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Resumo: Hugo Riemann (1974/1898, p. xxi) comenta que, no século XVI, Fulda, Gafurius, Tinctoris, e mesmo antes, Vitry, 
Franco de Cologne e Garland eram todos teóricos-compositores. Isso indica que a prática musical de uma época, ainda que 
elitista, e sua teoria andavam juntas. Esta comunicação tenta compreender como a prática musical está ligada às teorias no 
mundo contemporâneo. Palavras-chave: etnomusicologia, hegemonias, legitimação do cânone, porosidade de fronteiras, 
transferências culturais.

Music and Cultural Industry (theory and practice): The Dilemma of Music  Departments  of Brazilian Universities

Abstract: Tradução do resumo para o inglês, caso o trabalho seja em português ou espanhol. (fonte Times New Roman, 
tamanho 10, espaço simples, indentação de 2 cm à esquerda e justificado à direita). Hugo Riemann (1974/1898, p. xxi) notes 
that before 1500, Fulda, Gafurius, Tinctoris, and even before, Vitry, Franco de Cologne and Garland were all theoretical-
composers. This indicates that the practice of music of an era, even elitist, and his theory went together. This presentation tries 
to understand how musical practice is linked to theories in the contemporary world.
Keywords: ethnomusicology, hegemonies, legitimization of the canon, porosity of borders, cultural transfers.

1. Trabalhar com misturas

Negar que vivemos uma variedade de eventos musicais, que se renovam sempre que um novo 
grupo social se faz ouvir, é aceitar uma hegemonia que se concentra cada vez mais atrás dos muros dos campi 
e dos conservatórios superiores, e quando um curso de “música popular” é introduzido, isso é feito sob uma 
propaganda enganosa que finge ignorar a porosidade das fronteiras e busca estabelecer um certo tipo de 
música popular como nova hegemonia.

O abismo entre o capital cultural dos estudantes e os programas das escolas superiores de música 
não escondem um diálogo de surdos entre professores, estudantes e pesquisadores em geral. A universidade 
não tem a vocação do conservatório; pelo contrário, mais do que preservar uma determinada tradição, ela 
tem a vocação de ser “um microcosmo de todo o saber humano” (HARTKE, 1985), aberta a toda e qualquer 
manifestação musical. O problema é que o quadro teórico já vem politizado a priori. Se se quer estabelecer 
uma linha evolutiva da música europeia aristocrático-burguesa, pode-se chegar a Erich Korngold e o cinema 
de Hollywood: os patrões que outrora encomendavam concertos, óperas e sinfonias, hoje comissionam, e 
pagam muito bem, trilhas sonoras. 

O romantismo de uma “resistência” pode enganar. Supõe-se lutar contra o «mal» com uma educação 
cada vez mais burocrática, num fenômeno análogo à «violência simbólica» de Bourdieu, e a politização dos 
conteúdos ameaça «naturalizar» estruturas que são na verdade ideológicas. Os etnomusicólogos são os que 
podem impedir a eliminação das histórias locais e nacionais, em oposição à natureza multinacional do Capital 
— isso que pode ser a verdadeira luta contra o «mal»: a prática do switching que não ignora o papel da música 
na construção das realidades sociais (PELINSKI, 1997).




Ramón Pelinski: 


Etnomusicología en la edad posmoderna *   


"No es difícil ver que el nuestro es un tiempo de nacimiento y un período de transición 
hacia una nueva era....La frivolidad y el aburrimiento que perturban el orden 
establecido, el vago presentimiento de algo desconocido, son los heraldos del cambio 
que se aproxima" (G. W. F. Hegel)  


1. La condición posmoderna  


No necesitamos estar particularmente alertas para observar que las condiciones 
materiales del capitalismo tardío están cambiando dramáticamente nuestros 
modos de vida. Manifestaciones de ello son la explosión de las nuevas tecnologías 
de la comunicación, la informática, el almacenamiento digital, la apertura del 
ciberespacio (que hasta en el Vaticano ha operado una especie de 
cibertransusbstanciación), la reestructuración del capitalismo, las luchas por la 
reinvidicación de las diferencias, la inmigración y los desplazamientos 
demográficos. Ya no hay fronteras claras entre culturas territorializadas y 
culturas deterritorializadas. Nuestra sociedad actual está transida de hibridación. 
Nuestro campo de trabajo funde y confunde la aldea con el ciberespacio.  


El fracaso del comunismo y, en general, el colapso de la política de clases "ceden 
terreno a una gama difusa de 'políticas de la identidad'", basadas en las 
diferencias étnicas, sexuales o de género de grupos tradicionalmente humillados 
que luchan por obtener la igualdad (Eagleton 1996: vii, 24). Nuevas teorías 
proliferan para articular estas transformaciones poderosas que impulsan el 
pensamiento contemporáneo a pensar - con más dudas que certezas- el nuevo 
milenio.  


El objetivo de este texto es mostrar cómo algunas ideas posmodernas han afectado 
las perspectivas teóricas, los objetivos y las cuestiones de la etnomusicología 
reciente. Mi presuposición es que algunos textos etnomusicológicos 
contemporáneos han ganado en sofisticación teórica, poder crítico y relevancia 
social en la medida en que se han emancipado de los vínculos (tal vez opresivos) 
que habían mantenido tradicionalmente con la etnología y la musicología. Dichos 
textos, liberados de una identidad disciplinar, buscan una inspiración más bien en 
las teorías posmodernas del posestructuralismo, del poscolonialismo, del 
posmarxismo y de la crítica feminista.  


Dado que el posmodernismo significa cosas distintas para personas distinas que 
viven en medios culturales diferentes, es necesario presentar - aunque fuera 
sucintamente - aquellas ideas del posmodernismo que parecen haber tenido más 
repercusión en la etnomusicología reciente.  


Como ha sucedido también en otras disciplinas humanistas, las ideas que fundan 
el pensamiento de la etnomusicología actual, provienen en gran parte de la 
apropiación, algo tardía, de teorías europeas de posguerra: la Escuela de 
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Frankfurt con Adorno en particular, los estructural ismos lingüístico y 
antropológico de Jakobson y Lévi-Strauss, los posestructuralismos de Foucault, 
Deleuze, Derrida y Lacan, Gramsci y el posmarxismo de Althusser, la sociología 
de Bourdieu, y, en fin, la nueva historia de Le Goff, Veyne y otros.  


De una manera u otra, todos estos discursos están relacionados entre si. Común a 
ellos es el desafío a los relatos magistrales y totalizantes, esto es, a las 'grandes 
narrativas' de la Ilustración, del hegelianismo, del marxismo, etc, que pretenden 
ser fundación última para legitimar la creencia en el progreso histórico y en el 
poder emancipador de la razón. Dichas teorías implican una visión eurocéntrica 
del mundo, un canon artístico y académico unidimensional, y formas ocultas de 
dominación patriarcal que sustentan relaciones racistas, sexistas, homofóbicas, y 
clasistas. Común a los discursos posmodernos es también apoyar las políticas de lo 
local y particular, favorecer posiciones de pluralidad y diferencia y presentarse 
como defensores de la diferencia racial, sexual y étnica (Giroux 1992: 29-55).  


Las teorías posmodernas asumen una posición relativista : culturalmente, 
desafían las posiciones etnocéntricas en nombre del pluralismo; 
epistemológicamente, sostienen que "las teorías proveen en el mejor de los casos 
perspectivas parciales sobre sus objetos, y que toda representación cognitiva del 
mundo se reduce a construcciones lingüísticas e ideológicas (Best y Kellner 1991: 
4). Para el posmodernismo, como para Nietzsche, no hay hechos, sino 
interpretaciones (aunque siguiendo a Eco cabría pensar que toda interpretación es 
interpretación de algo...) Así, para el posmodernismo, el conocimiento no es 
objetivo y neutral (positivismo), o emancipatorio (marxismo), sino más bien 
indisociable de regímenes de poder (Foucault).  


El posmodernismo rechaza la idea moderna de un 'sujeto racional unificado' en 
favor de un sujeto social y lingüísticamente decentrado y fragmentado (Foucault), 
que sería más bien una construcción artificial de discurso, una simple 'posición de 
sujeto', un mero 'efecto del lenguaje, del deseo y del inconsciente' (Best and 
Kellner 1991: 5, 42). El 'yo' es cada vez una entidad diferente: el sujeto no habla el 
lenguaje, sino que es hablado por él. Somos hablados por el discurso de las 
instituciones. En esta revolución copernicana, el sujeto pierde su status ontológico: 
su lugar es ocupado por diferentes teorías de los que el sujeto es mera función. El 
posmodernismo elimina al sujeto como lugar y origen del discurso.  


Si el sujeto posmoderno no es origen del discurso de conocimiento, y el mismo 
pensamiento no es más que una construcción lingüística, nos encontramos frente a 
una 'crisis de la representación' (o de la referencialidad) que, grosso modo, 
consiste en eliminar la identidad entre las palabras y las cosas. Por esta razón, el 
estudio cualitativo de los fenómenos sociales consistirá primeramente en el análisis 
de formaciones discursivas, esto es, de diferentes sistemas de significación o 
'textos' vinculados a la expresión verbal (Tel Quel), cuyo análisis se puede llevar a 
cabo sin postular un sujeto activo, creador o productor. La lengua no es una 
objetivación individual sino colectiva, que existe independientemente del sujeto 
significante. Para los téoricos idealistas (o pantextualistas) del posmodernismo no 
existe una distinción entre discurso y realidad: el discurso es la realidad y 


Página 2 de 17Pelinski: Etnomusicologí:a...


03/11/2010http://www.candela.scd.cl/docs/pelinski.htm



user

Highlight

Néel



user

Highlight

Habitus



user

Highlight







viceversa, (para parodiar a Hegel). El único saber significante proviene de las 
formaciones discursivas, como sitios de la lucha por el poder mediante la 
producción de sentido. Para ellos, todo discurso cultural es discurso político.  


Dado que el discurso es un sistema lingüístico que se autovalida, - un sistema que 
confirma la relación de la realidad proporcionada por quienes la utilizan 
(Foucault), la construcción de la verdad está asociada con sistemas de poder cuyas 
operaciones y contradicciones dialécticas pueden ser descubiertas por el método 
de la desconstrucción (Subotnick 1996). Si toda teoría está caracterizada por la 
topicalidad, esto es, si, como atestigua Slavoj Zizek "la teoría es siempre parte de 
la conjunción en la que interviene (....), un momento de la totalidad que es su 
'objeto'" (Zizek 1994: 182), una de las tareas de la desconstrucción es justamente 
contrarrestar los efectos de esta topicalidad que amenazan naturalizar las 
estructuras ideológicas (Krims 1998: 321).  


En fin, puesto que la significación no está dada sino que es construida por la 
experiencia del receptor, el pensamiento posmoderno se empeña en comprender 
experiencias que conducen a la construcción de la subjetividad. Tales experiencias 
son a menudo corporales - esto es, prelógicas e inmediatas- y constitutivas de los 
procesos cognitivos.  


Entre las teorías posmodernas que han informado la problemática de la 
etnomusicología contemporánea, destacan - más allá del posestructuralismo y del 
posmarxismo-, las críticas postcolonial y feminista.  


Los teóricos del poscolonialismo (Memmi 1991; Fanon 1988, 1989; Fernández 
Retamar 1995; Sa•d 1978, 1989, 1993; Freire 1972; Spivak 1987; Minh-Ha 1989; 
Bhabha 1994; Savigliano 1995, y otros) se proponen descolonizar el discurso que 
ha construido al Otro criticando las ideologías implicadas en su invención. Para 
utilizar una expresión feliz de Johannes Fabian (1983) sobre los antropólogos, 
podríamos decir que la mayor parte de las veces 'los etnomusicólogos no hablan 
con el Otro; hablan del Otro entre ellos.' Los discursos poscoloniales 
desconstruyen las implicaciones político-conceptuales de las dicotomías que las 
potencias coloniales han producido, a fin de ejercer hegemonía sobre un Otro 
supuestamente inferior, exótico, irracional, marginal. Los poderes coloniales lo 
han inventado, y pretenden representarlo, para explotarlo más eficazmente en 
nombre de los grandes relatos totalizadores del Occidente. Orientados hacia la 
racionalización universal, el progreso industrial y la expansión de los mercados, 
estos relatos erradican las historias locales o nacionales para proponer un destino 
común unificado para toda la humanidad - que sería, por cierto, el de la 
civilización Occidental, y erradican las historias locales o nacionales  


Para el pensamiento poscolonial, la dicotomía centro-periferia pierde sentido en 
un mundo de redes múltiples en el cual los antiguos centros devienen móviles y 
excéntricos. Hoy el centro es nómada. Ello no puede ser de otra manera en una 
época de migraciones, desplazamientos, mestizaje generalizado, 
multiculturalismo, identidades complejas y lealtades dispersas. En estas 
condiciones emergen una literatura, un arte y una música poscoloniales como 
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nuevas formas de resistencia y nuevas sensibilidades para oponer tradiciones 
locales a la naturaleza multinacional del capital. Estas expresiones artísticas se 
valen de estrategias de significación y gramáticas de oposición, basadas en el code 
switching, sincretismo e hibridación frente a las diversas formas de hegemonía 
económica (Lipsitz 1994: 31).  


Análogamente a la visión del Otro de las teorías poscoloniales, la crítica feminista 
exige el reconocimiento de los derechos de las mujeres a representarse a si mismas 
en aquellos dominios de la vida de los cuales fueron excluidas por un patriarcado 
que usurpó sus funciones significativas y representativas, erradicando su 
presencia histórica (McClary 1991, 1993; Citron 1993;.Solie 1993; Cook y Tsou 
1994). Las diferencias de género son concebidas como construcciones culturales, 
políticas y simbólicas que crean relaciones asimétricas de subordinacion - lo 
masculino es hegemónico con respecto a lo femenino - de las cuales las mujeres 
buscan emanciparse. El género como categoría analítica, más aún, como 
paradigma de la nueva musicología, ha protagonizado la investigación musical 
desde mediados de los años 80, cuando la (etno)musicología comenzó a abandonar 
la insularidad de sus estudios positivistas para abrirse a debates corrientes en las 
ciencias sociales y humanas sobre la experiencia humana, la constitución de la 
subjetividad, las políticas de la identidad, de la representación y del poder, el 
papel de la música en la construcción de realidades sociales, etc.  


A la crítica feminista se une la crítica gay y lesbiana (Brett, Thomas y Wood, 
1994) en el empeño de proponer una aproximación alternativa al estudio del 
hecho musical, que tome en cuenta la subjetividad de aquellos 'Otros' que han 
sido tradicionalmente menospreciados, excluidos y ocultados por la historia 
musical.  


De este modo, las teorías posmodernas del poscolonialismo y del feminismo 
contribuyen a situar las políticas de la representación discursiva de la identidad 
étnica y de género en el centro del debate musical crítico.  


2. La etnomusicología en la edad posmoderna  


La etnomusicología actual, lejos de temer el diálogo con estas ideas, se nutre de 
ellas para articular nuevos problemas, en los que la música, más allá de buscar su 
identidad en rasgos sónicos, simboliza pensamientos y prácticas políticas, sociales 
y culturales de nuestro tiempo.  


Si bien es cierto que los debates actuales de la musicología - en particular de la 
musicología norteamericana - están inofrmados por perspectivas posmodernas 
(Kramer 1992, 1993; Tomlinson 1993; Pasler 1997), sería hipérbole afirmar que la 
etnomusicología contemporánea está colonizada por la teoría posmoderna. Por 
una parte, en gran parte del mundo no se dan las condiciones materiales que 
promueven reflexiones posmodernas; y en aquellas regiones donde tales 
condiciones se dan, hay un lastre histórico que a menudo se opone a reteorizar 
nuestro campo de estudios. Por otra parte, pertenece al concepto mismo de 
posmodernidad el reconocimiento del pluralismo de tendencias epistemológicas y 
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discursivas que responden a aspectos particulares de la realidad musical. En 
consecuencia, lo que en el curso de esta disertación llamaremos, por razones de 
operatividad, "etnomusicología posmoderna" no denotará sino aquellas 
tendencias emergentes protagonizadas por algunos etnomusicólogos que 
trascienden los límites de categorías intelectuales recibidas para elaborar nuevos 
teorías inspiradas en la 'condición posmoderna.'  


2.1. Música e identidades sociales  


En las últimas décadas, los etnomuscólogos han prestado especial atención a las 
diferencias de género (crítica feminista, gay y lesbiana) y de edad (teorías sobre 
las músicas populares de los jóvenes).  


La concepción de un sujeto fragmentado y artificialmente construido como una 
función del lenguaje, la nueva aproximación al hecho diferencial del género 
rechaza la visión esencialista de una identidad estática y constante, en favor de 
una visión de las identidades como procesos dinámicos, complejos, frecuentemente 
reinterpretados, generalmente imaginados, y sujetos a negociaciones coyunturales. 


Por otra parte, entre identidad y música existe un vínculo privilegiado: la música 
posee el poder de ofrecer a la gente la experiencia corporal de sus identidades 
imaginadas en el momento de la performance (Frith 1996). La performance no 
reenvía a un sentimiento de identidad que estaría detrás (o más arriba, o debajo) 
de la performance, sino que es la realidad misma de la identidad. Para Turino, la 
ejecución musical 'no es puramente una afirmación sobre identidad y 
cosmovisión, sino que es más bien la esencia de tal afirmación' (Turino 1989: 29). 
Dicho de otra manera: 'hacer música no es una manera de expresar ideas; es una 
manera de vivirlas.' (Frith 1996). Además, pensar que la performance no es 
símbolo de cosas externas a ella, sino esas mismas cosas manifestadas como 
performance, es un retorno hacia una fenomenología de las cosas mismas 
(Friedson 1996: xi-xvi)  


Al disolverse la oposición colonial de centro-periferia, los límites entre los 
territorios étnicos y las fronteras entre las músicas, la oferta musical de imágenes 
identitarias es ilimitada en su diversidad: se extiende desde las músicas 
territorializadas que configuraron las primeras ficciones identitarias de nuestra 
infancia hasta el flujo global de las músicas mediatizadas que tanto pueden 
imponernos las ficciones identitarias del colonizador, como permitir que veamos 
en la música del Otro aspectos (y espectros) de nuestra propia identidad.  


Probablemente no hay texto etnomusicológico contemporáneo que no trate 
aunque sea implícitamente los procesos de construcción identitaria. Para no 
mencionar más que un par de ejemplos: Para Turino, la construcción de 
identidades "implica procesos creativos continuos que cuestionan la concepciones 
esencialistas de la cultura y la identidad" (1993:13). Así, entre los indios de 
Conima (Perú) que emigran a la ciudad de Lima, emergen nuevas identidades 
sociales: en lugar de la identidad única de su comunidad de origen, los indios 
construyen una identidad nueva que sintetiza elementos montañeses, 
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comportamientos urbanos, cultura internacional del rock, etc. Por su parte, M. 
Stokes (1994) muestra cómo la construcción musical del lugar imbrica cuestiones 
de etnicidad e identidad.  


La contribución particular de la etnomusicología a la comprensión de las 
relaciones entre música e identidad se distingue por haber mostrado a nivel global 
que los conceptos, comportamientos y músicas que se relacionan directamente con 
el género son construcciones culturalmente variables (Sarkissian 1992: 345; 
Koskoff 1989; Herndon y Ziegler 1990; Robertson 1993). Por lo demás, tanto el 
feminismo como la musicología gay y lesbiana (Brett 1994; Cusick 1994) han 
contribuido a promover el debate sobre cuestiones contemporáneas que han sido 
ignoradas por la (etno)musicología tradicional, tales como el papel del género, del 
deseo, de la subjetividad y de la experiencia personal de la música y del cuerpo en 
la constitución de la identidad.  


2.2. Globalización y localismo, diáspora e identidad  


El problema de la construcción de identidades culturales vuelve a plantearse en 
aquellos textos cuyo objeto principal es la relación dialéctica entre globalización y 
localismo: el posmodernismo desencadena el poder de lo local, regional, 
idiosincrático para homogeneizarlo globalmente bajo la forma de World Music. 
En efecto, la condensación del tiempo histórico, el empequeñecimiento del espacio 
geográfico, y la promiscuidad de sonidos provenientes de lugares distantes, 
inspiran aquellos estudios que examinan críticamente las estrategias de fusión y 
confusión de sonidos y sentidos locales, y la circulación de sonidos y sentidos entre 
audiencias locales y transnacionales en un mundo en el que las culturas 
autónomas, homogéneas y autocontenidas dentro de territorios soberanos con 
fronteras bien demarcadas, son entidades e identidades en vías de disolución 
(Guilbault 1993a; Lipsitz 1994; Mitchell 1996).  


Los estudios sobre globalización y localismo están particularmente enfocados 
hacia cuestiones políticas y estéticas de las músicas transnacionales y de las 
diferencias culturales que ellas implican, hacia la dialéctica entre 
homogeneización y diversidad, y hacia las categorías (pastiche, nostalgia) que 
caracterizan la producción de la "World music", etc (Erlmann 1993: 3-15; 1994; 
1998: 12-21).  


La globalización de la industria musical -en particular aquella que produce la 
World music, suscita también problemas de identidad en relación con el 
imperialismo cultural, y la creación o confirmación de un espacio local propio 
(Guilbault 1993b; 1996). Según George Lipsitz (1994:3), las transformaciones de 
la música popular involucran cambios en la poética y la política del lugar. A pesar 
de la globalización de los medios de producción y de distribución, y a pesar de su 
carácter viajero, las músicas populares contemporáneas refuerzan y a la vez 
sabotean los vínculos con su lugar de origen. Bien que la comunicación musical 
intercultural trae recuerdos de colonialismo (exotismo, racismo), las condiciones 
emergentes de la globalización están cambiando este panorama: a pesar de la 
integración global, las identidades locales no desaparecen.  
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Por otro lado, en un tiempo de heterogeneidad, hibridación, y multiplicidad, y en 
un mundo interconectado, en que el capital opera a escala global, las identidades 
territorializadas en perspectivas locales tienen la posibilidad de abrirse a las 
identidades diaspóricas que les ofrece la globalización.  


En fin, gracias a la interconexión de prácticas musicales y discursivas en un 
mundo globalizado y mediatizado, el objeto de estudio de una etnomusicología 
posmoderna resulta más complejo - una complejidad que reside menos en la 
materia sonora que en su situacionalidad social. Como luego veremos, esta 
complejidad resulta particularmente evidente en el trabajo etnográfico.  


