction. “With no residents suffering from aircraft noise, the pilots will not be
forced to use the noise-abatement flying procedures they dislike so much,” noted
the Gazette. The air traffic controllers association endorsed the site for similar
reasons.’® The link between Mirabel and the politics of noise was thus quite
concrete: in this case the idea of the soundscape was hardly an abstraction, but
rather played a leading role in decisions regarding the location of the airport.

While transportation associations were singing the praises of Montréal II, the
negotiations were hardly harmonious. The Québec government was resistant to the
idea, especially since it was assumed that the province would foot the bill for a new
highway project (Hwy 13) as well as a projected high-speed rail link to connect
Montréal and the new airport. More importantly, the residents of Ste. Scholastique,
Ste. Monique, and nine other villages were rather unhappy with the idea. Not only
was the government expropriating farmland that, in some cases, had been worked
by the same families for over a century, but, partly in order to prevent grumbling
about aircraft noise, the residents were told to move. Evacuations began in August
1970. Some 10,000 to 12,000 people were told to leave - “the largest evacuation of

Canadians since the expulsion of the Acadians,” noted the Gazette. “Montreal will
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gain the most modern airport in the world but the inhabitants say that for at least
some of them, the price of progress is too high.”9”

The story of Mirabel airport, officially opened in 1975, is a classic tale of
government overreach and the human costs of “progress.” In a book of poetry
inspired by Mirabel, Pierre Nepveu lamented the loss of community and spirituality
that the gleaming new air terminal had announced:

...in this admirable triumph of reason
every two minutes a plane will blast off,

[.]

and we shall live in the recitation
of arrivals and departures...%8

Jean-Paul Raymond, president of a community action committee that fought for
sixteen years for the return of lands expropriated for the giant airport, recalls the
day the government came to Ste. Scholastique’s church to make their
announcement: “The church was packed... We could hardly get inside. We
had...come to be told that we were on land that was soon to belong to the largest
airport in the world, that there would be lots of jets, that this international airport
would be extraordinary.”® Federal officials and politicians made all kinds of lofty
promises: there would be jobs for everyone, new communities would sprout up
around the airport, high-speed rail would link them to Montréal, and there would
even be a university built in nearby St. Jérome. The plans for Mirabel were part of
the larger opus of the symphony of progress that had captured Montréal’s

imagination in the lead-up to Expo 67. The airport was going to be a modern marvel,
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its boosters proclaimed, and the residents were going to be the lucky participants in
a gleaming future. Raymond recalls an interview he had with a Radio-Canada
reporter who treated him like a country-bumpkin, asking him if he had electricity in
his house and acting as if he was incapable of understanding the promise of
progress. “She reproached us... for not believing in the beautiful future that was
being offered us... A veritable Eldorado! [..] In her head, there would be
employment for everyone, it was perfection on Earth, the most beautiful airport, the
gate of entry to America, prosperity for everyone.”100

In 1974, a year before Mirabel’s official opening, Robert Charlebois penned
“Entre Dorval et Mirabel,” a song satirizing the situation and pointing to the negative
effects of airplane travel: air and noise pollution. To a background of music
originally composed by Ludwig van Beethoven but scored in a distinctly Zappa-
esque style (complete with xylophone trills), Charlebois recounts a tale of how
figures such as Beethoven, Picasso, and John F. Kennedy, from their lofty perches in
the heavens, complain to him about the flights between Dorval and Mirabel:

[Beethoven] ma dit c’est pas le son qui me [Beethoven] said to me its not the noise that

fait si mal hurts me so

Mais le fond de I'air est si sale But the high air is so dirty

Entre Mirabel et Dorval Between Mirabel and Dorval

[-.] [-.]

Picasso qui venait d’arriver au ciel Picasso, just arrived from the sky
Déchira sa derniere aquarelle Tore his last watercolour

En sacrant contre les mortels Swearing about mortals

Bourassi Bourassa tes decibels Bourassi Bourassa your decibels
Cassent les oreilles du soleil Break the ears of the sun

Entre Dorval et Mirabel Between Dorval and Mirabel

[..]i0 [.]