2.3. El cuerpo en la música  


La participación del cuerpo en la formación de singificaciones prelógicas y 
prediscursivas es uno de los temas centrales del posmodernismo en su crítica a la 
moral cristiana, a la racionalidad moderna y al objetivismo científico. Esta crítica 
tiene que ver con la represión del cuerpo en la cultura Occidental y con el rechazo 
del mismo como medio de conocimiento en la dicotomía Cartesiana de cuerpo y 
espíritu.  


La búsqueda secular de sentido racional y abstracto detrás de la superficie 
sensible de la música ha desviado la atención de los aspectos corporales de la 
música, visiblemente ausentes en los discursos musicológicos institucionalizados. 
Por el contrario, la centralidad del cuerpo en la comprensión de la música ha sido 
constantemente acentuada por las llamadas 'musicologías alternativas': estudios 
en música popular, estudios de música y género, teoría crítica feminista 
(Middleton 1983: 235-70; Brett 1994: 371; McClary 1991: 23), etc. Estas 
musicologías tienen en común la cuestión recurrente de cómo conceptualizar el 
cuerpo en cuanto condición de posibilidad para toda experiencia musical posible 
(Walser 1991; McClary y Walser 1994). En particular, la crítica feminista apela a 
la performatividad de la música en cuanto 'la actualización de la música por 
cuerpos reales y voces reales que bajan la música de estratosefera para participar 
en prácticas cotidianas.' (McClary 1991: 417).  


2.4. El impacto de las nuevas tecnologías de la comunicación  


La relación privilegiada que la posmodernidad guarda con los medios de difusión 
masiva y las nuevas tecnologías de la comunicación ha sido también objeto de 
atención por parte de los investigadores, particularmente por aquellos que 
estudian las músicas populares. Dado que estos medios han sido decisivos en la 
creación de una cultura de masas, los procesos de producción, de difusión y de 
recepción han sido el terreno de investigaciones particularmente fructíferas para 
el desarrollo de teorías.  


Sabemos que la comunicación masiva tiende a reducir la experiencia de la 
realidad a una experiencia de imágenes. En este sentido, la TV resulta el medio 
más típico de la cultura posmoderna. Si los medios de comunicación masiva 
propagan simultáneamente a nivel global representaciones (imágenes) que no se 
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pueden distinguir de la realidad, podemos hablar de la insensibilidad creciente del 
público que ve la TV y asiste a la realidad como espectáculo (Eco, Baudrillard). 
En esta perspectiva se inscriben algunos trabajos que estudian la percepción 
distraída, diseminada, fragmentada (Benjamin) del televidente, una actitud que 
representaría la estructura misma del conocimiento y de la percepción de fines del 
siglo XX (Straw 1993). Por su parte, de Carvalho reflexiona sobre los cambios de 
sensibilidad que las innovaciones tecnológicas provocan en la ejecución y la 
recepción musical de los circuitos de consumo musical actual. Estas innovaciones 
"provocan una constante renovación de la percepción del oyente de música" y 
propician un clima mediático "que homogeneiza el impacto sensorial de la 
música." (Carvalho 1996: 254-55). Más aún, las nuevas tecnologías de grabación y 
de reproducción llevan a un gusto estandarizado, en el que el control eletrónico de 
la alteridad anula las diferencias entre las músicas.  


Otros medios de comunicación masiva, como la cassette, también han configurado 
de manera específica la producción, difusión y recepción de la música popular 
contemporánea (Manuel 1993).  


2.5. La reconceptualización de la etnografía musical  


La nueva etnografía musical se funda en reflexiones críticas que tienen por objeto 
tanto la experiencia directa del trabajo de campo, como su representación 
interpretativa en la forma de textos.  


2.5.1. Trabajo de campo  


El trabajo de campo está muy alejado de aquellas misiones folklóricas cuyo objeto 
principal era recoger la mayor cantidad posible de piezas para someterlas después 
a la clasificación, descripción, análisis y explicación en el gabinete del 
investigador. Las 'relaciones asimétricas' que el contexto colonial crea en este tipo 
de trabajo no pueden captar los aspectos interpersonales humanos y 
comprometerse en 'procesos interactivos personales' que reconocen los valores 
específicos de las sociedades estudiadas (Barz y Cooley 1997: 7, 11; Canzio 1995). 
Para obtener una comprensión intercultural inmediatamente vivida, la etnografía 
musical actual reconceptualiza el trabajo de campo, buscando nuevos modelos de 
etnografía en una pluralidad de inspiraciones: las teorías feministas (McClary 
1991, 1993; Koskoff 1987, 1993), la fenomenología (Titon 1997, Friedson 1996), la 
hermenéutica (Rice 1997), el dialogismo bakhtiniano (Feld 1990), etc. En 
particular el feminismo ha mostrado el carácter androcéntrico de lo que pretende 
ser escritura genéricamente neutra (Babiracki 1997: 121-36)  


En esta línea, las interrogaciones de la etnografía musical actual están teñidas de 
posmodernismo: Àqué podemos conocer a través del trabajo de campo sin 
explotar a los detentores de la cultura investigada? Àqué puede ofrecer la 
etnografía musical al conocimiento del ser humano? Àqué obligaciones de 
reciprocidad tiene el etnomusicólogo frente a los miembros de la cultura que 
estudia? (Clifford 1983; Barz y Cooley 1997: 11). Como observa Timothy J. 
Cooley pasar del estudio de la música como objeto al estudio de la música como 
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cultura lleva a practicar una etnomusicología reflexiva en la cual el investigador 
no puede situarse fuera de la cultura como observador de una cultura 
objetivamente observable. Dado que la subjetividad del investigador interfiere en 
el proceso de su experiencia de la cultura estudiada (vivida), es necesario que 
explicite su posición epistemológica y el modo de su relación con la cultura 
estudiada (Cooley 1997: 16-7; Kisliuk 1997: 23-44).  


2.5.2. El Otro entre nosotros, o la etnomusicología repatriada.  


La crítica protagonizada por los discursos poscoloniales ha contribuido a 
reorientar la investigación etnomusicológica hacia campos de trabajo más 
cercanos a la vida cotidiana del investigador. Esta reorientación recibe el nombre 
de 'etnomusicología repatriada'. Contrapartida de la etnoteoría, la 
etnomusicología repatriada surge implícitamente del discurso poscolonial. 
Postular el derecho de las culturas africanas o sudamericanas a expresarse con su 
propia voz, equivale a admitir que también las minorías étnicas de la ciudad en 
que vivimos pueden atraer la atención del investigador musical. La 'fantasía 
pastoral' de una cultura exótica - pura y lejana- como objeto de estudio, es un 
residuo de la escuela de Berlín (Musicología comparada), para la cual la búsqueda 
de universales era más importante que la comprensión de la especificidad de una 
cultura musical a partir de un contacto inmediato con ella. Si la extrañeza del 
Otro es ya mi propia extrañeza, más vale repatriar el objeto de mi estudio. Esta 
perspectiva tiene la ventaja de aguzar la mirada lejana del etnógrafo con la 
certeza inmediata del 'insider'  


Las exploraciones en dirección a una 'etnomusicología urbana' han sido 
protagonizadas por Adelaide Reyes Schramm ([1979] 1992), quien propone como 
objeto de estudio las minorías étnicas en el contexto urbano de las grandes 
ciudades. M. Slobin (1993) ofrece un estudio programático de las prácticas 
musicales - diversas y complejas, que las subculturas minoritarias mantienen en 
las grandes ciudades, cultivando lazos interculturales en redes transnacionales y 
transétnicas, en las cuales lo global sigue implicando lo local.  


La etnografía musical urbana que tiene por objeto el estudio de prácticas 
musicales populares es un terreno en el que se distinguen particularmente los 
estudiosos anglosajones (por ejemplo I. Chambers, R. Middleton, S. Cohen, J. 
Shepherd, A. Goodwin, S. Frith, L. Grossberg, y muchos otros). Entre ellos, P. 
Manuel (1995) ha enfatizado las 'inclinaciones inherentes' entre las subculturas 
urbanas y la estética posmoderna.  


En fin, un aspecto particular de la repatriación de la etnomusicología es la 
consideración de la propia tradición musical erudita como objeto de estudio 
etnomusicológico. (Kingsbury 1988; Jeffery 1992; Nettl 1992a; 1992c; 1995). 
Podríamos denominar esta tendencia como 'autoetnomusicología', una tendencia 
que se distingue por reconocer al yo como alteridad, la propia identidad como 
diferencia. En efecto, un criterio para evaluar la pertinencia de una descripción 
socio-musical de las músicas del Otro, sería aplicarlo a nosotros mismos 
(Rosaldo).  
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2.5.3. Crisis de la autoridad etnográfica.  


La crítica de la construcción colonial del Otro ha comportado una crisis de la 
autoridad etnográfica. Esta crisis se manifiesta, según J. Clifford, en el hecho de 
que el Primer mundo ya no es origen y fundamento de verdad antropológica. 
Vivimos más bien en una situación de comunicación y de contacto intercultural en 
la cual los procesos de interpretación son recíprocos (Clifford 1980; 1983: 119; 
1988). En una situación de etnografía generalizada, la autoridad etnográfica está 
distribuida entre el etnomusicólogo y sus colaboradores de modo que entre ellos se 
establece un vínculo de reciprocidad (Clifford 1983). Más allá del intercambio de 
informaciones sobre las respectivas culturas, este vínculo es uno de los 
fundamentos éticos de la comprensión intercultural como proceso de 'fusión 
dialógica de horizontes' (Gadamer) culturales,  


Tradicionalmente, era el etnomusicólogo quien 'decía la última palabra' sobre una 
cultura musical determinada. Hoy, sabiendo que el Otro, a quien describimos, es 
en gran parte fruto de nuestra construcción intelectual, nos preguntamos quién 
está legitimado para tomar la palabra en representación de quién, cuál es el papel 
del etnomusicólogo en la descripción e interpretación de una cultura y cuál el del 
colaborador autóctono que nos hace el don de su competencia cultural. La 
problemática de la representación y de la autoridad es particularmente visible en 
la producción y recepción de películas y vídeos (Titon 1992; Dornfeld 1992)  


2.6. Nuevas políticas de la representación  


El posmodernismo ha incentivado la reflexión sobre la adecuación y la legitimidad 
de nuestros medios para representar (textualmente) la Alteridad cultural (Barz y 
Cooley 1997:1). Una de las repercusiones del discurso poscolonial en la 
etnomusicología actual es, en efecto, el reconocimiento de que representar la 
cultura del Otro, pasa necesariamente por las categorías mentales del 
investigador. Lo que importa es admitir la acción del filtro cultural y no pretender 
presentar el propio discurso como 'reflejo fiel' de la cultura del Otro.  


El elemento de subjetividad es inevitable y solamente llega a ser un obstáculo para 
la adquisición del conocimiento del Otro, si no se reconoce su existencia, haciendo 
pasar por lo tanto la representación subjetiva por verdad objetiva. No se trata, 
pues, de encontrar simplemente lo que uno quiere encontrar y después contárselo 
a todo el mundo...El sujeto del discurso debe, pues, identificar su posición social e 
intelectual para poner en evidencia las relaciones de poder involucradas en sus 
palabras. Desde Orientalism de Edward W. Sa•d (1978), no podemos negar que el 
Otro es el resultado de una construcción ideológica en la que interviene toda clase 
de filtros, con un sistema de proyecciones, rechazos y discriminaciones 
generalmente interiorizados.  


La subjetividad del investigador juega un papel decisivo en la reconceptualización 
de la etnografía musical. En lugar de ofrecer descripciones puramente objetivistas 
y 'científicas' que pretenden explicar la música con una conceptualización 
racional y lógica, el etnomusicólogo involucra sus propios sentimientos y 
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reacciones emotivas en sus reflexiones sobre la experiencia del campo. El objeto 
de la búsqueda no es el objeto musical, sino más bien la música en cuanto cultura, 
esto es, la música comprendida desde la experiencia personal, directa, corporal, 
cinestésica. Mientras el etnógrafo moderno se situaba en un punto fuera de la 
cultura, desde el cual representaba al Otro, y aceptaba el paradigma científico 
según el cual la cultura sería objetivamente observable, el etnógrafo posmoderno 
trata de comprender su posición frente la cultura estudiada, explicitando sus 
puntos de vista epistemológicos, sus relaciones con la cultura y las personas que 
estudia, etc (Barz y Cooley 1997: 16-7)  


2.7. Representación y hermenéutica  


La emergencia de las teorías poscoloniales en etnomusicología coincide con un 
retroceso de las posiciones formalistas, universalistas y estructuralistas, en favor 
de un retorno de la hermenéutica fenomenológica (Rice 1997: 101-20. Véase no 
obstante Meyer 1960 y 1998) y de una atención mayor a la construcción social de 
significaciones. Tal es, por ejemplo, el paso de la 'primera' semiología musical 
propuesta por Jean-Jacques Nattiez en los años setenta a sus posiciones 
epistemológicas actuales, en las que la hermenéutica juega un papel importante 
(Nattiez 1990).  


Una posición cercana a los ideales del posmodernismo es la de aquellos 
etnomusicólogos (por ejemplo Friedson 1996; Rice 1997) que apelan a diversas 
metáforas de la fenomenología hermenéutica de Edmund Husserl, Martin 
Heidegger, Hans-Georg Gadamer, y Paul Ricoeur. Más allá de las oposiciones 
entre émico y ético, 'insider' y 'outsider' - implicadas en la noción de fronteras 
culturales -, más allá de la oposición entre trabajo de campo y escritura 
académica, vivencia y representación, el etnomusicólogo aspira a disolver las 
fronteras entre el Yo y el Otro, en una progresiva 'fusión de horizontes' culturales 
(Gadamer). Por otra parte, nuestra condición ontológica de 'ser-en-el-
mundo' (Heidegger) tiene prioridad sobre el conocimiento, la comprensión y la 
interpretación. La comprensión preverbal precede la explicación, como lo hemos 
experimentado frecuentemente en el trato con músicos de tradición oral que no 
poseen una teoría musical formalizada (Rice 1997: 114 -5).  


2.8. Retóricas de la representación.  


La crisis de la autoridad etnográfica -vinculada a la arriba mencionada crisis de 
la representación- y el 'epistemocentrismo' que este concepto involucra, han 
llevado a buscar nuevas estrategias retóricas para la representación cultural que 
van más allá del estilo objetivista de escritura (Barz y Cooley 1997: 38). En primer 
lugar está la noción poscolonial de que la descripción etnográfica y su 
interpretación implican la elección de estrategias discursivas acordes con el 
contexto socio-cultural y los hábitos discursivos de la cultura estudiada. Así, el 
antropólogo Renato Rosaldo cree que una disciplina que opera a nivel global, 
tiene que admitir estrategias retóricas en respuesta a la diversidad de las culturas 
con las cuales entra en diálogo. Se trata de incluir al Otro en el discurso del 
etnomusicólogo, sea apelando a recursos de escritura que enfatizan la palabra del 
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lugareño, sea utilizando modos de representación afines a los de la cultura 
estudiada.  


En consecuencia, los modos de representación posmoderna tienden a abandonar 
el registro académico - objetivista y 'científico' de escritura unidimensional para 
experimentar con retóricas nuevas. Algunos (etno)musicólogos enfatizan las 
interferencias e hibridaciones entre músicas eruditas, tradicionales y masivas 
desclasificándolas por medio de yuxtaposiciones provocativas de textos. Por 
ejemplo, McClary (1991), reúne estudios sobre músicas eruditas y populares en un 
mismo volumen; Walser (1993: 57-107) señala rasgos de virtuosismo clásico en un 
solo de guitarra eléctrica de heavy metal. Con tales procedimientos se pretende 
democratizar el canon, minorizando las músicas mayores y mayorizarndo las 
músicas menores. En otros casos, una proliferación masiva de citas, neologismos, 
conceptos de la nueva filosofía francesa, etc, producen probablemente más 
abstracción de lo que la música tratada puede consumir, como es el caso del 
brillante estudio de Siciliano (1997) sobre música popular y posmodernidad. 
Estrategias frecuentes son los cambios de registro narrativo y la mezcla de 
géneros, los textos colaborativos, el diálogo, el etnotexto, y la ficción. Dichas 
estrategias tienen en común que todas ellas abren la posibilidad de varias lecturas, 
una visión multiperpspectivista de la realidad musical, el rechazo de verdades 
absolutas y monolíticas, etc.  


2.8.1.La mezcla de géneros  


Something is happening to the way we think about the way we think, decía 
Clifford Geertz hablando de la frecuente mezcla de géneros en la escritura 
intelectual y artística de los últimos años (1983: 20). Análogamente a la práctica 
musical contemporánea, el pastiche y el bricolage invaden la escritura etnográfica 
para desactivar posibles imposiciones de verdad única. Los discursos de la 
etnografía contemporánea son discursos de pluralidad como lo muestran la 
polifonía de voces divergentes, la yuxtaposisión de géneros literarios y, sobre todo, 
el perspectivismo epistemológico que los inspira. Puesto que ya no existe un 
paradigma unificador (como lo ha sido, por ejemplo, el paradigma antropológico 
en la etnomusicología norteamericana durante más de veinte años), hoy es posible, 
para citar ejemplos evidentes, que téoricos postmarxistas de la música popular 
integren ideas de la semiología (Tagg 1987; Shepherd y Wicke, 1995), la cual, a su 
vez, no desdeña el trato con la hermenéutica (Nattiez, 1994). Por otra parte, la 
pluralidad de estrategias discursivas responde a una concepción del objeto de 
conocimiento cuyas múltiples facetas pueden adquirir luz propia mediante 
recursos retóricos adecuados.  


Los ejemplos de este nuevo modo de escritura se distinguen por su pluralismo 
metodológico, una modalidad reflexiva que suspende la oposición entre registros 
narrativos (diarios de campo, cuadernos de viaje, descripciones etnográficas, etc.) 
y, en fin, un estilo literario cultivado cuya lectura seduce. Podemos citar entre 
ellos a Lortat-Jacob (1990), Taylor (1998), y Savigliano (1995, 1997), en cuyos 
trabajos la invención narrativa - con una mezcla novedosa de diálogo, ficción, 
poesía, drama, teoría pura y dura, etc. -, y finura reflexiva se alejan 
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transgresivamente de la escritura académica para descubrir aspectos de la música 
que suelen pasar generalmente desapercibidos a la etnomusicología convencional.  


2.8.2. Texto colaborativo  


Todo trabajo de investigación es empresa colectiva en varios sentidos: tanto en lo 
que atañe a la productividad del diálogo intersubjetivo entre investigadores, como 
en lo que atañe a la actitud de reciprocidad con los autóctonos, cuyas 
informaciones son objeto de 'traducciones' negociadas con ellos y presentadas en 
forma accesible para su reapropiación (Clifford 1980: 518-32). La presencia de 
diferentes voces en una investigación no es accidental: enfatiza la voz del 
autóctono, quien puede eventualmente protagonizar la autoría del texto como 
colaborador o coautor. Responde, además, a la intención de presentar diversos 
puntos de vista, favorecer lecturas desde distintas perspectivas (Bakhtin 1981) y 
distribuir la autoridad etnográfica entre investigadores y autóctonos informantes, 
colaboradores o amigos, para que éstos tengan la posibilidad de controlar la 
interpretación de su propia historia. Tal es la estrategia utilizada por Guilbault en 
su estudio sobre el Zouk (1993a).  


Otros ejemplos de este perspectivismo son el artículo de Helen Koskoff (1993) 
sobre el canto de Miriam, una mujer Hasid, que entrelaza las perspectivas 
descriptivas y analíticas del observador externo, con la perspectiva de su 
comunidad religiosa (los Lubavitcher) para terminar introduciendo la dinámica 
del poder que existe entre entre el observador y el Otro observado; y mi propio  


reestudio de un cancionero castellonense, en el que los textos de tres 
etnomusicólogos 'outsiders' hacen contrapunto con los textos de dos lugareños: un 
danzante y un político (Pelinski 1997b). En esta manera de trabajar, los 
'informantes' de la vieja etnografía se transforman en colaboradores y co-autores, 
y los 'etnomusicólogos', en audiencia activa y dialogante.  


2.8.3. Diálogo  


Diálogo es metáfora hermenéutica para nombrar el proceso de comprehensión 
mutua, interpersonal o intercultural, en el cual las dicotomías de sujeto y objeto 
tienden a desaparecer. Es el sitio en el cual los dialogantes leen, debaten, 
contradicen y critican libremente las prácticas culturales, en un proceso de 
relación recíproca (Erlmann 1996: 11-2).  


La metáfora del diálogo expresa que, para obtener una comprensión intercultural, 
es preciso reconocerse a sí mismo (esto es, su propia cultura), reconocer al Otro y 
dialogar con el Otro sobre la base de la Alteridad que nos constituye. Esto 
significa admitir que 'yo es un Otro' (Rimbaud) antes de poder descubrir que 'el 
Otro es un yo' (Todorov 1989:49). En este diálogo nadie tiene la última palabra, 
ninguna voz reduce la otra a una simple condición de objeto, y el otro es 
reconocido como sujeto (Todorov 1982: 311).  


La finalidad del diálogo es, pues, obtener una comprensión intercultural. Como 
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toda comprensión, se trata de una aproximación, obtenida de varias maneras a 
través del diálogo, esto es, de una mutua corrección de la comprensión por cada 
participante hasta llegar a un acuerdo adecuado sobre toda interacción particular 
(Marcus y Fischer 1986: 29). En efecto, la tradición hermenéutica reciente 
(Gadamer, Ricoeur, Geertz) nos ha enseñado que comprender la cultura del Otro, 
implica un diálogo continuo entre mis 'prejuicios' culturales y los del Otro, en 
cuyo horizonte su diferencia aparece como una de las manifestaciones múltiples 
de la unidad del ser humano. La noción de dialogismo (Bakhtin 1981: 324-30) 
remite a un discurso polifónico en el que voces diferentes se entrelazan y se 
orientan hacia la fusión de sus respectivos horizontes socio-culturales - un objetivo 
que, aunque utópico, no debe ser descartado.  


Hay que señalar, sin embargo, que en el proceso dialógico, la fusión de los 
horizontes socio-culturales no implica la disolución de la identidad cultural. En 
efecto, la comunicación intercultural puede de valerse de un 'lenguaje de contraste 
perspicuo' (Charles Taylor), esto es un lenguaje 'en el cual nosotros 
formularíamos ambas, su forma de vida y la nuestra como posibilidades 
alternativas en relación con ciertas constantes humanas comunes a ambas un 
lenguaje en el cual las posibles variaciones humanas serían formuladas de tal 
manera que ambas, sus formas de vida y la nuestra, serían perspicuamente 
descritas como variaciones alternativas.' (Taylor 1985: 125)  


La metáfora del diálogo se ha utilizado en la etnomusicología con varias 
connotaciones: como un intento de apropiación de la hermenéutica en el proceso 
de comprensión de otras culturas (Rice 1997), en un sentido más vasto, como 
'diálogo de las culturas', o, en fin, como estrategia para la construcción de textos 
(Ch. Keil y S. Feld 1994). Por su parte, en el Postscript a la segunda edición de 
Sound and Sentiment (1990: 239-68) Feld, basándose en Bakhtin, plasma el 
concepto de dialogic editing en cuanto negociacion entre el autor y los Kaluli sobre 
lo que el libro dice de ellos. Aquí el diálogo es yuxtaposición de voces, que abre 
cuestiones sobre derechos, autoridad, y poder de controlar lo dicho; es, en fin, 
mostrar cómo los Kaluli interpretan la interpretación que de su cultura hizo el 
autor del libro.  


2.8.4. Etnotexto  


Otra forma retórica de descripción etnográfica es la representación cultural 
basada casi exclusivamente en la terminología musical de los autóctonos. El 
investigador deja de lado la subjetividad de sus ímpetus hermenéuticos para dar 
lugar a la voz del autóctono, a la cual se le atribuye una objetividad de la que 
carecería la voz del investigador. Resultado de esta estrategia con pretensiones de 
objetividad científica, son los etnotextos que presuponen el reconocimiento de 
registros, niveles o modos teóricos propios de las culturas estudiadas (de Coppet y 
Zemp 1978).  


2.8.5. Ficció  


En ciertos casos, las fronteras entre entre ficción y no ficción, literatura y 
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etnomusicología, resultan borrosas. El etnomusicólogo-autor produce una obra 
literaria que describe situaciones y comportamientos atribuibles a las experiencias 
de campo de un etnomusicólogo. En este registro, basándose en las prácticas y el 
saber musical de comunidades indígenas imaginarias, Lortat-Jacob (1994) escribe 
un tratado ficticio de etnomusicología. Se trata de un texto que no tiene por objeto 
una etnografía 'real', sino una textualización de una larga experiencia personal de 
trabajo de campo que produce una etnografía virtual (véase Geertz 1988; Okely 
1992).  


2.8.6. Representaciones globales de la música.  


Uno de los aspectos más productivos de las teorías poscoloniales es la crítica al 
etnocentrismo arraigado en la historiografía de la música occidental. Esta crítica 
se ha plasmado en representaciones globales de las músicas del mundo, que, por 
otra parte, corresponden a transformaciones profundas de la práctica musical 
contemporánea. En efecto, hoy, las músicas homogéneas de pequeñas 
comunidades indígenas aisladas que solían ser objeto casi exclusivo de la 
etnomusicología ceden lugar a músicas híbridas de sociedades urbanas. Los estilos 
unitarios tienden a disolverse en el proceso de su diseminación global. Las músicas 
viajan en el espacio y en el tiempo, acortan las distancias tanto espaciales como 
temporales, abolen la separación entre arte erudito y arte popular, entre 
tradiciones orales y escritas, entre música erudita, folklórica y masiva. La 
'simultaneidad de todo con todo' (Jameson 1984) lleva, a su vez, al pastiche como 
forma adecuada de la expresión posmoderna. La práctica de la composición y de 
la improvisación posmodernas imagina constantemente nuevas fusiones y 
confusiones entre músicas eruditas, tradicionales y masivas. Estudiar la música 
hoy, es 'ocuparse de las mezclas' (García Canclini 1992: 11-2).  


No es sorprendente, pues, que una etnomusicología alerta a los cambios en la vida 
musica actual, busque maneras de representar esta nueva situación. Mientras 
algunos etnomusicólogos dan cuenta del impacto de las músicas occidentales sobre 
las músicas del mundo (Nettl 1985), otros documentan la recepción de estas 
músicas en el mundo actual. Ya en 1977 D. Reck exploraba músicas tradicionales 
y populares de Oceanía, Asia, Africa, Europa y América. Con mayor o menor 
éxito académico, empresas panorámicas fueron llevadas a cabo por May (1988), 
Titon con Koetting, McAllester (1992), y Manuel (1988), sin olvidar World Music. 
The rough Guide (1994.). Entre los proyectos comprehensivos cabe notar también 
World Music, editado por Simon Broughton y otros (1994), The Penguin 
Encyclopedia of Popular Music, editada por D. Clarke, y la reciente Garland 
Encyclopedia of World Music (1996-) proyectada en nueve volúmenes bajo la 
dirección de B. Nettl, J. Porter y T. Rice. El proyecto más vasto - y más 
largamente esperado - es The Universe of Music. A History (ed. gl. Kuss 2000) 
cuya ambición es presentar en sincronía virtual un panorama de todas las músicas 
del mundo.  


3. Conclusión  


El tratamiento de las cuestiones discutidas en este estudio ha pretendido basarse 
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en los varios discursos del posmodernismo (posestructuralismo, 
descontruccionismo, poscolonialismo, etc) que proveen reflexiones teóricamente 
provocativas y estimulan la transgresión de las fronteras tradicionales de la 
etnomusicología. En efecto, la etnomusicología actual tiende a integrar su discurso 
en los contextos más vastos de otros discursos, sean éstos antropológicos, 
sociológicos, filosóficos, históricos, etc. Esta apertura interdisciplinaria coincide 
con las prácticas musicales contemporáneas que suelen ser condensaciones de una 
plétora de estilos musicales, un cruzamiento de códigos y voces diferentes. El 
discurso de la etnomusicología actual es plural y polifónico.  


Termino estas consideraciones con una serie de enunciados que me parecen 
resumir el objetivo que nos proponíamos, esto es, esclarecer la relación existente 
entre diversas tendencias de la etnomusicología actual y los varios discursos que 
pueblan el lenguaje del posmodernismo.  


Hemos visto que ciertas expresiones de la etnomusicología actual trabajan en 
concordancia con ideas del pensamiento contemporáneo que constituyen debates 
centrales en los movimientos llamados poscolonial, feminista y, en general, 
posmoderno. Basadas en tales discursos, algunos investigadores proponen nuevos 
enfoques a la investigación musical. Para lograr este objetivo, la etnomusicología 
se esfuerza por mantener una actitud reflexiva y crítica sobre sus propias 
premisas teóricas. Al explicitar sus premisas, facilita el debate de ideas con otras 
orientaciones de la investigación musical, y asume una actitud de diálogo con 
disciplinas y tendencias afines.  


La etnomusicología en la edad posmoderna ve el pretendido 'discurso verdadero' 
y 'las verdades absolutas' de la ideología positivista como un valor 
contextualmente variable, que depende de la posición y de los intereses del sujeto 
investigador. Acorde con el cambio de paradigma científico operado en el siglo 
XX (Th. Kuhn), no ignora el papel de la subjetividad y el 'punto de vista' del 
investigador en la constitución del objeto de investigación y en la producción de 
los resultados de la misma.  


Es improbable que las cuestiones precedentes hubieran podido ser planteadas 
dentro de un paradigma enraizado en modelos totalizadores, verdades objetivas y 
positivas, centradas en análisis musicales inmanentes, y claras clasificaciones de 
géneros musicales y culturas, relaciones transparentes entre estructuras musicales 
y sociales, en un régimen disciplinario de verdades etnomusicológicas.  


Sin desmedro de poseer perspectivas teóricas propias y una historia distinta en el 
concierto de las disciplinas académicas, la etnomusicología posee vocación 
interdisciplinaria. Su tendencia a apropiarse críticamente del discurso de otras 
disciplinas muestra que su sentimiento de identidad y de jerarquía disciplinaria es 
tan débil, que no le importa ponerse trajes ajenos, a condición de que le queden 
bien. En vez de moverse dentro de compartimentos estancos, prefiere cruzar 
fronteras y ensanchar la noción de investigación musical, extendiéndola a todos 
los sonidos que la gente utiliza - inclusive los de la propia cultura - y a todos los 
sentidos que la gente le otorga.  
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La etnomusicología ha abandonado, como innecesarias y simplistas, las 
oposiciones entre 'popular' y 'culto', oral y escrito, y la presuposición que un 
conjunto diferente de métodos y actitudes es necesaria para el estudio de estas 
categorías. Por el contrario, desclasifica estas clasificaciones buscando un lenguaje 
que escape a la lógica de las oposiciones binarias para dar lugar a cuestiones de 
complejidad, ausencia, diferencia y especificidad, es decir, a cuestiones que 
constituyen una amenaza para la hegemonía cultural y las narrativas magistrales 
que mantienen el canon de la música erudita (Giroux, 1992: 23; Marcus y Fischer 
1986)  


En fin, si la etnomusicología es un campo de estudios atractivo, se debe, quizás 
primeramente, a que está transida por ciertos rasgos del mundo contemporpáneo 
que filósofos, antropólogos y sociólogos describen como el rechazo de paradigmas 
autoritarios, la desconfianza hacia los estilos totalizadores del conocimiento, una 
perspectiva crítica sobre sus presuposiciones teóricas, y, por qué no, una 
incertidumbre sobre su propia dirección como disciplina (Marcus y Fischer 1986: 
14-5). En este sentido, la etnomusicología en la era posmoderna podría ser un 
esbozo de la musicología del futuro, toda vez que, como proponía Norberto 
Bobbio para los investigadores, realice sus tareas 'sin ambiciones, con seriedad, 
con desinterés, con rigor y con autodisciplina.' Esta actitud no excluye sin 
embargo que la etnomusicología actual, al encontrarse en una especie de 
transición hegeliana hacia un regimen transdisciplinario, podría disolverse como 
disciplina con fronteras bien establecidas. Posmodernizar la etnomusicología sería 
entonces asumir el riesgo de incrementar el panteón posmoderno con una nueva 
fatalidad: la muerte de la etnomusicología.  


*  Una primera versión de este trabajo se publicó en codexxi (véase Pelinski 1997a) 


Las teorías posmodernas tienen, desde luego, sus críticos. Entre los más finos cabe 
mencionar a Terry Eagleton (1996) y entre los más despiadados a Alan Sokal y 
Jean Bricmont (1999)  
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Comunicação - ETNOMUSICOLOGIA Menu

As culturas urbanas das minorias étnicas e as culturas nacionais devem estar presentes no campo 
da musicologia da mesma forma que deve ser praticada uma etnografia da tradição clássica para democratizar 
o cânone e desvendar as estratégias conscientes de ocupação desse campo cultural. 

Estudar a música hoje é trabalhar com misturas e isso revela a vocação interdisciplinar da 
etnomusicologia, que tende a “se apropriar do discurso crítico de outras disciplinas, sem o sentimento de 
identidade ou da hierarquia disciplinar” (ibidem).

2. O fantasma da indústria cultural: conhecer o «inimigo»

É possível identificar comportamentos pertinentes à cultura de massa desde o século XVI, quando 
já estava presente muito do que se considera típico da indústria cultural. Cervantes e Shakespeare estavam 
igualmente sujeitos a publicações não autorizadas de suas obras, a paródias e cópias estenográficas, além 
de perder o controle sobre o produto final, a partir do momento que deixavam um manuscrito nas mãos de 
um editor. A partir de então, todo o processo de edição passava para as mãos de um escriba profissional 
(que corrigia os erros de ortografia e de sintaxe) e depois à impressão, num processo análogo à alienação do 
trabalho de Marx.

Outra característica da cultura de massa, a impessoalidade das relações entre autor e público, já 
ocorria no século XVIII, nos concertos públicos em Viena e na indústria emergente de edição musical. 

Uma novidade é o princípio da repetição que conduz o consumo de uma obra musical a uma 
série de ocasiões e possibilidades, «longe do controle do compositor». Para citar apenas um exemplo, Haydn 
reclamava em 1768 da dificuldade de compor uma cantata para um monastério austríaco, por não conhecer os 
músicos nem o local (SUPIČIĆ, in ATLAS, 1985, p. 253). Foi a repetição que criou uma rede implicando todos 
os organismos culturais: o compositor, o editor, o artista e o programador de concertos.

O século XVIII marcou o auge de um longo processo em que os músicos passaram de uma 
ocupação semifeudal de servir a Igreja, a Cidade e a Corte para um livre-mercado essencialmente burguês de 
empreendimento profissional, onde as leis de oferta e procura passam a influenciar a vida cultural e artística. 
Os compositoress independentes puderam então produzir suas obras sem recorrer aos recursos do mecenato 
aristocrático, cada vez menos em função da nobreza. A produção em série, que é uma parte importante da 
produção industrial — e que foi sempre uma atividade rotineira da prensa desde Gutenberg — é também 
utilizada para denegrir a qualidade das produções contemporâneas.

Uma análise menos rígida poderia facilitar a compreensão de pontos em comum entre a indústria 
cultural e a produção artesanal. Hoje, as companhias de balé e de ópera (assim como Le cirque du soleil ou 
os bem elaborados videogames atuais) são comparáveis às produções do cinema de Hollywood e as pressões 
materiais sempre estiveram presentes desde a Renascença e jamais paralisaram a atividade criativa. Com a 
especialização progressiva do trabalho criativo, mesmo os compositores chamados eruditos raramente são os 
intérpretes de seu trabalho, e dependem igualmente da linha de produção para atingir seu público. 

Além do dogma da geração de novidades, a produção de massa encoraja igualmente a 
especialização. Trata-se, segundo Eco (2006, p. 50), de identificar «qual a ação cultural possível que permita 
aos meios de massa transmitir valores culturais». A difusão da música clássica está amplamente adaptada às 
modalidades comerciais e midiáticas da arte de massa.
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Ethnomusicology of Western Art Musi
 
Laudan Nooshin 


ln her 2001 article on the early music scene in Boston, Kay Kaufman Shelemay offi 
what she hoped would be 'useful insights into the coliapsing musical boundaries 
our changing world and the new agendas that might unite musical scholarsh 
through a shared pedagogy and practice of musical ethnography' (2001:1). She gc 
on to discuss the ways in which historical musicologists have begun to engage wi 
ethnographic method previously seen as the reserve of-and indeed characterising­
ethnomusicology. Shelemay notes in particular the work of Gary Tomlins< 
(for example, 1993), Leo Treitler (1989) and Peter Jeffrey (1992), ali of whom ha 
in various ways thematised notions of historical 'Otherness', as weli as some of t] 
contributors to the 1995 special issue of the Journal of the American Musicologic 
Society on 'Music Anthropologies and Music Histories'. As 1discuss below, Shelema) 
observation (citing her earlier 1996 article) that 'On the ground, wherever schola 
actualiy practice a musical ethnography, it is becoming increasingly difficult 
discern where boundaries conceptualized and named geographicaliy can in fact I 
drawn' (2001:4) has especial salience for the articles presented in this themed issue , 
Ethnomusicology Forum; this is symptomatic both of the trend towards ethnograpl 
within musicology (that is, the musicology of western art music, or 'historie 
musicology' in the United States; henceforth simply 'musicology'), and more broad 
of changes within the discipline since the late 1980s which have led to a growir 
interest in and engagement with ethnomusicological thought and method. 


More or less concomitant with these changes within musicology, ethnomusico 
ogists became increasingly interested in the study of urban traditions, particularly ; 
part of what has been termed 'ethnomusicology at home'. ln turn, this engagemel 
with the familiar led to greater attention to what Bruno Nettl-in his study of a 
exemplar music school in the American mid-west--described as 'the last bastion ( 
unstudied musical culture' (1995:2): western classical music; unstudied, that is, frOl 
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an ethnomusicological perspective. For Nettl, this represented the culmination of
 
many years of writing about 'other' musics, as he describes reaching a point where
 
'eventually, also having practiced the outsider's view, to look also at the familiar as if
 
it were not, at one's own culture as if one were a foreigner to it' (1995: 1). Martin
 
Stokes also sees this trend as an indication of 'Ethnomusicology's coming of age ...
 
demonstrated in its ability to interrogate the familiar and the similar, not just the
 
exotic and different' (2008:209). Shelemay goes further, arguing that such a move is
 
an important step towards 'de-colonising' ethnomusicology and helping the field to
 
'emerge from behind a veil of cross-cultural difference' (2001:25).
 


Two points emerge from these observations, one concerning the apparent 
convergence of different areas of music study; and the second, following on from 
this, the question of (sub)disciplinary identities and their continued usefulness or 
otherwise. These questions have been explored fairly extensively in recent years, most 
notably in Henry Stobart's (2008) edited volume The New (Ethno)musicologies, but 


., also in writings by Shelemay (1996), Jonathan Stock (1997a), Tomlinson (2003, on 
the relationship between ethnography and historiography), and more recently 
Georgina Born (2010). ln particular, the trends above have prompted anxieties 
about disciplinary boundaries: if ethnomusicology is no longer characterised (at least 
in large part) by its engagement with 'other' musics, and if musicologists are starting 
to draw on ethnography as a central research methodology, what are the implications 
for the relationship between these two areas of music studies? Before considering 
this question further, however, it should first be noted that-Nettl's comments 
notwithstanding-there have in fact been a number of ethnomusicological studies of 
western art music over the past several decades, admittedly not alI strongly 
ethnographic. Nettl himself, in a landmark article published in 1963, sought to 
apply the techniques of ethnomusicology to 'western' music by conducting a 
questionnaire survey of college students examining their classifications of music, and 
asking what these might reveal about aspects of culture beyond musiCo More than two 
decades later, Nettl adopted a similar approach in seeking to understand 'the 
relationship of the musical system to the rest of culture' (1989:8) through examining 
how music is studied and what is valued within western music education. ln his 
earlier 1963 piece (a response to an article by Merriam on the purposes of 
ethnomusicology), Nettl proposes that ethnomusicology's uniqueness, and what it . 
might usefully offer to other areas of music study, lies not in any distinct purpose (as 
suggested by Merriam) but in its techniques and approaches. Almost 50 years on, this 
idea is thoroughly borne out by the articles presented in this volume. 


A number of other scholars have similarly sought to apply the techniques and 
approaches of ethnomusicology to the study and understanding of western art musiCo 
Some of this work has focused on institutions such as music schools (Cameron 1982; 
Kingsbury 1988; Nettl 1995), research centres (Born 1995) and orchestras (Herndon 
1988; Small 1987), whilst others examine particular locales or COIllmunities (see 
Bohlman 1991; Brennan 1999; Finnegan 1989; see also Wachsmann 1981). Since the 
e~rly 2000s, a growing body of literatur.e has emerged, indudingseveral: monographs 


:.:.-
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and doctoral dissertations (see, for example, Beckles WiUson 2009a, 2009b; Cott 
2004; EI-Ghadban 2009; Etherington 2007-and several other chapters in KartoJ 
Dreyfus and Pear 2007; Everett and Lau 2004; Melvin and Cai 2004; Pitts 2005; P 
and Spencer 2008; Sailer 2004; Shelemay 2001; Usner 2010; Wint 2012; Yoshib 
2007), and this work is by no means the sole preserve of ethnomusicologists, 1 
includes writings by music educators, performers, musicologists, anthropologists a 
others, arguably attracting a more diverse range of scholars than many other areas 
ethnomusicological study. The current issue seeks to contribute to this field 
research and is, to my knowledge, the first collection of essays on the topic. The a 
of this brief introduction is not to present an exhaustive survey of extant literature 
the ethnomusicology of western art music (for a useful overview of such work to 1 


early 2000s, see Cottrell 2004:2-8), but to explore some of the themes and iSSl 
which emerge from this area of study. 