100 Raymond and Boileau: 43-44.
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The sad reality of Mirabel was that it never lived up to the lofty rhetoric.
After 3000 parcels of some of Québec’s best farmland were expropriated and paved
over with concrete, after some 12,000 residents were forced to sell out and move
away from homes - some built with the sweat and blood of their ancestors - and
after living through what Gilles Boileau described as “a difficult situation, unjust,
humiliating and painful, sometimes even more dramatic than we could even
imagine,”102 Mirabel never operated at anything more than 20% of its capacity.
Originally designed to handle as many as 50 million passengers per annum, Mirabel
never did better than 2.8 million. The highway was never completed and the rail-
link never got past the planning stages. After winding down operations for years,
down-grading to cargo from international passenger traffic, Canada’s largest airport
closed up shop for good in 2004. There were many reasons for Mirabel’s failure. The
anticipated future of super-sonic travel never panned out, the oil crisis of the 1970s
put severe limits on airline traffic, and the flight of corporate headquarters from
Montréal at the height of the independence movement played a role. As did the
introduction of Boeing’s 747, which was much quieter than previous jets, and which
made residents of Dorval reconsider their opposition to the airport. In fact, they
lobbied the government to keep the smaller airport open to domestic traffic, and

eventually expand it.103
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A cacophonous metropolis: noise complaints in Montréal

For the residents within earshot of Montréal’s airports, the symphony of
progress trumpeted by civic boosters didn’t sound particularly melodious. Yet these
“victims of the jet age” were not alone in their opinion that the sounds of the
modern metropolis could be painfully cacophonous. This next section will deal with
some more common complaints about Montréal’s noise level, and will point to some
of the gender and class assumptions involved in making noise and in demanding its
restriction.

One of the prevalent keynotes of modern urban living is that of traffic. The
twentieth century was the age of automobility, as affordable individual
transportation became a major factor not only of consumer capitalism, but also of
the urban infrastructure that arose around it. Automobility, as defined by Ben
Bradley in his lengthy study of automobile travel in British Columbia, is “[t]he
constellation of objects, spaces, images, discourses and practices surrounding the
automobile and the roads along which it travels.”104 In the post-1945 era, people
and places in North America came to be defined by automobility, in that the
personal automobile embodied individualism and a sense of personal autonomy
never before experienced on such a massive and standardized scale. The suburban
housing boom, the construction of massive highway projects, shopping malls, and
parking lots - in short, the trappings of ‘the North American Dream’ - became
necessities with the explosion of automobile culture in North America. The phase of

capitalism that characterised the twentieth century was not called “Fordism” for
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nothing - indeed, the age of motorized mobility was glorified in countless
Hollywood films featuring bad-boy bikers (think Brando in The Wild Ones and Fonda
in Easy Rider) and thousands of rockn’roll anthems celebrating greasers who raced
(and crashed) souped-up hot-rods, “little deuce-coupes” and muscle cars.

In Montréal during the 1960s and 1970s gripes about the sounds of
automobile traffic topped the list of most common noise complaints, just behind
airplane noise and just above loud music, with the rumble of sports cars and
motorcycles reserved for special attention. “Vehicles seem to get noisier all the time
and there certainly are more of them,” noted the editors of the Gazette, “the growing
popularity of sports cars and motorbikes is a sleep-shattering fact.”19> “Ordinary
traffic noise downtown... is to be expected in a big city,” noted one citizen, however
“Imy] complaint is about unnecessary noise; noise for noise sake; the cars and
motorbikes purposely equipped by their idiot owners to create noise.”10¢ “Why do
these characters all fancy themselves as a second Foyt, Clark, Hill or Surtees?”
bemoaned another, referring to the race-car heroes of the day, “It seems they can
indulge in the Walter Mitty delusions to their hearts content, much to the disgust of
the majority of the public.”197 Even the Royal Automobile Club of Canada had a thing
or two to say about the “muffler maniacs” whose cars “roar and whine like Batman’s

Batmobile,” blaming what they called “Hollywood mufflers” for an epidemic of
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“insecure exhibitionists” who believed that being noisy “shows you’re as virile and
burly as Batman himself.”108