Several of the chapters in Stobart's volume invoke a somewhat binary characteri 
tion of music studies that focuses on the relationship between musicology on the c 
hand and ethnomusicology on the other. Clearly, this only captures a particular slice 
music studies broadly conceived: where in this binary would one position mu 
psychology, popular music studies, performance studies, music education or mu 
informatics, for instance?l Moreover, the correlates with cognate disciplines outsi 
music-media studies, history, anthropology, sociology, psychology, linguistics, and 
on---can often be as strong as those between different areas of music studies. Th 
comments notwithstanding, and however one conceives the field of music studies a 
its internal and external relationships, if one retains the musicology/ethnomusicolc 
binary for the moment, there is much to suggest that we are indeed working in an 
of methodological, if not disciplinary, convergence. Several scholars use the termo Stok 
for instance, notes the recent 'convergence of people working in different disciplil 
and intellectual traditions on new musical subjects and objects' (2008:207) a 
Nicholas Cook, in a chapter in the sarne volume, observes that: 


... amajor convergence of interests between musicology and ethnomusicology has 
taken place, and [that] as a result there is as yet untapped potential for the sharing 
or cross-fertilization of methods for pursuing them. (2008:51) 


As evidence for such convergence, Cook cites both the 2000 joint conference of 1 


American Musicological Society, the Society for Ethnomusicology and other No] 
American scholarly music societies, at which it was often difficult to tell which soCÍI 
was sponsoring a particular session; and his experience of reading two docto 
dissertations by authors in distinct fields of music research but whose theoreti 
approaches and methodologies overlapped significantly. As wiU be discussed bel( 
the articles in this volume tell a similar story. Tracing some of the more signifie< 
changes within musicology, Cook notes the 'shift[ed,] in the closing decades of 1 


twentieth century, towards the understanding of music in its multiple cultu 
contexts, embracing production, performance, reception, and all other activities 
virtue of which music is constructed as a significant cultural practice' (2008:4 
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greater scholarly reflexivity; increased attention to performance (away from the 
notated score); and particularly a move towards understanding 'music as an agent of 
meaning rather than just a reflection of it', such that 'music's meanings ... [are 
understood] as something constantly renewed and regenerated through social usage' 
(2008:56-57). Cook describes this as the 'ethnomusicologization of musicology' 
(2008:65), although of course not all of these changes necessarily carne via 
ethnomusicology. The extent to which musicology has changed over the last 15 
years is made clear by the fact that Stock's (1997a) characterisation ofthe differences 
between musicology and ethnomusicology now seems surprisingly (and pleasingly) 
dated if one looks at current work in the field. There is no doubt that both 
musicology and ethnomusicology have changed, and there has certainly been 
convergence: but its degree is debateable. The idea expressed by Cook that 
musicology and ethnomusicology have arrived at the same place--but by different 
routes, which has complicated their relationship-is not shared by all. His now 


,. (in)famous conclusion that 'we are all musicologists now' was strongly contested at 
the 2001 one-day conference of the British Forum for Ethnomusicology at which 
Cook presented an earlier version of his 2008 article, leading to a re-formulation in 
the published version to: 'we are all ethnomusicologists now' (bringing him more in 
line with Frank Harrison's much earlier 1963 statement that 'it is the function of all 
musicoIogy to be in fact ethnomusicology', cÍted by Cook from Lieberman 1997:200 
[2008:65]). As distinctions of 'insider'l'outsider' and self/other, on which the 
musicoIogy/ethnomusicology divide was initially founded, become increasingly 
blurred and perhaps redundant, Cook concludes that 'distinguishing between 
musicology and ethnomusicology seems to me as hopeless as it is pointless' 
(2008:64). Amongst those who might concur one could list Nettl, John B1acking, 
Jim Samson and Shelemay, the latter arguing strongly for a more intcgrated field of 
music studies (Shelemay 1996). On the other hand, Kerman (1985) and Stock 
(1997a) are somewhat more sceptical, the former based on the assertion that 'Western 
music is just too different from other musics' (Kerman 1985:174)-with the 
implication that ethnomusicoIogists only study 'non-western' music-the latter 


based on differences in approach. 
Much of the debate around these issues rests on an underlying assumption that 


convergence is in principIe 'a good thing', if not always possible. A somewhat different 
perspcctive has recently been put forward by Georgina Born (2010), who 
characterises the debate as perhaps overly concerned with achieving an affable 
consensus-and describing Nicholas Cook (in his 2008 artide) as acting as a 
'marriage broker' (2010:215). Instead, she asks whether, in 'the wished-for 
rapprochement between the subdiscipIines of music scholarship' (209), 'Do we 
perhaps give up too much of the rich and idiosyneratic patchwork of subdiscíplinary 
histories by suggesting such an integration? Do we suppress the agonistic pleasures of 
continuing inter-subdisciplinary dialogues?' (2010:206).. Instead, she proposes a 
'relational musicology' which draws on the productive tension Df the 'agonistic-.:.... 
antagonistic' mode of interdisciplinarity in which: .-
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... research is conceived neither as a synthesis nor in terms of a disciplinary 
division of labour, but as driven by an agonistic or antagonistic relation to existing 
forms of disciplinary knowledge and practice. Here, interdisciplinarity springs from 
a self-conscious dialogue with, criticism of, or opposition to, the intellectual, 
aesthetic, ethical or politicai limits of established disciplines, or the status 
of academic research in general .. , This does not mean that what is produced 
by such interdisciplinarity can be reduced to these antagonisms; nor does it imply 
any overtly conflictual relations between emergent interdiscipline and prior 
disciplinary formation. Rather, with the agonistic-antagonistic mode we higWight 
how this kind of interdisciplinary practice stems from a commitment or desire to 
contest or transcend the given epistemological and ontologieal foundations of 
historical disciplines-a move that makes the new interdiscipline irreducible to its 
'antecedent disciplines' ... What is remarkable about the agonistic-antagonistic 
mode is that it is often intended to effect more radical shifts in knowledge practices, 
shifts that are at once epistemic and ontological. (Bom 2010:211) 


ln asking what a truly integrated field of music studies might look like, Bo 
questions whether earlier promises of sub-disciplinary dialogue or integration (J 
instance in Mark Everist and Nicholas Cook's [1999] volume Rethinking Music) , ha 
delivered; she suggests that any such field would need to both 'disrupt[ing] t 
conceptual boundary between music and the social' (221) and engage more fully wi 
'the sciences of the cultural, social and temporal, which is to say anthropolo! 
socioIogy and history' (2010:210) (some might argue that they have been doing ti 
latter for many decades). 


Notwithstanding these ongoing and healthy debates about the relations 
between the various musicoIogies, work on the ground clearly suggests that t 
dividing line between musicology and ethnomusicoIogy (if we take that particu 
binary) is Iess clear than ever. Scholars may continue to feel a sense ofbelonging a 
allegiance to particular disciplinary 'homes', but the work itse1f becomes increasin 
difficult to categorise according to disciplinary boundaries. This will be discuss 
further in relation to the specific articles in this volume, in the context of whi 
Bohlman's observation almost two decades ago that 'different domains within t 
study of rlmsic ... no longer simply co-exist, but rather interact to change the spat 
construction of the fie1d. No domain is spared [ram the approaches o[ its discurs 
cohabitants-say, historical musicology [ram analysis, ethnomusicology [rom history, 
music theory [rom cultural contexts' (1993:435; emphasis added) seems particula 
pertinent. 


The Current Volume 


The current volume marks an important milestone for Ethnomusicology Forum as t 
journal moves from two to three issues per year. It is also something of a perso 
watershed as I come to the end of my four-year term as journal co-Editor. Wh 
Andrew Killick and I assumed co-editorship ofthe journaI in September 2007, one 
our aims was to provide a platfonn for work which crossed or contested disciplin 
boundaries, and we did this in various ways, inc1uding through therned issues­
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example, the special volumes on 'Screened Music: Global Perspectives' (in 2009) and 
'Ethnomusicology and the Music Industries' (in 2010); by inviting guest editors from 
outside ethnomusicology, such as film music composer and musicologist Miguel 
Mera; by including interviews with music industry figures such as Ben Mandelson (in 
2010); and by publishing work by scholars from outside ethnomusicology such as 
popular musicologist Nicola Dibben (in 2009), music psychologists Ian Cross (in 
2010) and Ruth Herbert (in 2011), and music archaeologist Graeme Lawson (in 
2010). For myself in particular, seeking to break down what, since the earliest days of 
my ethnomusicological training, I have regarded as the somewhat artificial 
boundaries between musicology and ethnomusicology was something of a missiono 
Even before my editorial term started, I was exploring the idea of a special issue that 
would examine the intersection of ethnomusicology and musicology by publishing 
current research by both musicologists and ethnomusicologists on some aspect 
of western art musico Quite fortuitously, my appointment coincided with the


'I 2007 biennial conference of the International Council for Traditional Music, held in 
Vienna, where I heard a particularly inspiring presentation by Eric Usner on the 
politics of the 2006 Mozart Year, which had ended just six months before the 
conference? The paper is published in extended form here. From this time, I knew 
that this was a topic with great potential, and I even toyed briefly with the idea of a 
special issue on the ethnomusicology of Mozart. As I started to plan the current issue, 
I became increasingly alerted both to musicologists undertaking work which could be 
described as broadly ethnomusicological, particularly in their use of ethnographic 
method, and of ethnomusicologists working on western art musiCo This issue has had 
a long gestation but it gives me the greatest pleasure that my final task as co-Editor of 
a journal that I played a small role in helping to establish 20 years ago should be to 
produce a volume which resonates with some of my deepest held scholarly 
convictions-as someone who carne to ethnomusicology as a classically-trained 
musician and for whom the study of ethnomusicology changed forever how I would 
experience 'my' musico Continuing in self-reflexive mode for a moment, I also 
wonder whether the urge to seek out commonalities and to challenge binary 
constructions such as East/West and musicology/ethnomusicology-a challenge 
which is, incidentally, precisely what the ethnomusicology of western art music 
does-arises partiy from my own experiences as a post-colonial 'other' living in one 


of the metropolitan power centres of the global 'north'. 
This volume comprises five main articles, followed by a short reflective item by 


(ethnomusicologist) Pirkko Moisala on the process of writing a (largely musicolo­
gical) book about contemporary Finnnish composer Kaija Saariaho. The main 
articles begin with Rachel Beckles Willson's study of European and North American 
music teachers working on Palestine's West Bank as part of international aid 
investment in the region. The article examines some of the issues around teachers' 
motivations for taking up work in the West Bank, their expli:ctations and the 
realities-political and social--once they arrive, as ~ell as considering what ~~such 
western musical intervention in the region me~ns,. whetherframed 'in tetms, of the 
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supposed civilising effects of western classical music or offering childre: 
alternative to everyday violence. ln particular, Beckles Willson points to 
interesting resonances between the role that such teachers see themselves as pt 
and that of European mission in nineteenth-century Palestine. The next articl 
Tina K. Ramnarine, explores the symphony orchestra as an agent of civil so 
Beginning with a consideration of the metaphor of 'orchestra as society', Ramn 
focuses on three case studies of projects through which UK-based orchestras 
sought to attract new audiences through various initiatives and out 
programmes, partiy in response to an ageing and diminishing listenel 
Ramnarine examines the potential of such programmes to effect lasting ~ 


change, and asks what role the orchestra can play in relation to issues of race eql 
economic poverty, environmentalism, and so on. The next article, by Melis 
Dobson and Stephanie Pitts, also focuses on new audiences, reporting on a pj 
with 'first-time attenders' at western classical music concerts. Project participar 
London and Sheffield attended a number of concerts, followed by both focus ~ 


discussions and one-to-one interviews. Dobson and Pitts present the results c 
project, quoting extensively from participants on their experiences of co 
attendance, experiences that were shaped by both musical and social factors. Dc 
and Pitts' conclusions have significant potential practical application in terr 
understanding the needs and expectations of newcomers to classical music con 
The authors also reflect on the interface between the social psychology of mus] 
which their work is rooted) and ethnomusicology, considering what the latte 
bring to such a study, particularly in terms of 'balancing the desire to gene 
findings to populations with recognition of the benefits of focusing on indiv 
listening experiences to gain deeper insights into this multifarious phenomeno 
'Ethnographic Research into Contemporary String Quartet Rehearsal', Arr 
Bayley traces a single work-Michael Finnnisy's Second String Quartet-' 
composition, through rehearsal and performance, to reflections on performanl 
performed by the Kreutzer Quartet, focusing primarily on the only rehearsal ( 
piece, which was also attended by the composer. Asking how 'methodologies 
ethnomusicology can advance our understanding of rehearsal and performance i 
string quartet tradition', Bayley uses quantitative and qualitative methods (obs 
tion, interviews, questionnaires, recording of the rehearsal) to examine va 
aspects of the rehearsal process, including the structuring of time, the kin 
language used and interactions between the performers and between performer 
composer, and the role of negotiation and collaboration in shaping the musical . 
The result is a 'rehearsal model' which offers the possibility of comparison 
rehearsals of other pieces, by other ensembles or in the context of other perfor 
composer collaborations. The final article, by Eric Usner, explores the events ma 
the Mozart Year 2006, the 250th anniversary of Mozart's birth-focusing on eve 
Vienna--<iuring which 'Mozart' became mobilised as a cultural signifier, vari 
presented and received as 'tradition', as a folklore spectacle for tourists, as na' 
heritage, as commercial brand or commodity, and as oppositional popular cu 
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Through a detailed examination of the official WienMozart2006 festival, and the 
associated New Crowned Hope 'festival within a festival', Usner argues that the recent 
reconfiguring of Vienna as a new site of the cosmopolitan is in fact rooted in a much 
older cosmopolitanism which marked fin de siic/e Vienna at the turn of the twentieth 


century.
As might be expected from a group of authors, most of whom at least partially self-


identify as cultural insiders--depending on how the 'inside' is defined-several raise 
issues around the problematic insider/outsider binary. For instance, Bayley sees her 
role 'as a cultural insider and simultaneously outsider to the Kreutzer Quartet ... As 
an experienced viola player in string quartets, as well as larger chamber music 
ensembles and orchestras, 1 write as an outsider with an insider's knowledge'. Such 
fluid scholarly identities are particularly marked in this kind of ethnography amongst 
peers, as both Cottrell (in his landmark study of orchestral musicians in London) and 


II Shelemay observe, and bring their own challenges: 


The dose and symbiotic relationship between those active in the early music 
movement and the scholars who were ostensibly studying the scene provided a 
challenging venture in 'insider' ethnography ... the borders between the identity of 
the researcher and subject in the early music study can only be described as blurred 
... as members of the research team became at once musicians, audience members, 
or occasionally, critics. (Shelemay 2001:7-8) 


ln an interesting inversion, for Dobson and Pitts it is the research participants who 
are 'outsiders' to the music culture under study, whilst the researchers are 
notional 'insiders'. Adopting an ethnomusicological approach to western art music 
requires scholars to both re-assess their relationship to the music culture and to 
question some of their most fundamental assumptions, by (to quote again from 
Nettl) 'look[ing] also at the familiar as if it were not' (Nettl 1995:1). Discussing the 
advantages and disadvantages of 'insider' ethnography, Cottrell includes amongst the 


latter the fact that: 


Not having to learn a language might make one think less about exactly what words 
mean, how they are used and what this might reveal about underlying concepts. 
Being familiar with certain customs exdudes the learning process that comes 
with not being familiar and the insights which may arise from this learning .. , 


(2004:16-17) 


ln her contribution to this volume, Moisala describes her attempt to adopt such a 
position--one 'that does not take priorknowledge for granted'-in relation to an 


already familiar music: 


My point of departure was that of a 'learner's perspective', in the sense that I 
approached Saariaho's music as a foreign cultural expression. Even though I bave 
been interested in contemporary art music for decades and had studied the scores ~"- " 


": 
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and other written documents in advance of my interviews in order to prepare 
questions, I purposely asked questions that did not assume a common ground. 


The original aim of this special issue was to present a snapshot of current resea 
on the ethnomusicology of western art music undertaken by both musicologists < 


ethnomusicologists. What 1 had not anticipated was the extent to which it beca 
almost impossible to distinguish between the work of scholars from differ 
(sub)disciplinary areas. Much of this is due to the adoption of ethnographic meth 
by those scholars who come from a broadly musicological background. The result 
volume is a collection of essays that reflect on and engage with a range of mus 
'actors' and their discourses, the latter garnered through interviews, questionna 
and (participant) observation, and focused variously on performers and a compc 
in the rehearsal (rather than performance) context (Bayley); audiences who 
newcomers to the very particular music culture of western art music (Dobson 
Pitts); music educators reflecting on their role as propagators of western art music 
an area of heightened politicaI and cultural sensitivity (Beckles Willson); or m 
generally exploring the cultural work carried out in the context of orchestral outre 
programmes (Ramnarine) and the symbolic valency of one particular histor 
composer-figure in relation to contemporary constructions of music culture (Usn 
Asking authors directly about their respective musical/musicological backgrou 
and how they define or position themselves in relation to the broad field of mi 
studies elicited responses which revealed a complex of 'pathways', belying the sirr 
musicology/ethnomusicology binary noted above. Contributors to the current is 
describe themselves as having a background and working in a range of al 
including the social psychology of music, music education ('two areas where 
boundaries are already blurred because of their joint concerns about how pec 
learn, use and respond to music' [Pitts, personal communication, 6 ]anuary 201 
empirical musicology, performance studies, analysis, and ethnomusicology; 
beyond music studies, in postcolonial studies, anthropology, cultural studies 
interdisciplinary criticaI studies. Two of the authors (Beckles Willson and Ramnari 
began their careers as professional performers, later moving to musicological 
then ethnomusicological research, one via a doctorate and later academic position 
anthropology (Ramnarine). Both were hesitant to define themselves in disciplir 
terms: '1 don't like to restrict myself to any particular disciplines and I've also dOl 
lot in, for example, postcolonial studies and in cultural studies. Maybe I'm a per 
example of why disciplinary boundaries are becoming blurred!' (Ramnarine, persc 
communication, 6 ]anuary 2012). Given the range of disciplinary allegiances, the 
have been struck by how much the articles share in terms of approach 
methodology. Granted, this is" only a small sample of contemporary etb 
musicological writing and may perhaps be more indicative of trends within 
UK (four of the articles are by UK-based scholars), but my feeling is that these arti 
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do reveal something about the state of the field and provide tangible evidence of 
significant changes since Stock's characterisation of it in his 1997(a) article. 


A Note on Terminology 


Perhaps one of the hardest aspects of preparing this special volume was deciding on 
an appropriate title, something that involved much discussion and thought. One 
might argue that almost every word in the current title is problematic in some way. 
Setting aside for the moment questions of disciplinary definition-which are dealt 
with extensively elsewhere (in particular the chapters in Stobart 2008), and also 
brietly above in relation to the challenge posed to disciplinary identities and 
boundaries by an ethnomusicology of western art music-l would like to foeus here 
on the word 'western'. The terms 'West' and 'western' have come under some scrutiny 


II in recent years,3 but are still widely and unproblematically used within much music 
scholarship. Clearly, there are a number of issues at stake. The first is the problem of 
defining the geographical and cultural scope of these terms; second, they are often 
deployed within dominant discourses in a totalising and essentialised manner not 
dissimilar to that described by Stokes in relation to 'a deeply normative idea of 
Europeanness in music based on the idealization of an extremely narrow selection of 
musical practices (principally Austro-German and nineteenth century)' (2008:211). 
Finally, in the specific case under consideration here, the forces of colonialism and, 
more recently, globalisation, have afforded this music a global reach that can no 
longer be captured by the term 'western,.4 lndeed, like all terminologies, 'western art 
music' is ideologically loaded, since it claims exclusive ownership of a cultural space 
whilst denying the existence of 'others' who have been and continue to be central to it 
and who are rendered invisible by the dominant discourses. Whatever its historical 
legacy, clearly 'western art music' is (solely) western no longer. For instance, the 
symphony orchestra is probably the most ubiquitous of ensembles globally and 
composers trained in art music which has roots in the heritage, aesthetics and 
educational models of Europe and North America are to be found aeross the world. 
lndeed, one might argue that with its global reach, this music can be regarded as a 
form of 'world music'.5 This 'globality' has prompted the question as to whether 
western art music has become a cultural 'blank slate', a music that belongs nowhere. 
As Bohlman suggests: 'So seductive is the encroachment of Western art 
worldwide that one is tempted to wonder whether this is a music beyond specific 
cultural meanings and outside particular historical moments' (1991:254). Hegoes on 
to describe how western art music can acquire new meanings in new contexts by 
considering the case of the Yekke (German-speaking Jews in Israel), amongst whom 
western art music-specifically within domestic chamber music concerts-has 
become a marker of ethnic identity. ln this context, western art music becomes 
framed as a form of 'ethnic music in Israel' (1991:264). She1emay (2000 explores 
similar Unes of thought in her ethnography of the early music movement in whiéh 
she identifies an 'aesthetic of othemess, a present-day value deeply embedded in the 
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early music movement at large', noting both the interest of rnany early mus 
musicians in aspects of 'world' music and the tendency to 'exoticise' early music ; 
part of a process of what Laurence Dreyfus has termed 'defamiliarization'. Shelem, 
suggests that 'one finds a concept of early music performance as collapsing time an 
space, transcending arbitrary boundaries, and providing a new context in which 01 
musical relationships can be re-evaluated' (2001:18), and she quotes from violini 
David Stepner who describes how 'a baroque suite is often a way of evoking oth, 
cultures, other countries, other climes, and this is part of the tradition' (Shelem; 
2001:18). ln this way: 


... categories of 'Westem-music' and 'non-Westem music' [which] have disin­
tegrated, if indeed these rubrics ever had the integrity with which they were 
invested by scholars. The complex of musical activities, traditions, and musicians I 
will discuss (termed 'early music' by both its practitioners and a wider community 
intemationally) is among those commonly categorized as a subset of Westem 
musiCo That this categorization once again poses problems is not surprising and 
will enter in important ways into the discussion below. (2001:4) 


The continued use of the 'western' adjectival prefix is testimony both to tl 
tenacity of musical labels and categories, the lack of an obvious alternative (simp 
removing 'western' would obviously not solve the problem, since this would invoke 
whole range ofIocal art musics), and the fact that, despite its shortcomings, the ten 
does signify a particular kind of music culture that still tends to look to Europe (an 
North America to some extent) for its validation and sustenance. Many'non-wester 
performers and composers of 'western' art music have a complicated relationshi 
with this repertoire, as discussed bya number of authors including Yara EI-Ghadbai 
who has examined 'the postcolonial dimension of Western art music' (2009:14. 
through ethnographic work with a number of composers. ln an article publishe, 
significantly, in the journal American Ethnologist, she examines the 'rituaIs of Westel 
art music' (2009: 157) as exemplified through international composer competition 
focusing on an Argentinian composer based in the Netherlands and a Serb compos, 
living in Germany. ln this context, there is a strong tension for composers 'betwet 
the urge to contest the hegemony of Western art music ar 
the desire to be part of and recognized within this musical tradition' (2009:14C 
As EI-Ghadban observes, as well as being 'deeply implicated in the coloni 
encounter' (2009:156), western art music is now transnational and thorough 
globalised in all of its dimensions: performative, composerly and in its receptio 
Based on extensive fieldwork, she concludes that the: 


... most problematic of the challenges for young composers today [is]: the 
reappropriation ofWestem art music by different groups and individuaIs across the 
world. That Westem art music has crossed ethnic, cultural, and geopolítical 
boundaries in the context of coIonization inevitably raises issues of 'rimsical 
postcoloniality' that need to be addressed. (EI-Ghadban 2009:155) 
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The power relationships embedded within the music tradition are symbolised and 
perpetuated by the ways in which composers in international competitions are, 
'consistently identity tagged by competitions that categorize them by coumry of 
origin (thus, underlining dynamics of centre and periphery), even though most live 
in the cultural metropolises of Western art music' (EI-Ghadban 2009: 154).6 


ln what sense, then, might it be possible to re-appropriate the term 'western art 
music', as EI-Ghadban describes for the music itself, such that due recognition is 
accorded its plural histories and transnational nature? From a purely pragmatic 
perspective, the singular term is useful in that it does at least convey something of 
what individual instances of musical expression might comprise, whether in its 
instrumentation, performance contexts, audiences, or intellectual grounding. What 
needs to be folded into an understanding of the term is how a music that was 
originally European has taken on a multitude of forms and meanings globally; and 
this applies both to the performance of the Euro-(North)American 'classical' 
repertoire outside Europe and North America, and to the compositional work of 
composers fram 'elsewhere'. ln asking 'How did European music become global? 
How did European music become European? This is an excellent instance of 
ethnomusicology and musicology addressing two questions that almost boil down to 
one, and hardly an unimportant one' (Samson 2008:25), Hm Samson points to the 
relational dimension of identity and repertoire formation: European music became 
Eurapean in relation to the music of its (largely colonial) 'others'. 