Statements such as these betray the gendered aspect of this type of noise
pollution. The vast majority of such noises were indicative of the same type of
aggressive masculinity that characterizes rock’n’roll: loud, brash, fast, and in-your-
face. Philip Tagg, in an article on the links between motorbikes and heavy-metal
music, has noted that motorbikes in the 1950s and 1960s were a relatively cheap
way for young men to assert speed and make noise that exceeded those of their
more affluent peers (who tended to drive coupes or convertables).10° By the 1970s,
muscle cars such as the Ford Mustang and Dodge Charger were all the rage,
featuring prominently in films such as Bullitt and television shows like The Dukes of
Hazzard. Tagg argues that there is a distinct link between the loudness of the
modern soundscape and the masculine penchant for noisy modes of transportation,
which acted as a form of symbolic appropriation of the noises of real power in the
environment (i.e. factories, construction, airplanes, “the symphony of progress”). “If
you are subjected to those noises and rhythms that seem to symbolize real power in
your environment,” he writes, “they might be made a little less overpowering if you
appropriate them,” essentially “enact[ing] a drama symbolizing in sound the taming

and defeat of an inimical system over which they in ‘real’ life felt they had little or no
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control and in which they had to survive.” The loudness of motorcycles and sports
cars were ways by which youth could demand to be heard.110

The animosity towards the ‘insecure exhibitionists’ straddling their
motorbikes had much to do with an aggressive display of masculinity that was
interpreted as ‘anti-establishment’ for its brash interruption of the ‘quiet life’
preferred by elites, and yet this kind of sonic rebellion perhaps acted more to
reinforce the status quo than it did to challenge it. By revving the engines of their
machines, men could re-assert their (sonic) dominance in a world where women’s
voices were striving to point out the assumptions inherent in masculine privilege,
breaking the submissive silence imposed by the social expectations of femininity.
Indeed, the relationship between masculinity and loudness is a field ripe for
exploration. One obvious area of study would be the link between blue-collar work
and hearing-loss. Workers in industry, transportation, construction, and even
farming (traditionally thought of as a quiet, pastoral life) are all subjected to the
loud noises of machinery, and have been since the advent of the industrial
revolution. Indeed, hearing loss and tinnitus (ringing in the ears) used to be known
as “Boilermaker’s disease,” making explicit the link between this particular kind of
labour and hearing loss. In the 1960s and 1970s (and probably still today) men had
poorer and more variable hearing than women!!! - evidence of lives lived close to
factory machinery, as well as the macho penchant for loud motorcycle pipes, the

squeal of rubber, rockn’roll, and power tools. Indeed, incidences of work-related
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hearing loss or impairment need not have been as high as they were, if only men
would overcome their macho aversion to earplugs or other forms of protection.
“Certain factories have provided ear muffs for employees who work beside
screaming machines,” noted Dr. G. ]. Thiesson, speaking to an audience at Montréal’s
Sir George Williams University in 1969, “But for most of those workers, a ‘he-man’
attitude prevailed and they refused to wear the ear muffs because it was
unmanly.”112

There were also socio-economic issues at play with regards to work-related
hearing loss. Blue-collar factory workers on the shop-floor or construction site were
exposed to much higher volumes of noise than were white-collar office-workers,
nestled comfortably inside office buildings that incorporated noise-reducing
materials such as carpeted floors and sound-proofed walls. In Montréal this kind of
inequality would have taken on an extra dimension, since the vast majority of blue-
collar workers were Francophone, and the vast majority of white-collar office
workers were Anglophone. The problems of hearing-loss and impairment would
have been much more serious for Montréal’s Francophone population than for its
elite Anglophones. It was this situation to which poet Michele Lalonde referred
when she wrote: “raise your voices, foremen / we are a little hard of hearing / we
live too close to the machines / and hear only our breathing over the tools.”113 The
same sort of situation appears in one of the opening scenes from Les Ordres, Michel

Brault’s film about the October Crisis, when a textile worker holds a muffled
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conversation on the shop floor, the voices obscured by the noise of the factory’s
machinery.114

The factor of class played a significant role in Montrealers’ noise complaints.
Over and over again a similar refrain appears in published complaints about noise:
“what’s the use of moving into a quiet suburb to escape the shake, rattle, and roar of
city traffic if some neighbour buys himself a sports car and zooms it up and down
the street?” or “It is almost useless to pay high rent to live in a soundproof building if
you are unable to open a window without street noises coming in.”11> These letter-
writers were relatively affluent, living in suburban homes or expensive downtown
apartments. They likely believed that they were entitled to a little peace and quiet
on their piece of property. People such as this, as Garrett Keizer has argued, are the
ones who are prepared to reap all the benefits provided by the “symphony of
progress”, but who consistently argue “not in my backyard” when it comes to the
noisy by-products of this kind of modern urban existence.!® Indeed, the author of
the previous lines, the Gazette’s Al Palmer, was a typical example of these - a
curmudgeonly man who spent years waging a one-man noise-abatement campaign
in his newspaper, targeting a vast array of irritants from traffic to power tools,
transistor radios, dogs, children, and even “that mob of loud-mouthed birds which

gather... and blast out an ornithological anvil chorus every sunrise.”117
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Advocates of noise-abatement, such as Palmer, much like their fellows
concerned with airplane noise, placed the blame for cacophony upon various people
whom they felt ought to take responsibility for keeping urban sound-levels within a
tolerable range. In Montréal, part of the problem was that bylaw regulations
surrounding noise were unclear, and thus police and bylaw officers remained
reluctant to enforce them. In the 1960s and ‘70s, Montréal was still using the anti-
noise bylaw that had been enacted in 1937 - an age prior to mass-automobile use,
transistor radios, and the 1960s construction boom. Of the seventeen specific
offences listed in the 1937 bylaw, only one was subject to routine enforcement: the
prohibition of construction early in the morning or late at night, without a special
permit.118 Throughout the 1960s citizens and politicians - such city councilor as P.E.
Sauvageau - argued that the threat of arrest should be extended too all offences
enumerated in the bylaw, especially those surrounding night-clubs, traffic noise, and
police sirens. (Saveaugeau seems to have missed the contradiction inherent in
asking police to enforce a law regarding their own use of sirens). However, such
arguments generally lacked traction, and complaints about police unwillingness to
crack down on noisy offenders persisted throughout the decade.

Aside from placing responsibility for noise upon the shoulders of those who
made and enforced Montréal’s bylaws, the other major target was, of course,
individuals - usually men driving loud cars or rumbling motorcycles, or youths
cranking up the rock‘n’roll. During the 1960s there seems to have been only a small

handful of people who were keen to point out that noise was a by-product of a larger
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system - that of consumer capitalism - and that the corporations that created
consumer items seemed to display a shocking lack of concern about the negative
health effects of their products. It was not until the late 1960s and early 1970s,
when medical professionals began to speak out against the rising volume of the
urban environment, that ‘noise pollution’ became a concern, oftentimes listed as yet
another damaging effect of ‘progress’ alongside pollution of the air, water, and
soil.11% In 1969 two physicists, speaking to an audience of Montrealers, warned that
“public noise is reaching nightmare proportions,” and that more and more people
were falling victim to noise-related ailments. The social costs of noise pollution
became a key argument in the fight against urban cacophony, and news articles
attempted to educate people about the physiological effects of exposure to too much
noise, beyond the obvious damage to our ears. “Slowly, in a sneaky sort of way,
noise is ruining the health of hundreds of thousands of North Americans and
bringing death years closer for thousands,” warned scientists at the 1970 annual
meeting of the Association for the Advancement of Science. Claiming that noise was
bad “for just about every bodily function you can name,” doctors, physicists, and
psychologists pointed out that constant exposure to noise could cause everything
from increased blood pressure, heart-attacks, strokes, nervous tension, trouble
sleeping, headaches, confusion and irritability, as well as digestive troubles. One

doctor, perhaps over-stating his case, warned that pregnant women exposed to too

119 “Montréal vue a travers un nuage de fumée et de poussiére n’a rien de rassurant,” Le Devoir, 15
Oct. 1970: 15. For Montréal’s environmental history, see Michéle Dagenais, Montréal et I'eau. Une
histoire environnementale (Montréal: Boréal, 2011); with Stéphane Castonguay, Metropolitan Natures.
Environmental Histories of Montreal (Pittsburgh: Unive