Some readers might wonder at the necessity of this discussion, given that the music 
and music cultures discussed in the articles which follow are predominantly of 
Eurapean (or North American) provenance? To this extent, the 'western classical 
music' of the title of this special volume might appear fairly innocuous. However, it 
seemed both appropriate and important to raise these issues and consider the 
ramifications beyond the specific articles presented here for an 'ethnomusicology of 
western art music' in which many of the musics may arguably not be 'western' at all. 


Towards an Ethnomusicology of Western Art Music 


'INhat, then, can the approaches and methodologies of ethnomusicology offer to the 
study of western art music? And, conversely, in what ways can ethnomusicology as a 
discipline benefit from the study of this music? Shelemay (2001), Stock (2004) and 
Ramnarine (2008) are in little doubt as to the potential of an ethnographically­
graunded approach to enrich music studies of ali kinds; and Shelemay presents 
perhaps the strongest position statement yet on the importance of ethnographic 
training for all ethno/musicologists, a statement which is worth quoting at length: 


Ethnographies of living traditions thus provide a rich opportunity to enhance 
understanding of musicallife traditionally only viewed through the lens ofwritten 
historical sources; as such, they can help guide the music historian, bringing into " 
focus transmission processes and musical meanings as ,situated among real peopIe 
in real time. Ethnographies of 'Westem musics' .may serve to ronapse1>Ot~· 
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disciplinary and musical boundaries. For historical musicologists, they coul, 
pTOvide a venue in which the assumptions of scholarship can be tested an, 
disputed, For ethnomusicologists, ethnographies of 'Western music' provide 
lively field in which power relations are largely symmetrical, putting to rest ethica 
issues of longstanding concern ... For both music historians alld ethnomusicol 
ogists, many if not most of whom grew up performing historical EuropeaI 
repertoires, ethnographies of 'Western music' render the fieldwork proces: 
intensely reflexive ... ethnographic study of living traditions could both enhancc 
the historical musicologists' appreciation of the workings of a fully contextualizec 
music culture and expose the interaction between music and musicians. Hen 
music historians would do well to draw upon ethnomusicologists' experience ir 
studying complex urban musical traditions, transnational music movements, ana 
the manner in which music and musicians actively construct their own social, 
politicai, and economic worlds. (2001:23-24) 


The current issue serves as an endorsement of this view regarding the rich sea 
material which can be mined thraugh the kinds of ethnographic methods (incll 
participam observation) hitherto only rarely used within musicology. And, intt 
ingly, notwithstanding the self-definitions above, if one broadly categorise~ 
authors in this volume by means of previous scholarly activity and represem, 
through musicological societies, journal editorships, conference attendance, an 
on, it becomes evident that the two 'bana fide' ethnomusicologists include some' 
less in the way of direct reporting of musicians' and others' discourses than 
'musicologists'. From ethnography, many things follow. Perhaps the most impo 
is the multiplicity of perspectives and voices that emerge. As Cottrell observes, 
ethnomusicology can offer to the study of western art music is a methodology 
'makes room for the voices of all those who consider the music to be theirs . 
aggregation of the views of others' (2004:4) by exploring different readings of (a 
of) music which works against any resolution into a single 'truth' and 
uncontested 'singular' readings of texts. What is of interest fram an ethnomu 
logical perspective, then, is what music means to different people in different p 


, . , it seems unlikely that a performance of, say, EIgar's Pomp and Circumstance 
marches or Wagner's Siegfried can mean the same to audiences in London, 
Dresden, Delhi and Hong Kong, yet the readings of such works provided by 
musicologists usually assume that they do. (CottreU 2004:5) 


Bohlman has similarly commented on the ways in which, in relation to historical rese, 
ethnornusicology allows for 'a multitude of music histories' 0991:266). 


Ethnomusicological approaches may well be enriching to the work of musicol 
in the ways outlined above. But I would also argue that ethnomusicology nee, 
study of western art music for the ways in which it definitively disrupts some 
uncomfortable binaries and unequal power relations that have been part of the 
since its inception, and for the ways in which it requires us to engage with the fa 
'as if it were not'.8 I believe that we should wholeheartedly welcorne into our 
scholars such as those contributing to this volume for their enriching presenc 
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the new ideas and approaches that they bring to ethnomusicology. The resulting 
blurring of (sub)disciplinary boundaries demonstrated so clearly in the articles that 
follow bodes well for the future of music studies, however configured or conceived. 


Notes 


[ 1)	 There are, of course, ongoing debates about the relationship between different areas of music 
studies, as discussed in severa! of the articles in this volume; for instance, see Dobson and Pius 
for discussion of the relationship between ethnomusicology and music psychology. 


[2]	 It is interesting to note that thc 1989 article by Bruno Nettl-'Mozart and the 
Ethnomusicologica! Study of Western Culture (An Essay in Four Movements)', dedicated to 
his father, Mozart scholar Paul Nettl-was based on a plenary lecture delivered at another 
International Council for Traditional Music conference, also held in Austria (in Schladming), 
in 1989. 
See, for example, thc conference 'Negotiating "the West" Music(ologic)a!ly', jointly hosted by .Pl 
the Musicology Department at Utrecht University, the Netherlands, and the Music 
Department at Royal Holloway, University of London, UK, and held at Utrecht University, 
11-12 April 2011. 


[4]	 For a useful survey of the spread of wcstern classica! music globally from the early periods of 
missionisation and colonisation, see Cook (forthcoming; Cook also discusses the dissemina­
tion ofwestern popular music, but to a lesser extent). As Cook argues, 'the so called "common 
practice style'" can be regarded as 'in effect the music of hegemony, as an integral part of the 
machinery of empire, an ideological construct whose vcry name embodies a claim to 
universality'. He continues: '''Western music" refers to a classical tradition now most strongly 
rooted in Asia, and a popular tradition that is in reality a global hybrid ... a music in the 
formation of which ali continents except Antarctica have played an active role ... The concept 
of "the West" was coined only at the beginning of the last century, and [despite] its ostensibly 
geographical definition ... is probably best thought of as an implicit claim to socio-economic 
domination in a world in which power appears to be shifting rapidly to Asia'. For specific case 
studies of'western' classical music outside Europe and North America-including East Asia­
see EI-Ghadban (2009), Everett and Lau (2004), Melvin and Cai (2004), Wint (2012) and 
Yoshihari (2007). 


[5J	 Again, see Cook (forthcoming). It can be instructive to examine terminologies in use around 
the world. ln Tran, for instance, western art music is often referred to as 'musiqi-e 
beynolmelali' (international music) or even sometimes 'musiqi-e jahãni' (world music). 


[6]	 See also 'Crickets in the Postcolony: A Conversation on Music' for similar issues raised in 
discussion between El-Ghadban and South African composer Gare Loveday: www.jwtc.org. 
zalthe_salon/volume_2/clare_loveday_yara_eLghadban.htm (accessed 19 December 2011). 


[7]	 Note that the authors have used their terms of choice within each article, whether 'western art 
music', 'classical music' or 'western European art music'. 


[8]	 It is of course entirely possible for an ethnomusicologist to write about western art music in a 
way that does none of these things, and is very 'musicological'. See, for instance, Jonathan 
Stock's (1997b) study of timbre in a Mozart piano concerto. 
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Music Teachers as Missionaries: 
Understanding Europe's Recent 
Dispatches to Ramallah 
Rachel Beckles Wi Ilsan 


ln this article I address ideas underpinning the teaching of western classical music I 
European and North American musicians on Palestine's West Bank. I introduce ti 
establishment and growth of this teaching movement since the mid-1990s as a product 
broader international investment in the region, and suggest that it can be approacht 
tellingly through the lens of missiono My extensive interview material has indicatt 
ideational echoes with nineteenth-century Protestant interventions into 'the Holy Iam 
and exposed how Orientalist tropes about social difference, western music's beneficeni 
and regional violence continue to underpin the thinking offoreign workers in the regio: 
lt has also revealed a structural similarity to earlier missionary impulses: forei~ 


musicians in residence focus on their music-aid work in Palestine, yet-just as we 
nineteenth-century missionaries-they are most often there as a result of perceiVt 
problems in their homelands. 


Keywords: Mission; Music; Palestine; Non-governmental Organisations; Democrac 
Heritage; Violence 
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1. obsolete: the act or an instance of sending 
2a. a ministry commissioned by a religious organization to propagate its faith or 
carry on humanitarian work 
b. assignment to or work in a field of missionary enterprise 
c. (1) a mission establishment (2) a local church or parish dependent on a larger 
religious organization for direction or financial support 
d. plural: organized missionary work 
e. a course of sermons and services given to convert the unchurched or quicken 
Christian faith 
3. a body of persons sent to perform a service or carry on an activity as 
a group sent to a foreign country to conduct diplomatic or politicai negotiations 
b. a permanent embassy or legation 
c. a team of specialists or culturalleaders sent to a foreign country
 
4a. a specific task with which a person or a group is charged
 
b. (1) a definite military, naval, or aerospace task < a bombing mission > < a 
spacc mission > (2) a tlight operation of an aircraft or spacecraft in the 
performance of a mission < a mission to Mars > 
c. a preestablished and often self-imposed objective or purpose < statement of the 
company's mission> 
5. calling, vocation (Merriam-Webster's Onlíne Dictionary 2010). 


One scene in Hélena Cotiner and Pierre-Nicolas Durand's film It's Not a Gun--a 


documentary about the Palestinian music foundation AI Kamandjâti-shows three 
French volunteer musicians discussing their experiences on the West Bank and in 
Gaza (Cotiner and Durand 2006:11 min 36 sec-14 min 10 sec ). One ofthem, Fred, is 
concerned about a disjunction between the situation on the ground and the skills that 
he has to offer. He indicates a sense of helplessness: orphaned children who regularly 
witness murder and bloodshed will not wish to leam music, he says. A double-bass 
player (unnamed) disagrees, pointing out that local people are asking for music 
lessons. He argues that music gives people a way to respond to violence that does Dot 
involve blowing themselves up in retaliation. Fred answers by saying that he does Dot 
believe ('je ne aois pas') that everyone can be diverted from such actions by musiCo 
5abine's contribution brings the scene to an affirmative dose. Opposing the 
apparently fatalist, or despairing, Fred, she makes a gesture of faith: 'je crois' 


(I.believe ), she says, expressing her belief that it is worth using music to try to change 
a person's life. Two issues are at stake here, the first of which is whether musicians are 
useful (or redundant) in sites of ongoing violence. But the second is more 
fundamental, and more problematic. The musicians reference an abstraction, name1y 
'music'. They argue about whether 'music' has a helpful agency in occupied 


Palestine-and they argue in terms of 'belief'. 
The implicit leap Df faith involved has an obvious parallel with religious 


conviction, and as such may be a symptom of a much-discussed connection between 
the Christian church on the one hand, and attitudes and practices developed in 
nineteenth-century European music education on the other. ln order for music to 
gain a pIace on schooI curricula in that period, the qtse hacl to be made for it~ moral1y 
e1evating, disciplinary and intellectual potential to huma;Wnd (Gramit 2002:93-124; . 


. ;. 


Ethnomusicology Forum 


Nolte 1982). But beyond the ideationaI connection, a practical context for Sabir 
comment is equally telling. She, Fred and George are participants within a glo 
phenomenon-institutionalised support for 'development' and 'culture' in impov 
ished regions and conflict zones-that is funded today not only by government , 
schemes, but also by non-governmental organisations (NGOs), charities a 
foundations. And, as scholars such as William E. DeMars have argued, Sl 


organisations grew out of 'single-issue movements' of the late eighteenth century. 
by dissenting British Protestants, whose moral and social ideaIs were disseminated 
missionaries (induding Presbyterians, Baptists, Methodists and many othe 
(DeMars 2005; see also Berman 2004; Keck and 5ikkink 1998). So, bearing th, 
structural connections in mind, might we examine the work of Sabine, Fred a 
others, through such a lens of 'mission'? 


As the proliferating dictionary entry for 'mission' quoted above makes transpare 
the uses for the concept are very varied, and the purpose of this artide is certainly r 
to categorise music teachers as 'missionaries' in one particular sense. Rather, the a 
is to suggest a general framework as an alternative to two others that are frequen 
invoked; namely, cultural imperialism on the one hand, and musical confl 
transformation on the other. The former tends towards strong critique (Said 199· 
whereas the latter is a recently expanded field, which has tended to take an affirmati 
position.1 'Mission' offers perspectives that may allow for helpful nuance. As sor 
recent publications illustrate, studying mission can foster sensitivity towar 
individuais' personally-cherished convictions, consideration of the interplay betwe 
individuaIs and the structures within which they operate, awareness of deep histori< 
connections, and, as already indicated, particular links between attitudes adhering 
religious and westem music practices.2 ln the case of Palestine addressed here, I ho 
to indicate some quite particular historical connections. 50 before addressing t 
current trends, I should offer a basic characterisation of music and nineteent 
century missionisation in Palestine. This is of necessity rather brief, but is dra, 
from extensive research that will be published elsewhere, and should at least provi 
scope for considering the potential of the mission framework for future work.3 


Western Missions to Palestine: A Brief Overview 


Mission grew exponentially in nineteenth-century Europe and the USA in a defensi 
response to secularisation and attcndant social changes. Angst took different forms 
different places, thus rnissionary organisations were ideologically varied and und, 
took diverging projects. But transcending this diversity there was a very broad 
shared ideal among Protestant groups, namely the 'restoration' of 'the Holy Lar 
which would entai! the conversion of its inhabitants to Christianity.4 So a plethora 
missionaries travelled to and settled in Ottoman Palcstine, many with the idea 
converting the Jewish population (which until1882 was around 3%), some with 1 


aim of challenging Islam (even while proselytising Muslims was illegal un< 
Ottoman law). Ali acgued in various ways that the people of Palestine should 







.
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provided with tools to enhance their spiritual and emotional existence, but the 
uItimate goal was understood rather more grandly. It was the rescue of Christianity in 
its heartland, in order to rescue the societies in which the missionaries themselves 
lived back home. Some millenarianists formulated the matter more extravagantly, 


claiming the movement would lead to world redemption. 
Music education played a part in the missionisation process, as two particularly 


active missionary establishments can exemplify. These are the German Deaconesses of 
Kaiserswerth (establishing an outpost in Jerusalem in 1851) and the (English) 
Jerusalem and the East Mission (established in Jerusalem in 1890). Both of these 
organisations taught composed music from Germany and England, and understood 
it as a means for pupils from the region to find union with God. Additionally, both 
organisations used singing as a mechanism through which to measure the merit (and 
progress) of a child, and taught singing as a means to improving them. A child /' 
singing in ways heard to be 'pure' or 'beautiful' was perceived as having grown those 


qualities within their inner beings.
5 


As mentioned above, these beliefs were essentially products of European 
educational development of the time. The Deaconesses, for instance, were trained 


with reference to the pedagogical theories of J. Fr. Ranke, who worked with the 
founder and director of the central Diaconate in Germany, Theodore Fliedner (1800­
64).6 ln line with contemporary German theory, Ranke claimed that singing had a 


'healing' effect on the 'Gemüth', a concept that at the time referred primarily to 
human feelings and moods, and he asserted that children who screamed would 
trigger wildness in themselves (NoIte 1982:74, footnote 1; Ranke 1863:338). Both 
Fliedner and Ranke referred often to Luther as justification for their use of music, but 
their revival was part of a broader movement. Whereas in the eighteenth century it 
would have been entirely peculiar to make such an assertion, in the nineteenth 
century a range of spokespeople for music argued increasingly that it had direct 


access to human feelings, and could thus play a profound role in human development 


(NoIte 1982:74~5).7 
At the Jerusalem and the East Mission at the tum of the twentieth century, the 


musical activities of the Bishop's fami1y were similarly regarded as close affiliates of 
the work of God. As one report put it short1y after the death of the Bishop's wife: 


How she would slave away at the piano, patiently teaching a difficult part until it 
was mastered! How she never despised a seemingly musicless boy, but ploddingly 
kept on and on, until the heavenly chord in him began to vibrate, and hisheart 
warmed to her sweet influence!8 


The Bishop's daughters, meanwhile, were to take such boys out of the drawing room 
and into the public sphere of the chapel choir by teaching them Tonic Sol-Fa: 


[H]ardly had the boys learned to read their notes [from Mrs Blyth] whén_one ofher 
daughters took them up in the tonic . sol-fa. ln a short time the combinations ofthe ..., 
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scale were tolerably mastered, so that most of the singing at this time was done in 
this system.9 


As Charles McGuire has demonstrated, in Britain in the latter half of 
nineteenth century, Tonic Sol-Fa was promoted as a means through which to sUPI 
the spread of 'civilisation'. Thus, when English missionaries learned Tonic Sol-Fé 
part of their basic equipment, they understood it in broadly ethical and social te] 
rather than exclusively religious or musical ones. Similarly, St George's School (I 
ofthe Jerusalem and the East Mission) was founded with the idea of creating not c 
converts and missionaries, but also a new body of Arab employees who wo 
contribute to British government institutions in the Middle East. It was effecti' 
training 'civilisers' in order to build 'civilisation' there. And music was a part of ti 


Closely related to this civilisation project was the ambition to transcend what 
perceived to be some of the biggest problems of the region, namely, oriental barba 
and social fragmentation. Said, observing that nineteenth-century representation: 
Arabs in general (and Muslims in particular) depicted them as inherently warri 
connected it to a centuries-long, entrenched recollection of lslamic armies after 
death of the prophet Mohammed (Said 1978:59ff). Missionaries certainly wor 
within this frame of thought, claiming that Palestine was riven with religi 
disagreement and tribal warfare. As Elizabeth Finn put it (wife of the British Cor 
and daughter of one of England's first missionaries to the Jews in Eastem Euro] 
the people were 'divided into clans', each of which 'wages its own petty wars wiÜ 
neighbours'; and she proposed that the absence of a 'national' structure explained 
backward condition of the people at large' (Finn 1879:34).10 With this vision 
closely-related ones, visitors and settlers grasped choraI singing as a harmoni01 
effective countermeasure. A writer commenting on the Deaconesses' work obsen 


[N]ow fifty children jump and sing, eat and sleep, cry and laugh, pray and work in 
the small rooms, white, brown and black Protestants, converts, Greeks, Abyssinians, 
and Mohammedans. But whenever the various hearts and lips sing their: 'Praise the 
Lorâ, O my sou!!' or: 'How blessed it is to be a lamb of Christ!', it awakens such a 
sweet harmony that one's heart laughs with joy.ll 


Similarly, mlSSlOn reports describe pupils at St George's School as a 'mo 
assemblage' of 'Christians, Greeks, Latins, Anglicans, Mohammedans and convel 
Jews', and observe that '[e]ight boys, of four different nationalities']2 sang in d 
services at St George's Church, and were of mixed Christian persuasions. The poin 
invoking such diversity was to highlight the work to be done, and illuminate 
missionary target and success. When S. J. observed 'with deep satisfaction and joy 
beginnings of a unity', he also meant 'the Christian gentleman ideal'.13 


With this historical perspective as a backcloth, we can now return to the cun 
situation. ln the three sections below I discuss the testimonies of musicians fi 
Europe and the USA who, like Fred and Sabine, have spent time on Palestine's v 
Bank in order to teach musico Unless otherwise stated, ali musicians cited chos. 
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move to Ramallah for a relatively prolonged period (minimum one academic year) to 
teach western classical music there, as paid employees. 


On one level, their presence was a consequence of the establishment of thrce music 
schools in RamaUah. Two of these were 'home grown' (while benefitting from and 
ultimately depending on foreign financc), namely the National Conservatory of 
Music founded in 1993 by five Palestinian musicians, and AI Kamandjâti (The 
Violinist) established in 2002 by Palestinian Ramzi Abu Redwan, along with a group 
of French activists. The third is the school of the Barenboim-Said Foundation, which 
began work in 2003 when German musicians-funded by the regional government of 
Andalusia-began working in colIaboration with a Palestinian Charity calIed Medical 
Relief. 14 


On a deeper level, however, my interviewees' presence is a consequence of a shift in 
global perceptions of the region. Following the USA's intervention in the conflict in 
the early 1990s, and the establishment of the Palestinian Authority and the so-called 
'Oslo Accords', the West Bank has become a focus for vast investment 
'development'.15 The aim is to foster 'democracy' and 'peace' with the neighbouring 
(and currently occupying) state ofIsrael. There is a yet broader context as welI, ifwe 
foUow Georg Yúdice's categorisation of the period since the end of the Cold War as a 
new age of 'cultural expediency' (2003). Yúdice argues that 'the mode, beyond 
instrumentality, in which the social is increasingly practiced' is today 'performativity' 
(2003:28), and that this has led the arts to be newly used by institutions as tools ín 
shaping individual identity and social interaction. As he puts it: 


It is nearly impossible to find public statements that do not recruit instrumenta­
lized art and culture, whether to better social conditions, as in the creation of 
multicultural tolerance and civic partnership through UNESCO-like advocacy 
for cultural citizenship and cultural rights, or to spur economic growth through 
urban cultural development projects and the concomitant proliferation of 
museums for cultural tourism (Yúdice 2003:10-11). 


ln this context, it is unsurprising that the arts have a place in the budgets of many 
foreign organisations aiming at 'helping' the Palestinians, and even that there are 
funds to support music education. 


So how do the musical employees function in this environment? How do they 
adapt to their new situations? What can their experiences tell us about socio-musical 
interventions in societies held under occupation or living through other types of 
trauma? I begin with a discussion of the musícians' initial reasons for moving to 
Palestine, and then develop a discussion of their eventual activíties in reaction to 


realities encountered on the ground. 
The article is part of a broader study of western musical interventíon in Arab 


. communities of PaIestine on which I worked between January 2007 and July 2010. I 
draw here on onIy one section of my archíved materiaIs, namely 30 semi'-structured 
interviews and conversations with 26 non-Palestinian teachers, which r- conducted in 
English, the language in which most teachers work and ~ocialise with one a~othçr on 
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the West Bank (see Interviews listed at the end of this article). Unlike m 
commentators on Israel and Palestine (and most commentators on associa 
musics), I have no personal connection with the region, which I visited for the f 
time as a tourist and researcher in December 2005. Iam neither Arab nor Jewish, , 
brought up in London within a loosely Protestant framework, was baptised but ne 
confirmed, and I have felt no attachment to any church since growing up. 
primary starting poínts were a personal and professional interest in and experie 
with western classical music, curiosity about musical interventions in Palestine led 
Daniel Barenboim and Edward W. Said, and a sensc of horror in the face of Brit 
and US policies in the Middlc East. These things have remained with me throughc 
the projecto 


Europe's Demise and Palestine's Potential 


While the contemporary NGO discourse of 'democracy' through 'culture' sits witl 
a liberal developrnent discourse that intimates the end of global poverty and confl 
it is arguably less ambitious than níneteenth-century millenarianism. The way that 
musical workers in Palestine recalled their move to the region, however, suggeste( 
distinct structural connection: most invoked concerns about their own homelan 
Having witnessed what they saw as a musical world in sharp decline or withe 
opportunities for them, they moved to Palestine for newly-available musi, 
employment and musical institutions under construction. Rather than religi 
decline---as in the case of ninctccnth-century missionaries-it was musical decli 
but it was a perceived threat to them in the 'developed' and 'democratic' West, rat 
than Palestine's own need for 'development' or help, that actually took them to 
region. 


One aspect of the perceived threat was economic. After graduating, CE (from 
UK) had found himself trapped between the need to get a job and the requirement 
employers that applicants have prior experience. 1ó A piano accompaniment job 
Palestine~s National Conservatory advertised on an international website was 'ju 
job' through which to clock-up experience. FH left Sweden for Ramallah to te 
flute because she needed employment, and although a sister living in Jerusalem 
an added attraction, she made the move 'primarily because it was a job'. Brass teac 
PQ was cqually straightforward, saying 'I was completely thinking about my o, 


career development ... I was not coming here as a volunteer. I have a son to sup 
in Germany'. TW spoke directly to the economy of the music business in the 
with a rhetoric that suggested complete colIapse: 'there's no income for music m 
available these days. The star system has faUen apart. Classical music has fallen ap 
There are no more recording contracts'. 


This economic problem had in most cases been intensified by other symptom 
malaise. At the mildest end of the spectrum were musicians who wanted to 
something different', or something that 'wasn't in England' (BD 2007, RP; EG). T 
teachers were largely recent graduates facing a daunting job market and sudd 
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uncertain about whether a music career was right for them after alI. Then, some 
slightly older musicians had mild complaints that they sought to resolve. Violinist HJ 
was looking for a job with a stable incarne that allowed her to spend more time with 
her family than was possible in Germany. Clarinettist MD (2009) had 'struggled to 
find a good balance' between playing and teaching, and in his orchestral playing job 
felt that 'something was missing'. KJ was thwarted by the sense that Italy had 'no 
music life', and was 'closed to foreign people'. Having played and experimented with a 
number of music traditions, he wanted 'to get out of the situation in Italy'. 
Trombonist MN was frustrated with his professional prospects in Germany. He had 
had contracts in the opera orchestra in Stuttgart and in the Berlin Academy (attached 
to the Staatsoper Berlin), but found that he 'wasn't interested in the orchestral thing 


anymore' (MN 2009). 
There were also more intense feelings of dissatisfaction with Europe, along with 


dashed hopes relating to the place of music in society. Conductor DX, who worked 
for three weeks on a musical in a collaboration in Ramallah in 2004, used the word 
'hypocritical' for the westero musical world. He placed 'the public, the high society 
with season tickets, and the classical amateurs who know everything better than 
everyone else', in stark contrast with ideallisteners who had 'an emotional response'. 
Observing that 'today people don't go to concerts to hear classical music', he also 
asked himself: 'Why should I go to hear the Eroica for the 250th time? I don't know'. 
And 'being confronted at the beginning of a career with the mentality of the 
orchestras ... it felt repetitive and meaningless'. Similarly, GI (UK, 2009) had been 
disillusioned by the life of opera, appalIed that her main ambition in life had been to 
sing on a stage where the audience was actually fulI of corporate sponsors. It 
provoked the question 'what am I doing?' MN (2009) was disappointed by the values 
of the profession: 'success is about winning an orchestral audition', he said. GI spoke 
(with reference to the UK) about the difficulties of music in a country where there's 
so much wealth that people don't appreciate anything: 'they don't realIy care', she 


said. 
One of the most prominent spokespeople for music in Palestine, Daniel 


Barenboim, articulated a related position in 2004, and he managed to echo the 
rhetoric of earlier missions very strikingly. Just as Europeans and Americans investing 
in Palestine in the nineteenth century strove primarily to rescue Christianity, when 
Barenboim first announced a new 'music Kindergarten' in RamalIah, his ambition 
was weighted primarily towards developing and indeed rescuing westero classical 
musico He stated that '[y]ou can't expect someone boro into a family with no 
music ... to understand when I'm conducting the Schonberg Variations. Therefore 
you have to go to the process [sic] from the beginning' (Harding and Barenboim 


2004). As he put it: 


There is a great problem with music education in the world. There is no music 
education to speak of in England, in the United States and even in cõuntries that 
are more attuned like Germany, which is diminishing very rapidIy. Tf we go on Iike 
this we wiil have no musica1life in"thirty years (Harding and Barenbohn iOO4}•. 
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Barenboim's further statements went on to construct a major scheme: the child 
from the kindergarten in Ramallah were supposed to use the interest in music tl 
would be given through music education 'later in the rest of the world to fi; 


people, and goveroments, aware of the necessity to have a music edlKation'. A 
Ramallah itself was involved because of its openness: 'it's easier to start something I 
this in a society like Ramallah, rather than in Berlin, ar London or New York'. 
children of RamalIah, and RamalIah itself, emerge within Barenboim's plan a 
means through which to expand classical music appreciators worldwide. 


Not alI teachers-but several employees of the Barenboim-Said Foundation >\ 


arrived late in 2003 or in 2004-recalled in interview that they had regarded Palest 
as an opportunity to ereate something better than what they had at home. TI 
reconstructed their initial ideas as an idealised image of how education in westl 
traditions should develop, having hoped that a region with less formalised structu 
would allow them to work in less constrained ways. CD thought at the beginning Ü 


Everything was open; there was the feeIing to found something there ... To teach, 
to pIay to inspire peopIe. I was never interested in being a teacher and getting a 
position [but there] I saw the possibility to put what you believe in education or 
being an artist. 


MN said that whereas in the Netherlands a standard weekly music lesson lasted 
minutes, he realised that with the freedom offered by the conditions in Ramallah 
would be able to provide children with several hours of lessons every week, and r 
ensembles as well (MN 2009).17 


Such comments were combined with a sense that Palestine was very lacking. T 
lack was what created the openness, allowing the possibility of founding somethin~ 


the vision developed at home. The sarne lack meant that the teachers' skills would 
needed more in Palestine than in richer societies back home. For instance, MN s 
'in the beginning I didn't want to work with the advantaged kids; I immedial 
wanted to go to refugee camps and work with disadvantaged kids', and later rela 
this speóficalIy to his own 'working class' background. LN drew a connection >\ 


the work he had already undertaken in poor communities in Los Angeles, as par1 
his university's outreach programme, and TW has been similarly engaged >\ 


outreach in universities in the USA since 200 L HJ thought she was 'coming t 


country where children didn't have a lot of money', and MD said reaching the P' 
was 'an important part of our mission'. PQ connected this with an implicitly m< 
position, saying that the job had seemed to offer: 


To heIp children who are in a really criticaI situation and who have probabIy not 
many means to get educated especially in such Iuxury issues as music; I thought 
that chiIdren here may deserve it even more than in Germany where they are well 
settIed. 


The class-consciousness of these comments may seem sharply contrasted with 
way that Barenboim set his targets. Nevertheless, many teachers' ambitions 
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entailed a correction to the European/US world of music, and indeed to the sense of 
being unappreciated. Moreover, ali such comments indicated an unquestioning 
adherence to the notion that western classical music was a good thing wherever it 
landed, and indicated barely any awareness of Palestine apart from its poverty. Most 
glaringly, they revealed little imagination of Palestinian voices that could contribute 
to discussing what kind of musical practices should be cultivated. And indeed many 
of the teachers' ideas were chalIenged by realities once they had arrived in Palestine. 
For instance, developing a new and experimental music world that dramaticalIy 
chalIenged the standard European model turned out to be unsustainable. MN quickly 
realised that children didn't want five hours of trombone lessons a week, and he 
found little or no support from his employer, the Barenboim-Said Foundation, for 
experimenting with different approaches. As he put it, the organisation was 'turníng 


II into a German music school'. CD felt similarly that the Foundation was not open to 
experimental projects and was becoming a conventional schooI. But he also said that 
this 'was anyway what the Palestínians themselves were asking for'. 


On arríval, although teachers working for AI Kamandjâti went to refugee camps, 
most others (those working for the Barenboím-Said Foundatíon ín particular) 
díscovered that their students in Palestíne were extremely wealthy. They found 
themselves teaching children who belonged to the upper classes of Ramallah, and 
whose parents were politicaI emíssaries, the owners of banks, and the directors of 
private schools. These children were accustomed to foreign vacations and large 
birthday presents (iBooks, for instance), and were generally 'spoiled ... used to being 
gíven everything', as HJ put it. One child had his own prívate driver, and recourse to 


other drívers when necessary. 
Teachers generally carne with considerable naiveté, on trust and without any 


contract; they then became rapídly exercised about what they understood as 
exploitation (FH, MN, PQ). Contracts ín all three schools were reviewed in the 
summer for the folIowing autumn, leaving teachers with no idea until June whether 
they would be employed ín September. Schools were not legalIy empowered to secure 
theír residency (so they might be blocked by the occupying Israeli regime from re­
enteríng if they travelled out), and discouraged teachers from maintaíning theír 
performing careers elsewhere. Teachers at AI Kamandjâtí were also criticaI of fund 
allocation, and complained about a prevaíling expectation that they work every day of 
the week in order to compensate for the lack of infrastructure and management at the 
schooI. These teachers observed that they might be legally more secure (ín the face of 
Israelí border controls) if they had 'volunteer visas', and that they would have nothing 
to lose financialIy from this arrangement. Their salaries were approximately in line 
wíth the per diem allowance that holders of such visas were allowed (RP, NM, KJ, 
HG).18 


The upshot of these surpríses and dífficultíes was some disgruntlement. Several 
. were híghly criticaI ofboth the rnanagement of the Barenboirn-Said Foundatíon (in 


Spain), and its Palestinian organisers on the ground ('OU! of theír element' when it 
carne to the poor population, as MD put it). But others fourrd a way 'of reaSoning 
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about their situatíon: one teacher regretted somewhat that her teachíng reachel 
mainly wealthy families in Ramallah, but saíd that she was pleased to have a fe, 
pupils from poorer villages near Bethlehem because 'you feel you're really givín: 
them something'. The majority of musicians reverted to the system of values fron 
which they had sought to escape from back home, and adopted the institutionallim 
PQ relínquished his ínitial hopes of reaching under-prívileged communities b 
reasoning that 'if you want to establish western classícal musíc in a society that's no 
used to it, you need to start somewhere. You need not only players but an audienc 
and it's much easier to do it in a community that is already westernised'. HJ statec 
that working in the refugee camps 'isn't part of the politics of the Barenboim-Saic 
Foundation at the moment', and that the task she had come to set herself Íl 


consequence was to 'find very talented violinists and try to help them as quickly a 
I can whíle I am here'. MN, who expressed regret ín 2007 that AI Kamandjâti's studen 
base was becomíng increasingly middle class, said two years later that he could 'sei 
the benefits of teaching the rich kids'. 


One singer, JL (Germany), who had extensive experience working ín German) 
arguably challenged this acclimatisatíon pattern by developing her own projects Íl 


villages and refugee camps, initiatíng choírs with minimal institutional support ane 
substantial personal investment. However, she had encountered resistance to he 
work, and defended the Foundation's limited outreach policy in the light of that. Sh 
agreed that ít míght seem problematic that outreach actívities and recruitmen 
schemes only took place in private schools, but argued that reaching (the generalI~ 


poorer) children in the schools run by the Ministry of Education was extremel: 
difficult. There was, she said, a complex and lengthy bureaucracy involved. 


This structural phenomenon-in which musícians find obstacles in the way o 
their ideal targets and in which they spread their work only outside statl 
organisations-indicates another connection with nineteenth-century missions. A 
described above, the initial targets for nineteenth-century proselytism were Jews ane 
Muslims (the latter following the state relígion), but missionaries were constantl 
thwarted iIi. their efforts with these groups. They only had the impact they sough 
when they intervened in Orthodox Christian, and Catholic churches and schools 
Similarly, teachers have encountered resistance to spreading music outside th, 
wealthier, urban populations, and have concentrated on applying themselves wher, 
they are made welcome. 


This has created another problem, however, and indeed a further similarity witl 
the nineteenth-century situation. At that time, missíonaries' acquisitive work create( 
tremendous hostility and competition (for congregations) among the varieI 
Christian groups. Analogously, and perhaps predictably, rívalry between two of th 
music schools ín Ramallah has developed very intensely since 2004, and resulted in 
situation of non-communication. One teacher constructed it as a 'cold war' (TV) 
Several regarded it as rivalry between Barenboim on the one side, and the Director o 
the National Conservatory, Suheil Khoury, on the other. Others said it was a produc 
of Barenboim's use of Ramallah for his own internatíonal self-promotion. FI­
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retlected on what a poor example it offered, given that musical actlVItles were 
supposed to improve social relations. To this ideal we can now turn. 


Cultural Heritage and the Construction of Civilians 


As already observed, reports of missionary organisations operating in nineteenth­
century and early-twentieth-century Palestine indicate ways that ambitions for 
religious conversion were combined with desires to improve moral deportment 
through childhood education, and the construction of rather distinct types of adult. 19 


The equivalent reports of NGOs today demonstrate similarly interventionist goals. 
They have recourse not only to the concept of 'democracy' but also 'heritage', which is 
construed sociologically, as something to strengthen morale in the face of Israeli 
occupation (see for instance Pehrsson 2003:3,7,9,10,12,30,38; Welfare Association 


2011). 
ln fact, 'heritage' intersects only partly with music education. When teachers such 


as Fred, Sabine and others went into refugee camps for AI Kamandjâti, they did learn 
some Arabic songs themselves and sought to participate in established projects. This 
would conform to the idea of supporting 'heritage' as understood today. But very few 
teachers moving to the region from the USA or Europe wanted or were able to do 
this-I encountered only two: RT had studied ney (end-blown tlute played in North 
Africa, the Middle East and Central Asia) at a North American university and taught 
that instrument as well as tlute when she arrived in Palestine; GI had studied Arabic 
singing in the UK. Additionally, almost none of the teachers taking up residency had 
any awareness of the region's cultural politics or practices before they arrived. 


This is an important context in which to consider the difficulties that several 
teachers described in working with beginner pupils. They themselves bring a lack of 
knowledge, musical expertise and locallanguage (relying on interpreters and pupils' 
English), but when they notice the paucity of common ground with local children, 
they speak vehemently of the various poverties of Palestine (which, as we know, 
several had already imagined before arriving). For example, JL, GI, MN and theory­
teacher NP stated that many children could not sing at all, or had barely any range. 
Some children seemed to them to have no sense of pitch, and MN remarked that 'you 
can't learn the trombone if you can't sing'. FH had problems with what to her had 
been the very most basic elements. She said 'it is becoming more normal now [in 
Ramallah] for children to play musiCo But the reference points still aren't there. ln 
Sweden everyone knows the major scale, and they don't have that here'. NP attempted 
to teach Solrege and made headway with melody, but realised the difficulties of 
explaining harmonic progressions to students who have not been trained at all to 
perceive harmony (especially in 'functional' terms). She discovered that the students 
sensed music completely differentIy from her: while they could hear the complex 
polyphony ofVittoria motets, they could not make out the left-hand ac~()mpa~iment 
of a Chopin Noctume. . . . 
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Teachers discussed the disjunction between their skills and the children in varyin~ 


ways. Most expressed respect for regional musical traditions (especially when the) 
realised that they could themselves not grasp them at all), and anxiety about th! 
implicit cultural imperialism of making their contributions. An extremely articulat! 
position emerged from MN, for instance, who referred to post-colonial theory 
Observing that the trombone was a complex signifier, he sought even when teachin~ 


to 'draw attention to the colonial aspect of the instrument'o He explained to me tha! 
he used music as a 'pick-up' for education, providing something that was new t( 
children so that they could become curious about it, and could discuss it. H! 
performed pieces from the post-war European avant-garde (Berio and Kagel, fOI 
instance) for his students, and felt happy that after their initial astonishment an( 
amusement they realised that what he was doing was something 'serious' for him 
and sometimes politicaI too. 


A different position was taken by GI, who invoked the term 'cultural imperialism 
herself in order to reject it. She saw the music that she offered as a means t( 
counteract the hegemonic intluence of 'western subculture', which she said ha( 
'already been imposed on Arab culture without being invited'. As she put it: 


They get the junk. The movies, the tacky clothes. If they have the junk why 
shouldn't they have the good stuff too. They are flooded with the subculture 
without the high culture to balance iI. The real stuff. We have that to balance ... If 
you have a culture that's losing its own identity that's being swamped by the 
rubbishy end ofwestern civilisation then it needs balancing out (GI 2009). 


ln a later interview Gl took a related position, describing critically the way tha 
schools use amplified music; the music chosen was often locally significant-style: 
for dancing traditional debke (Arabic line dance), for instance-but was alway: 
extremely loud. As she put it, 'they're just bombarded ... they lose the ability to listen 
(Gl 2010). 


GI was one of a small number of teachers who had learned some Arabic music, an< 
said she did 'very little in the way of western music in the [refugee] camps; they don' 
like it because they can't understand it; they can relate to Arabic music' (GI 2009) 
She was almost alone in understanding her role partly in terms of helpinl 
Palestinians foster their own 'culture', or indeed 'heritage'. She said: 


There just has to be music in the culture. It has to be kept alive. A nation is its 
culture. Without culture it's nothing. Culture is a social element as well. It's also the 
face the country shows to the rest of the world (GI). 


Other teachers had learned Arabic songs simply in an attempt to build a connectior 
with their pupils. NP began with the rhythms of Arabic words. JL found that childrel 
from villages and refugee camps were likely to know some songs by the Lebanesl 
singer Fairouz, so she learned those, and also introduced them to Arabic song 
she collected from the Evangelical School in Ramallah (which had a choir) and th 
Magnificat Institute in Jerusalem (2007). 







'teach 


of 


.. 


314 R.	 Beckles Willson 


An extreme contrast to these endeavours was evident in MD's (2009) testimony. 
He stated that westem dassical music was superior to Arabic music as avesseI of 
leaming, and that although his students 'wanted to play their culture's music', as he 
put it, he 'insistcd that they also learned western dassical music'. On being asked the 
reason for this, he connected it to a notion of 'honesty' which resided in being 
'precise' before being 'free', and being true to what was on the page in terms of 
dynamics and phrasing. He had attempted to play some Arabic music while in 
Ramallah, but struggled with it. He found 'the traditional [Arabic] music to be 
imprecise, very open to interpretation', and did not feel that he could 
[Palestinians] how to play their music'. lnstead, he saw his job as arare and rather 
particular privilege: 


II	 ln many ways I had a dream job ... I was this musical pioneer being able to explain 
Mozart, introduce pieces like the Mozart Clarinet Quintet, Weber Clarinet Quintet, 
Kegelstatt Trio, Brahms Trios. To explain to people who don't have classical music 
training, to explain to people how it develops, how themes develop in different 
movements. ln organic movement. How to listen to that. Showing people how to 
actively listen I find that intoxicating (MD 2009). 


Extreme as this position may seem, it is essentially in line with the predominant 
structure that still prevails in the situation, in which superiority lies in things 
'westem'. Once teachers had explained to me that they had respcct for local traditions, 
and that (in most cases) they regarded them as 'different' rather than lesser, on being 
asked to articulate their views on the value of their work, they invoked ideas about 
social enhancement. ln other words, they adopted contemporary NGO discourses in 
arder to justify themselves to me. This reasoning was of course very different from 
the ideas that had led them to the region in the first place, but the latter having 
proved fallible, teachers absorbed themselves into the dominant structure 
intervention. lndeed, the implications of their accounts were quite radical, depending 
as they did on a rather particular construction of good sociality. 


One component of this was tied up with the idea of the 'individual' and how a 
child could 'have' musie in a way that allowed them to experience the potential of 
that sense ofbeing. EG wanted the children to 'have [music] for themselves', and said 
that through it they could learn what was gained 'if you concentrate on something 
yourself and work on your own'. She saw this as 'a really positive thing', because 'kids 
here don't have control over any part of their lives'. LN also emphasised 'individual 
creativity'; he polarised this with a passing critique of Arabic music, which he 
described as having a 'serving the camera' approach. 


Yet this notion of developing a creative 'individual' was only a first step--said 
several teachers-towards coming together with others. Many such remarks were in 
líne with current educational theory regarding music's potential role in exemplifyjng 
and thus instilling ideal practices of social behaviour (see Green 200B,.for instance). 
JL.(2007) said that the main aim ofher elementary music workshops was 'to openthe 
senses and per<:eption of the children, to mak.e them soci~y aware of ohe· aIfôth~r'
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Two years later she expanded on this to say that music 'helps with social perception. 
The demands of music are to do with perception. Noticing others. It's to do with 
finding a place within the whole. Noticing others, noticing the self. Being part of a 
collective' (JL 2009). MD hoped that pupils 'got a sense of personal responsibility' by 
noticing that when playing chamber music their mistakes 'could make the whole 
piece falI apart'. The idca was that they would experience the 'sensitivity of 
support ... trust, rapport, collegiality'. FH also said that there were transferable skills 
that could be developed in an orchestra. It was about 'social interaction', she said. LN 
suggested that the 'interaction' between boys and girls was also a positively egalitarian 
aspcct of musiCo Music is not 'sexis1', he said, whereas in Palestine gender roles are 
strict1y policed. 


Even while some teachers presented these ideais to me, they-and others active in 
the region such as foreign consuls, cultural attachés and NGO workcrs--stated clearly 
that the reality was rather complexo Most identified difficulties with the process of 
their work, discussing a disjunction between the skills and habits being introduced, 
and the foreignness of these to the social contexto FH said that the point of an 
orchestral rchcarsal was that 'one could learn there to play together', but that for this 
to happen the children needed to have learned their own parts, and ideally studied a 
score and listened to a recording. ln fact most children did not have support at home 
for such preparation and tended to try to learn their parts when they arrived. 
Sununing up the inapplicability of some of her own skilIs in the context, she added 
'they never hear a professional orchestra, so they don't realIy know what it means'. 


Such awareness and doubt must additionally be set alongside the admiration that a 
number of tcachcrs expressed for Palestinian society as it was without their 
interpolations. Gl was enthusiastic about the way Palestinians got along with each 
other in the cramped conditions of the refugee camps. 'They know how to relate, i1's 
magic', she said. TW said that social interaction was much better in Palestine than inl 
the USA: he referred to the 'big houses' and 'suburbs' of the latter, and th 
trepidation that prevented parents from allowing their children onto the streets. MN' 
insights were particularly developed, because he (one of the few music teachers to d 
so) formed friendships with Palcstinians. As he put it, the families live so dose t 
one another that their environment is permanent1y socialised. ln this context, one­
to-one lessons of western dassical music, and the need for solitary practising, wer 
ineffectual interpolations. 'l1's never going to work', he said. 


ln fact, for MN the very strength and nature of the social bonds threw th 
sociological claims and frameworks of the project fundamentally into question 
Having been embraced as a friend, for instance, he experienced the friendships an 
familial tics in Palestine as much deeper and more tenacious than those in Europe 
'They drop anything for their friends', he said. 'That's often why kids don't tum u 
for lessons or come late, and why so many businesses are closed half the time 
someone's friend or family needs something. They aJso spend time just sitting. Bein 
there. With each other'. This meant that the imposeddiscipline was inappropriate fo 
a music education projecto 'They will never come on time. they will never practise. It' 
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another culture'. This meant ultimately that some children were denied opportunities 
because their behaviour was misinterpreted by the Foundation, he said. The ideal 
was that 'kids come to the lessons at the time that we do, cancel lessons for the 
reasons that we do, and play the scales in the sarne way that we do'. If they missed 
lessons too often, they were excluded. 'But how can you be sure that they aren't 
interested?', he asked. He was concerned that the institutional focus was not on 
whether the children were interested in music, but whether or not they could adapt to 
the social expectations of the institution. 


Music against Violence 


As mentioned above, one of the most common Orientalist stereotypes about the Arab 
I,	 world in the nineteenth century related to its putative violence. But today the 


discourse lives on, especially in the wake of the events of 9/11, and also in new forms 
of idealism that aim to counteract it. Supporters of the school AI Kamandjâti, for 
instance, have promoted it in terms of the supposed transformation of its founder, 
Abu Redwan. The narrative can be traced in photographs also used in the media, 
which illustrate: a stone-throwing child of the Palestinian uprising in 1987; an elegant 
young man holding a viola; and finally a man introducing children in a Muslim 
family to the violin.20 1 suggest that this invocation of a person delivering 'violcnce', 
and a replacement thereof with a person delivering 'music', is effectively a de­


Orientalisation. 
Barenboim has taken this line himself, constructing Palestine as a placc of violence 


and fundamentalism, to which music lessons may provide a foreign but enriching 


(and implicitly taming) alternative: 


An hom of violin lessons in Berlin is an hom where you get the child interested in 
musiCo An hom in a violin lesson in Palestine is an hom away from violence, is an 
hom away from fundamentalismo It suddenly has another dimensiono Classical 
music is not something that one associates with the Palestinians, with the Arabs in 
general. You give it to them with the understanding it can enrich their lives and get 
creativity out of it (Harding and Barenboim 2004). 


The connection between violence and music was rarely so explicit in the discussions 
I had with teachers. Several referred to their belief prior to taking the job that 
Palestine was 'dangerous', and some said they had been 'ready for adventure'. Just a 
few admitted to having come with vague ideas about 'peace', including the ambition 
of uniting Israelis with Palestinians through musiCo Yet all teachers were shocked as 
they carne to perccive life on the West Bank. They said that their grasp of the situation 
had been radically altered by living there, and that the western media (or their 
ieligious instruction at school) had given them a completely false impression of the 
problems. Having understood it as an 'eye for an eye, a tooth for a tooth conflict', as 
GI (2009) put it in a tellingly Biblical tum ofphrase,theygll carne to understand it as 
a situation of occupation in which Palestinians were denied' territory. and 
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simultaneously held hostage, subjected by Israeli military forces and settlers t 
unspeakable humiliation and cruelty. 


This provided one more issue to which teachers had to adjust, one that we hav 
already sensed from Fred's despondency discussed at the opening of this article. ln 
sensc, many had come with vague ideas about 'helping' a violent region by providin 
music; but on arrival, they diagnosed the reason for the violence as lying outsid 
Palestine, namely in the Israeli govemment. One teacher suggested that the sort c 
music that might 'help' Palestinian children suffering from violence illight b 
something therapeutic. Yet he also said, Tm not equipped. The kids are distressec 
They may be aggressive or not, they're basically traumatised. The music could b 
therapeutic. But that's not my skill'. Another teacher negotiated the problem b 
arguing that a space should exist for music that allowed children to escape from thei 
surroundings. AC (2007), for instance, on observing what she referred to as 'th 
strength of anti-Israeli sentiment', abandoned her projections of musical 'peace' ane 
indeed retreated from the conflict. She wished to avoid the politics, she said, becaus 
'it's enough if the children enjoy the music' (AC 2009). 


These examples might suggest that-unlike George, Sabine and Fred-mos 
teachers gave no further thought to music's capacity to prevent violence. ln fact 
however, some had not abandoned their ideaIs. This became very clear in the ways ii 
which several referred admiringly to two teachers in particular who had develope< 
slightly different profiles from the others, because they worked regularly (rather thai 
just on a more occasional workshop basis) in refugee camps and villages, often alon 
These two, moreover, did discuss music in the context of violence. I focus on thei 
testimonies in the rest of this article, since they represent powerful threads in th 
primary current of utopian thought (even if not widespread action, as we have seeo 
supporting the recent dispatches of music to Palestinians on the West Bank. 


JL began working in Palestine while the second uprising (which began in 2000) w 
very intense, and has herself been in a number of violent situations. She describe 
some of these early on in our second conversation. For instance, in 2003 there we 
regular Israeli incursions into Ramallah, a house was blown up opposite the onl 
where she was staying, there was fighting at night, and it was impossible to even cnt 
some places on the West Bank because of Israeli blockades. While in a taxi-van, s 
was misidentified as Israeli and was thus shot at by Palestinians in the camp at Jeni 
and she was present at a workshop in a refugee camp in Hebron that was broken u 
by the arrival of men from the local mosque shouting and waving sticks. Th 
indicates experiences that she herself found traumatic, and later in the sa 
conversation she introduced violence as the dominant feature of life on the We 
Bank for Palestinian civilians. I had asked her to explain to me what children gain 
from her music workshops, and within her reflections she made a connection wi 
Israeli brutality towards Palestinians. The point of introducing music, she said, w; 


To get inside of this really, to penetrate the life of nightly raids. lt's a hard life. To 
offer something eIse, just a bit. Other activities are available at youth centres. But 
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there aren't very many of them . " It adds a colour to their lives that wasn't there 
before OL 2009). 


Her position as articulated on that day was that music was simply something nice, a 
relief, and an added dimension to these children's intensely difficult lives. 


The singer GI had arrived only in 2008, and had not had the violent experiences of 
JL. ln a conversation in which I asked her to tell me how she understood the function 
of her work, she said she was helping to resist Israel's activities, which she understood 
as 'trying to stamp out the [Palestinian] culture and the people'. When I asked her 
whether music-as opposed to other forms of cultural activity--had a specific 
contribution to make, she mentioned the fact that children listen to songs with 
politicaI lyrics. However, she also added that while she discussed politics with older 
children, she avoided it with the younger ones, because 'part of the point of the music ,,' is to take them away from all that. They have to be able to have a childhood' (GI 2009). 


ln connection with this idea, GI also developed a rather different line of response, 
which she opened by saying that 'music education is life changing'. The exemplifica­
tion she offered concerned one of her pupils from Hebron, who had been 'very glum' 
when she started working with him in the autumn. By the time he took part in the 
Baroque Festival at Christmas, he was 'very sociable', 'a joker'. When I asked GI 
whether the introduction of music had been the reason for this change, she said that 
he had in fact been learning music for two years previously, but that during his time 
with her he had made a huge vocal development. She described this development, 
which involved integrating the upper and lower registers of the voice subsequent to 
the breaking of his voice. This sort of vocal development, she said, 'can be combined 
with personal development'. When I asked whether she was confident about the cause 
and effect mechanism between vocal and broader personal development, she said that 
she did not know. However, she then said that her own vocal development had been 
'a huge journey of personal development', because 'you are the instrument' (as a 
singer), 'you can't separate it out'. 


J1's position was closely related when she spoke about introductory workshops in 
which children encountered musical instruments for the first time. 'Music is a 
medium for inner perception', she said. She wanted children to experience 'what an 
instrument is on the strictly musical side, reduced to that'. Just the fact of 'holding the 
instrument, noticing the instrument, feeling it next to the body, the resonance ... The 
resonance is a sensual thing. It is an experience in itself'. 


ln her comments JL had in fact invoked a sensitive and controversial question 
among some Muslims (Marcus 2007:89-91). The connection betweeri musical 
activity and behaviour deemed improper-the strong impact of music on the body­
is for many religious people a matter of concern (Christians included). But JL saw the 
connection between something 'strictly musical' and a 'sensual' resonance only from 


. one perspective, namely as something positive. She elaborated this with a 
construction that echoed missionary perceptions of local people in térms of 
~wildness'. She hoped, she said, that the introduction~f music to children woUld 
enable them to incorporate aspeets of sensuality that could replace' qualities she 
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identified as 'rough'. Through this, she said, 'the view on life can be changed'. She sai 
that she found the people in the region 'rough with each other. They don't notie 
each other's vulnerability. They have very little care and attention for one anothel 
Music, she said, could 'bring that about' and could be used 'to transform conflicl 
Even while music could not 'treat a specific conflict; it could 'create a basis whereb 
conflicts are treated differently'. 


JL also qualified her statements by adding that 'the question is always there, of th 
impact ... it can't be measured'. She was fully aware of the fragility of her claim, an 
argued only with some provisionality about whether or not music could effe( 
profound change. But the essentially experimental process of introducing wester 
music education was not in doubt. The sarne certainty was exemplified by MD, wh 
was dismayed that his concerts in Palestine had to be cancelled following mortalitie: 
for reasons of 'respect'. He understood music as a 'coping mechanism', and regarde 
such cancellations as a mistake, products of a misunderstanding about music 
helpfulness. But there is in fact a very long-and documented-tradition ( 
mourning songs in Palestine, and ongoing practices are vivid as well (see, fe 
instance Dalman 1901; Rogers 1862; Sinnamon 2008), so there can be little dout 
that local people have recourse to music in ways that they themselves find helpful i 
times of suffering. MD was either unaware of this, or understood his ow 
contribution-a public concert of western music-as a useful addition or enhancé 
ment thereof. At base, all the teachers chose to believe that the changes that musi 
brought were good ones, and would improve local people's understanding both ( 
music and of their very existence. 


MD's sense that there was Palestinian opposition to his work was not singular: J 
also referred to the matter. Indeed, strikingly, just as in MD's case, she presented hé 
strongest convictions in this contexto Moreover, her explanation denied both th 
subtlety and complexity of the local situation on the one hand, and the question of 
justifiable wish to be able to control (music-social) interpolation itself. For examplt 
she regarded local clerics' disruption of singing and music workshops to be produc1 
of a powet conflict between two politicaI groups (communists and Hamas), and ' 
general fear of the imposition of a western way of life'. A prevailing anxiety abol 
propriety led people to disapprove of music, she said; such people had made a 
anxious association between music and sexuality. I asked her whether she saw an 
connection between this association, and her interest in having children experien( 
the sensuality of a musical instrument next to their bodies. Her answer was that 'thel 
was no connection', because the people (from Hamas) had 'no experience of tt 
sensuality of a resonant instrument'o Their resistance, she said, was to do with the 
conservatism, and a fear of losing control over people (MD 2009). 


Although the teachers were united in their sense that the biggest problem fe 
Palestine was the Israeli occupation, then, this did not prevent them from developir 
strongly critical positions with respect to Palestinian lives. And J1's observation ( 
conflict between Hamas and other groups, and her certainty that her OW 


contribution to the situation was beneficial to children, reproduces a historic 
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trope. It recalIs Orientalist constructions of the region as primitive, conflict-driven, 
religiously fanatical, and childish. It proposes that Palestinian children need rescuing 
from local warfare and the false consciousness being imposed on them by primitive 
groups (whether violent mobs, religious organisations or Hamas). 


Conc1uding Thoughts 


As I have already outlined, in the nineteenth century, European missionaries often 
wrote about residents of the region-at that time part of the Ottoman Empire----in 
precisely the terms invoked at the end of the last section. Their recommendation was 
that local people should be introduced to the Bible, civilised thereby, and organised in 
national frameworks. The teachers who spoke to me are interested in something 
different: they wish to see a protected sphere for the child, cultural activism rather 


#lo than violence, musical sensuality instead of a perceived roughness, and individualistic 
se1f-deve1opment on which to build music-cum-social groups. But the pattern of 
dissatisfaction at home, perception of problems (and thus opportunities) elsewhere, 
desire for change combined with physical interpolation, and then an experience of 
opposition to their work, are very similar. 


At this stage of research, it would be foolish to argue for seamless continuity, and 
yet there are clear historical threads to considero One of these lies in Palestine, where 
alI five founding members of the National Conservatory of Music grew up in families 
educated in missionary schools (and attended such schools themselves). Plainly, there 
is continuity. But another thread lies outside, and this is perhaps of more theoretical 
importo It seems worthwhile considering whether the new chapter in the history of 
cultural 'expediency' identified by Yúdice (2003) actualIy began in nineteenth-century 
Europe, and whether missionaries are some of the clearest examples of that new and 
deveIoping processo Future research may help us work that out. 


Interviews 


The following interviews and conversations were just one part of a broader process in 
which I observed teaching and workshops and joined in group conversations. The 
occasions listed below are the ones relevant to this article, and ones during which the 
musicians focused specificalIy on my interest in their work, and talked while I took 
notes on, and in a few cases recorded, their statements. I also interviewed Palestinian 
musicians and teachers, but I do not draw on their contributions here. I conducted the 
bulk of more formal interviews in 2009, by which time I had gained more basic 
information about the situation from less formal contacto All interviewees werewilling 
to have their names included, but I have chosen to mask their identities with invented 
initials and provide only their country of citizenship, and additionalIy-in appropriate 
cases--the country in which they were living before they moved to the West Bank. 


DX (Germany), Berlin, 15 February 2010. . _ . 
AC (Germany), Nazareth, 4 January 2007; informalêonversation 1"4 July'2üq9: 
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BD (UK), Jerusalem, 27 April 2007; RamalIah, 24 June 2009. 
CE (UK), RamalIah, 18 June 2009.
 
DF (Belgium), Nazareth, 3 January 2007.
 
EG	 (UK/France), Ramallah, 19 June 2009. 
FH (Sweden), Ramallah, 14 June 2009. 
GI (UK; had also lived 'for a few months' in Egypt), Ramallah, 24 June 2009,3 M" 


2010. 
HJ (Germany), Ramallah, 19 June 2009. 
IK (Germany), RamalIah, 20 June 2009. 
JL (Germany), conversation, Nazareth, 3 January 2007; interview, RamalIah, 15 J 


2009. 
CD (Austria; formerly resident in Germany), Jerusalem, 26 June 2009. 
KM (Greece/USAlIsrael; remained in Israel while teaching), Nazareth, 4 Jam: 


2007. 
MD (USA; formerly resident in Germany), informal conversation, Nablus, 22 A 


2007; telephone interview, 26 June 2009. 
LN (USA), RamalIah, 15 July 2009. 
MN (the Netherlands; formerly resident in Germany), conversation, NazaretI-


January 2007; interview, Berlin, 6 August 2009. 
NP (Venezuela; formerly resident in USA and West Bank), RamalIah, 16 July 20 
PQ (Germany), RamalIah, 17 July 2009. 
RT (USA), telephone interview, 6 August 2010. 
SU (Germany; resident in Israel), Nazareth, 1 January 2007. 
TV (USA), RamalIah, 18 June 2009. 
TW (USA), RamalIah, 18 June 2009. 


Group conversation with RP (England), NM (France; had also lived in Israe1), 
(Italy) and HG (Italy), RamalIah, 15 July 2009. 
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Notes 


[1]	 Urbain (2008) is one example, but see also Grant et aI. (2010), which gives due attentic 
music's participation in conflict. 


[2]	 See Hall (2002), Melman (1992) and Murre-van den Berg (2006); for music-re 
literature, see McGuire (2009) and Wilde (2007), 


[3]	 Orientalism and Musical Mission: The Case of Palestine, in preparation. 
[4]	 See, among other sources, CoIbi (1998), Dudman and Kark (1998), Foerster (1' 


Kirchhoff (2005), Lõffler (2008), Marchand (2009), Marten (2006), Melman \1992), M 
van den Berg (2006) and Vreté (1972). 
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[5) For examples of such rhetoric, see 'Vorhandner Kinderkreis' in Dritte Bericht über die 
Diakonissen-Stationen im Morgenlande, von den Jahren 1856 und 1857, pp. 22-8, preserved in 
the Bibliothek des Diakonischen Werkes der Evangelischen Kirche in Deutschland (Library of 
the Diaconate of the Evangelical Church in Germany). 


[6] The Reverend Theodof Fliedner founded several educational institutes for women and 
children in Germany that were centred on the Diaconate in Kaiserswerth, opened in 1836. 
The idea was that an 'inner mission' to lapsed Christians would lead to a renewal and moral 
improvement in society at large, and it developed initially in a 'home'-the 'Mutterhaus' 
(Motherhouse)-where Fliedner, a number of pedagogues and his two successive wives 
trained women in nursing, teaching and community work. The Jerusalem mission was one of 
several that Fliedner established in the Middle East. 


[7] For example, Ranke referred to Luther's famous poem in praise of music when he observed 
that 'Frau Musica' kept moroseness and discord at bay, brought peace and joy, and raised up 
young hearts to God. For Luther's complete text in German and in English translation, see 


". 
Leaver (2007:74-5). Leaver presents Luther's understanding of music and theology in five 
points, namely: 'Music is a Gift of God', 'Music Creates Joyful Hearts', 'Music Drives Away 
the Devir, 'Music Creates Innocent Delight' and 'Music Reigns in Times of Peace' (see 
2007:89-97). 


[8] 'The Mother of S. George's. By one of her boys'. Bible Lands, January 1909, No. 39:103-5 (at 
105); emphasis added. 


[9] Ibid. 
[10] Finn's father was Reverend Alexander McCaul, a leading Hebrew scholar and millenarist and 


founding member of the London Jewish Society. See Melman (1992: 179ff) for more on 
Elizabeth Finn's missionary work. 


[11 ] Translated by the current author. The original is as follows: 'Schauen wir fünf Jahre zurück, 50 


waren wir damals schon froh, die Zahl der uns anvertrauten Kinder bis über zwanzig gestiegen 
zu sehen. Jetzt springen und singen, essen und schlafen, weinen und lachen, beten und arbeiten 
ein halbes hundert Kinder in den engen Raume, weij3e, braune und schwarze, Protestanten, 
Proselyten, Griechen, Abessinier und Muhamedaner. Aber wenn die verschiedenartigen Herzen 
und Lippen ihr: "Lobe den Herren, o meine Seele!" oder: "Wie selig ist's, ein Schiiflein Christi 
werden!" anstimmen, da giebt's eine 50 liebliche Harmonie, daj3 einem das Herz im Leibe vor 
Freuden lacht' ('Das Erziehungshaus' in Sechster Bericht über die Diakonissen-Stationen im 
Morgenlande von Mitte 1862 bis Mitte 1864, 8-13 (at 8), preserved in the Bibliothek des 
Diakonischen Werkes der Evangelischen Kirche in Deutschland (Library of the Diaconate of 
the Evangelical Church in Germany). 


[12] S. J. 'G. George's School'. Bible Lands, January 1905, No. 23:96-7 (at 97). T. E. D. [The 
Venerable Theodore Edward Dowling, D. D., Archdeacon of the Church of England in Syria], 
'S. George's Choir School, Jerusalem'. Bible Lands, January 1909, No. 39:92-3 (at 92). 


[13J S. J. 'G. George's School'. Bible Lands, January 1905, No. 23:96-7 (at 97). 
[14J The Barenboim-Said Foundation was legally established in July 2004 as a structure through 


which the regional government of Andalusia funded a range of projects (including the West­
Eastern Divan Orchestra, see http://www.west-eastern-divan.org/music-classes-in-ramallahJ 
last [accessed 10 November 2011]). Prior to this time, the government funding for these 
projects was channelled through the Fundación Tres Culturas dei Mediterráneo (http://www. 
tresculturas.org/ [accessed 10 November 2011]). 1 am grateful to Muriel Páez Rasmussen, 
Director General of the Barenboim-Said Foundation, for darifying this with me. 


[IS] The dose of the Cold War in 1989 led the USA to transfer its primary concerns away from 
the former Soviet Union and towards the Middle East, with Palestine in receipt of intense 
scrutiny. Thus, while US military forces drove invading Iraqis out of Kuwait (ending the Çulf 
Wars), Secretary of State James Baker undertook shuttle diplomacy between-Israeli and Arab 
leaders. The consequent face-to-face. conference hosted iÍJ. Madrid in the' autunnlof 1~91 
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made minimal progress, but subsequent meetings hosted by Norway resulted in 1993 in a: 
of agreements known as the Oslo Accords, and the following year saw the founding of t 
Palestine National Authority. This administrative organisation of governance for Palestinia 
of the West Bank and Gaza Strip was intended by many to be a five-year interim author 
that would negotiate with Israel regarding territories and responsibilities in the region. 


[16]	 I have provided my interviewees with false initials. Please see further information on t 
interviews, including dates, at the end of the article. 


[17]	 ln a few cases it was Barenboim's name that had enticed a musician to Ramallah to work. C 
and HJ also mentioned the appeal of this. Additionally, CE actually left his job at Ramallal 
National Conservatory to take up a job at the Barenboim-Said Foundation School in ord 
to secure Barenboim's name on his cv. He even turned down a teaching position in Englal 
at that point, because 'Barenboim' was apparently the better investment for his eventl 
career. The shift also made quite good financial sense: he received a salary that was high 
than most recent graduates in Europe could dream of, and this carne with an additior 
accommodation allowance, several flights home annually, and a free mobile phone. CE's ta 
free salary in the 2008/09 year was €2000 per month, plus €350 accommodation allowan 
(most teachers at the Conservatory received US$1300 and no accommodation allowance 
this time). The accommodation allowance is generally sufficient to cover the US$500 he pa 
for an apartment he shares with one other teacher (obviously subject to some exchange ra 
fluctuations). CE informed me that the salary is not subject to tax in Spain, Palestine, or ti 
UK. It is paid into an offshore bank account, and he draws it from an HSBC cash point 
Ramallah. 


[18]	 The salaries of AI Kamandjâti employees were substantially lower than those of ti 
Barenboim-Said Foundation. 


[19]	 See, for instance, reports on the German Diaconate established in Kaiserswerth by Theodo 
Fliedner in 1836, with branches in the Middle East from 1851- Berichte über die Diakonisse, 
Stationen im Morgenlande; and the quarterly publication of the UK's Jerusalem and The Ea 
Mission, Bible Lands (1899 onwards). Secondary sources are few and far between, but SI 


Kõser (2006) for a discussion about Fliedner's interpolation of music into the lives of ti 
women he trained to be Deaconesses, and McGuire (2009) for attitudes in the UK. 


[20]	 See, for instance, texts and images in Avran and Sablonnieres (2001) and Brunet and Treve 
(2004), both available online. 
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Introduction 


What social work can a symphony orchestra do? Circulating practices, aesthetic 
encounters and moral discourses of public benefit lead orchestral participants into 
the realms of advocacy. 1 am interested, particularly, in the symphony orchestra as a 
subject of ethnographic enquiry to ret1ect on the social and politicaI agency of 
musical colIectives. 1 Civil society seems an appropriate socio-political domain for 
such an enquiry, raising criticaI questions about the politics of social equity, 
inclusion, agency and collectivity (especially the social mobilisation of groups, 
construction of community, and the relationship between the individual and society). 
Can the symphony orchestra be regarded as an institution of civil society as it 


\ addresses issues around community, diversity, poverty, ecology and sustainability? 
Reporting on the São Paulo Orchestra in Brazil, Norman Gall suggests that it is one 


ofthe civic functions ofan orchestra to reach out to newaudiences (2000). Orchestras 
in Brazil (e.g. Os' Meninos de Sao Caetano [The Children of Sao Caetano], a 
government programme aiming at eradicating child labour) have become well-known 
for promoting symphonic repertoires in social projects. Another example has come 
from José Antonio Abreu's vision of 'art' being available to deprived communities in 
Venezuela through a network of youth orchestras and music education centres 
implemented in 1975 (EI Sistema, of which the Simón Bolívar Youth Orchestra is the 
t1agship). The Greater London Authority Music Education Strategy for 2010-12 
(published in March 2010) provides an example from the British contexto ln this 
document, the Mayor of London, Boris Johnson, emphasises the transformative 
impact music can make on children, acknowledges that many families in London 
cannot afford to buy musical instruments, notes the inconsistent music educational 
provision across the city and expresses the hope that the new strategy will show young 
people that 'music education-particularly for orchestral instruments-is not elitist 
and can be for them' (Johnson in Greater London Authority 2010:3). The authority's 
intention is to deve10p partnerships váth institutions such as the British Association of 
Orchestras, Arts Council England (London), the London borough councils and the 
Musicians' Union to build on recent government initiatives such as Sing Up (a 
nationwide singing programme) and ln Harmony (a teaching programme inspired by 
EI Sistema, run in London, Liverpool and Norwich). A fund was set up to promote 
partnerships between local authority music services and London's orchestras in the . 
hope that young people would be inspired by the city's finest musicians and a more 
'confident and joined up music education sector' would emerge (Greater London 
Authority 2010:16). Here, in the city of global soundscapes is an attempt to involve ali 
of its young inhabitants in music, especially in the world of London's orchestras. The 
document raises issues about the funding available for these projects, the musical 
institutions and gemes selected for such investments and the values attached to 


particular kinds of music-making. 
ln reaching out to new communities, symphony orchestras have b~come aware of 


issues around inclusivity and social relevance as they strive for the renewal of me 
western symphonic tradition. They reyeal the artistic aspectsof engaged ciíizen.:'hlp 
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practices and an arts-based potential for social mobilisation around issues 01 
contemporary political concern. This is a combinqtion of self-interested preservation 
in the modern musical market in which 'communities' are 'audiences', and 01 
altruistic tendencies to become involved in the social projects of the wider 
communities in which orchestras are located. This article considers partnerships 
between state, market and civil society agencies, contemporary orchestral responses 
to the charges of elitism and exclusion, and the models from beyond Europe (such as 
Os Meninos de Sao Caetano and EI Sistema) that have reinvigorated European 
orchestral practices through a musical practice concerned with poverty, deprivation 
and social responsibility. Prior to the ethnographic examples of orchestral engage­
ments with communities, the following section outlines metaphors of the 'orchestra 
as society' in order to suggest that we move away from this metaphoric mode to view 
orchestras in more active roles as socio-political bodies. 


From a Metaphoric Mode of 'Orchestra as Society' to Orchestral Agency 


The symphony orchestra has been described as a 'microcosm of society' (for instance, 
Cheah 2009:1; Gillinson and Vaughan 2003:194), a perception of the institution 
reflecting the social world in miniature that has led to metaphoric conceptualisations 
of its inner workings to describe and theorise the functioning of different kinds of 
collectives and social relationships. Metaphors of the orchestra as society, for 
example, have focused on the distribution of power ranging from a late seventeenth­
century model of subordination and divine-right authority (in which the orchestra 
with a single leader was seen to paralle1 autocratic forms of government) to an earlyl 
nineteenth-century one of ordered voluntary association (Spitzer and Zasla 
2004:514). They have focused, too, on economic life, the market and workplac 
management strategies. Faulkner describes the orchestra as an 'exemplary model o 
collective action' (1973:156) that might instruct communications in work organisa 
tions because of its internal systems of control and negotiations over authorit 
between conductor and player. Faulkner reports that orchestral performers 
accustomed to working with several conductors, agree that it takes them only 
few minutes to decide if a conductor is: 


a fake, a phony, a brilliant technician, a charismatic personality, or a 
posem ... Performers respond to the man and his cues, they develop interpreta­
tions into situational definitions, and projeet lines of concerted action on the basis 
of these constructions (1973:149). 


Atik similarly writes about the interactive dynamics of leadership and followershi 
within the orchestra as a model for conceptualising styles of management and th 
organisation oflabour in consumer markets (1994). Christopher Small conceives th 
professional symphony orchestra as a model of the industrial enterprise which mak. 
a produet (the concert), markets it to consumers (the audience) under the'directio 
of a tycoon (the conductor), and thus establishes the relationships of industri 
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pertinent in recognising orchestral discord in contrast to metaphoric representatiom 
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society in which a group of individuais (the orchestra) is welded into a 'productive 
unit' by accepting the 'superior authority' of the conductor (1994:60-1). Governance, 
economy and labour lie at the heart of these metaphors, which present orchestral 
relations as reflective of social ones. Beyond metaphor, researchers have investigated 
the orchestra as an occupational setting, considering player engagement, health, job 
satisfaction, different operational structures across countries in Europe and the USA, 
and changing gender composition (Allmendinger, Hackman and Lehman 1996); the 
economics of orchestral labour (Cottrell 2003; Herndon 1988); and hierarchies, 
creativity and individuality within orchestras (Cottrell 2004). These are social and 
ethnographic studies of the orchestra that highlight its internal contradictions and 
conflicts, the articulation of diverse individual experiences of orchestral life, the 
disjuncture between the orchestra's iconic value and community mobilisation in 
support of it, and the social inequalities that are played out within orchestral ranks.2 


Internal contradictions have offered social theorists ways of conceptualising the 
relational aspects of society, particularly between the individual and the colIective, 
using the metaphoric mode of 'orchestra as society' and emphasising the dynamic 
between the conductor and the orchestra. Three examples can be outlined briefly. 
Anthony Cohen addresses questions about society through looking at the seIf, 
commenting on the need for ethnographers to recognise their ethnographic subjects 
as individuaIs and promoting an understanding of social cohesion through a focus on 
seIfhood. He uses the model of a symphony orchestra to highlight diversity within 
coherence, noting division into discrete instrumental sections within which 
individuaIs play different parts, but from the sarne score. For Cohen, such diversity 
is heId together by the conductor, a modeI of cohesion that depends on control 
exercised by one individual. He traces another layer of diversity within an orchestral 


section, in which: 


... there are quite different activities in progress simultaneous1y: the principal 
cellist concentrates on tone, while her platform neighbour worries about knocking 
the score off the stand as he turns its pages ... To say the p1ayers are 'doing the sarne 
thing' is to draw a very thin veil over a diversity of behaviour (Cohen 1994:97). 


Individual contribution to the social whole underpins John Rawls' use of the 
metaphor of the orchestra to promote a vision of a well-integrated society based on 
notions of politicai liberalism, pluralism and democracy. Exploring the common 
ideais and ideas about justice that might guide public discussions, he asks: 'how is it 
possible for there to exist over time a just and stable society of free and equal citizens, 
who remain profoundly divided by reasonable religious, philosophical and moral 
doctrines?' (Rawls 1996:4). Orchestral musicians playing different instruments 
contribute to the whole with a result that would not be possible by any individuais 
trying to achieve necessary competence in ali the instruments of the orchestra. 
Through co-ordinated and complementary activity, the group achieyes a· totality of 
capacity latent in each of its members. The individual is complete through active co­
operation, through a social union. For Rawls, society--is a 'secialunionofsocial 
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unions' (1996:323) in which an 'overlapping consensus' can be reached. Since tht 
conductor is not represented as being in control of the group, such democrati( 
aesthetics resonate with Faulkner's and Atik's studies of leadership, folIowership ane 
internal negotiations between musicians, and suggests a modeI of civil society­
which is a union of individuais uniting around social causes-with political agency 


ln his book The PaU af Public Man, Richard Sennett extends discussion on tht 
dynamics between the individual and the colIective by considering audiences in 
interaction with orchestras. Notably, he turns to the figure of the conductor to reflec1 
on the rise of the public personality in the nineteenth century and to the disciplinin~ 


of the spectator as well as the performer. ln his account, there is no overlappin~ 


consensus, but a conductor who creates discipline, controls a diverse group oJ 
musicians, and is an appropriate authority for an audience that is aiso disciplined 
into particular behaviours, for example, by keeping itseIf silent. The respect accorded 
by audiences to public personalities like the conductor leads to a new image of tht 
'artist in society' and to a new form of politicai domination (Sennett 1976:211-12) 
one in which the rise of the orchestral conductor is paralIeled by the rise of tht 
bourgeois politician as a performer who can impose the discipline of silence on 2 


working-class audience. The cult of the personality extends to the collectivt 
personality of the community, which has become 'a phenomenon of colIective bein~ 


rather than collective action', except in the act of rejecting those who are differen1 
(Sennett 1976:223-4). For Sennett, the incivility of exclusion is unremitting. As ht 
comments: 


The narrower the scope of a community formed by collective personality, the more 
destructive does the experience of fraternal feeling become. Outsiders, unknowns, 
unlikes become creatures to be shunned; the persona1ity traits the community 
shares become ever more exclusive; the very act of sharing becomes ever more 
centred upon decisions about who can belong and who cannot ... this process of 
fraternity by exclusion of 'outsiders' never ends, since a collective image of 'us' 
never solidifies. Fragmentation and internal division is the very logic of this 
fraternity (Sennett 1976:265-6). 


Thus, Sennett reverses Rawls' notion of possible union amidst diversity, noting that 
the colIective can become increasingly aware of its internal differences. ln this respect 
his view accords with Cohen's observations on the orchestra as a collective in which 
individuaIs are doing different things, and he eIaborates on the possibility that such 
differences foster disagreement to the extent that fraternity may be transformed intc 
fratricide. Sennett's comments on the reIation between personality and politics in tht 
nineteenth century resonate with the cuIt of the celebrity in contemporary marke1 
competition. But, pressures on orchestral economies and new marketing strategie~ 


are changing the reIationships between performers and audiences towards mon 
participatory experiences of the orchestra as elaborated in the folIowing seçtion. 


The point that a colIective contains within itself the potential for violence ü 
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ofharmonious collaborations. Nevertheless, discourses on the orchestra in relation to 
issues of plurality, contradiction and conflict have focused on the institution's 
potential for peace, social harmony and politicaI visiono The orchestra is described as 
an agent of positive socio-political change. ln this respect we shift from the models of 
social theory which use the orchestra as a metaphor for thinking about social 
relations to seeing the orchestra as a collective with socio-politicaI agency and the 
capacity to influence society. Daniel Barenboim, for example, describes the West­
Eastern Divan Orchestra as a 'humanitarian idea', a project that 'may not change the 
world' but that offers 'a step forward' (2009:181). He elaborates on the politicaI 
potential of culturaI understandings for which the orchestra might provide a model, 
seeing music's diaIogical quality ('playing music is the art of simultaneous playing 
and listening', Barenboim 2009:65) as paralleling Said's views that 'separation 
between people is not a solution for any of the problems that divide us' (2009:65­


6). ln another example, Zuhal Sultan, a young lraqi woman, established the National 
Youth Orchestra of lraq as a peace-building tool in the context of war, with support 
from institutions such as the London Symphony Orchestra (LSO), the British 
Council and the American organisation, Musicians for Harmony. The National Youth 
Orchestra of lraq's first concert was given in 2009, preceded by distance coaching by 
teachers from the UK and the USA using webcam technology as well as a two-week 
summer course in the Kurdish city of Sulaimaniya.3 


Such projects draw on musical collaboration, politicaI ideologies, contemporary 
digital technologies and cultural vaIues that sustain the orchestra as a highly valued 
institution. They stand in contrast to late twentieth-century pessimistic views on the 
future of the symphony orchestra that question the social relevance of this musical 
practice, and according to which the orchestra is seen as economically vulnerable and 
obsolete (Botstein 1996). New pressures on orchestras-and indeed on the arts more 
generally-are emerging in the current financial crisis, and music education 
(including orchestral training) is being cut from some county educational provisions 
in the UK.4 Since the late twentieth century, the orchestra' has faced various 
challenges, including diminishing and ageing audiences, negative public perceptions, 
the repetition of a core repertoire placing the ensemble in a curatorial role, and stress 
and anxiety amongst orchestral players (see Breda and Kulesa 1999; Burkholder 2006; 


Cottrell 2003). 
As a 'microcosm of society', the symphony orchestra not only lends itself to the 


metaphoric conceptualisation of power, politics and economy, but aIso fits in a third 
sphere which demands a more active engagement with sociallife. This is a sphere of 
organisations and individuaIs which constitute civil society, and it is relationally 
located with overlapping borders to the state and to the market. ln models of a triadic 
relation between civil society, state and market, the former is often charged with the 
burden of correcting the failures of the others but can only begin to do so where there 
is a politicaI discourse (often centred on citizenship, rights and democracy) 
influencing the state. Civil society is also conceptualised in terms o(values, peaple 
power and the behaviours through which citizens pursue-their interests. (see Ibr~im 
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and Hulme 2010). Discussions on the institutions of civil society have focused on 
non-governmentaI organisations but it is useful to consider the social roles played by 
arts institutions. My initiaI question about tne social work of the symphony orchestra 
is posed within this framework. Os Meninos de Sao Caetano, the Simón Bolívar 
Youth Orchestra, the West-Eastern Divan Orchestra and the National Youth 
Orchestra of lraq are ali examples of musical ensembles pursuing musicaI, social 
and politicaI interests. 


Orchestral practices of working together in conflict regions and across community 
allegiances demonstrate peaceful politicaI intentions and offer aIternative visions of 
society, but the efforts of orchestral musicians also point to the fragility of 
conceptualising the orchestra as a broader set of harmonious social relationships 
beyond the moments of musical encounter. The temporary social and musical 
relationships established in orchestraIlife may be dissolved at the end of playing and 
listening. The sarne might be said of civil society, which is constituted and renewed by 
individuaIs acting together within various social formations including civic institu­
tional frameworks. Notions of civil society, although varied, centre on the idea of 
collective action for social good and parallel discourses on the orchestra's capacities 
for positive influence. A fundamental point in thinking about orchestral aspirations 
towards social benefit concerns assumptions about the benefits of music and civic 
action. The orchestras mentioned thus far may be viewed as institutions of civil 
society working in situations of both collaboration and conflict. They highlight the 
potential social effects of orchestral projects in which separated communities are 
temporarily integrated or in which impoverished children find refuge in explicitly 
socially relevant and action-Ied modes of creative practice. AlI orchestras have social 
roles and relevance takes many forms. ln the British context, as elsewhere, socially 
relevant practices include orchestral roles outside the concert hall, implementation of 
education projects, engagement with new audiences and diverse communities, and 
the capacity to work towards social equity. ln an era in which the social relevance of 
the institution has come into question, orchestras are addressing charges of elitism 
and shaping humanitarian agendas in everyday attempts to create musical 
opportunities, provide access, foster community, and promote innovative pro­
grammes. Kartomi notes that youth orchestras globally tend to promote ideaIs 
around education (improving skills and employment prospects), socio-ethical 
concerns (promoting equity and inclul!ling players from remote-for instance, 
rural-areas) and socio-political factors (to improve relations between schools, cities, 
regions, nations), sometimes providing financial assistance to disadvantaged or 
under-represented groups (2007:19-20). These are ways of orchestrating civil society. 
But criticaI questions remain. How many children in social projects of orchestral 
music-making continue to have musical opportunities after the project ends? How 
does music-making lift people out of social deprivation in the long term? 


The potential for orchestral social action takes us beyond metaphor and 
understandings of the orchestra as society writ small to look at orchestras in terms 
of social action as well as musical crafting. This potentiaI is hinted at in Sennett's view 
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that social relatíons can be aesthetíc relatíons because they share roots in play and 
ritual (1976:266), a view resonating with Victor Turner's concept of the 'social drama', 
developed in his ethnographic work on the Ndembu of Zambia. The social drama 
presents a sequence of social events and actions-its main stages being: crisis; 
consultatíon; ritual remedy and group collaboration; and finally either a restoration 
or a breach of social relations (Turner 1957). As Turner developed this idea, he 
observed that plural reflexivity begins in social dramas since human relationships are 
never in equilibrium perpetually. The social drama 'is the major form of plural 
reflexivity in human social action', containing the 'germs of aesthetic modes' that 
multiply into various cultural gemes until we reach the stage of metaperformance, or 
performances about performances, revealing that everyday social life is itself 
performed (Turner 1987:106-7). While the discourses on orchestras tend to be 
celebratory and emphasise positive actions, it is worth recalling earlier seventeenth­
century víews of what was then a new ensemble. These offered critiques of the diverse 
combination of instruments as confusing and as creating impossible problems (see 
Spitzer and Zaslaw 2004:510-12). Such perspectives on confusion amidst instru­
mental diversity resonate with Turner's plural reflexivity in the social drama and 
Sennett's observations on community (aligned with sentiments of fraternity) as an 
exclusive domain within which increasingly fewer people belong, thereby highlighting 
its own internal differences. 


Ethnographic Views on Interaction and Co-performance 


The ethnographic material introduced in the main part of this article is drawn largely 
from participant-observer fieldwork undertaken in London during the period 2009­
2011, although it is rooted both in my own prior experiences as an orchestral 
musician and interests in ethnographic reflection on familiar musical environments 
(a turn to 'ethnomusicology at home'). Participant-observation takes different forms 
in these examples: as an audience member at a musical event observing ensemble 
interactions, as a participant performer in an orchestral community project, and as a 
co-creator in the new digital performance spaces of orchestras. These participatory 
experiences highlight current orchestral strategies of engagement, in which new 
audiences are invited as listeners, as players, and as co-creators in online 
manipulation of orchestral sounds or, through other uses of digital media, as online 
co-narrators in the telling of orchestral histories. I turn to these ethnographic 
experiences to develop a criticaI analysis of contemporary orchestral practices, 
addrcssing the themes of community and conscience from diverse perspectives. 


Case Study 1: Globalisation, Multiculturalism, Civic Collaboration 


The City of Birmingham Symphony Orchestra (CBSO) gave a series of concerts in 
October 2009 in Birmingham, Nottingham and London wíth a programIile entitl~d 
'Remembering Nusrat-A Tribute to Ustad Nusrat Fateh Ali Khan'.- The CBSO 
was established in 1920 and was the fust orchestra in the UK to be' fuildéd by a . 
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local authority. Neville Chamberlain, who spent his younger years looking after his 
family's Caribbean plantations in the Baham~s and his later years as Prime Minister 
(1937-40), was one ofthe founders and Elgar conducted the orchestra's first concerto 
Nusrat Fateh Ali Khan (1948-97) was a renowned qawwali singer who helped to 
introduce this mystical Sufi tradition from Pakistan and India to a global audience. ln 
these tribute performances, his nephew Rahat Fateh Ali Khan (b.l974) was the lead 
singer in his own qawwali ensemble, which collaborated with the CBSO. The 
presenter at the London Concert (in the Royal Festival Hall), which I attcndcd, 
described thc qawwali ensemble as an orchestra, thus situating the performance as 
one of interacting orchestras (the qawwali and symphony meeting on an equal basis). 
Qawwali is a devotional song geme; and its performance is a mystical quest. 
Traditionally, a core repertoire is performed by a group of male hereditary singers, 
wíth one or two solo vocalists, and accompanicd by a dholak (double-headed drum), 
harmonium and hand-clapping. At the London concert, qawwali songs were 
performed with the qawwali orchestra in a leadership role and the cssa in an 
accompanying one. A tablã was added to the qawwali orchestra and audience 
members (who were primarily South Asian) participated in hand-clapping, especially 
in audibly indicating approval at the start of familiar songs such as 'Afreen, Afreen', 


'Allah Hoo' and 'Dum Mast Qalander'. Members of the audience took photographs 
and made personal recordings, some of which have been uploaded to YouTube 
alongside official film footage. AlI audience members were given a CD souvenir to 
take home (Soul of Sufi 2008). 


Projccts involving interacting orchestras stand in contrast to the view that cultural 
and demographic changes challenge the future of the orchestra (Botstein 1996). The 
CBSO proudly announces that it 'continues to lead the way in programming a regular 
South Asian performance as part of its main concert season' (in the 'Remembering 
Nusrat' programme notes produced by Saregama Ltd, a recording company tracing 
its history back to 1901 when the Gramophone and Typewriter Company started 
operations in Kolkata; Saregama 2009:13). ln one respect, this attempt to appeal to 
new commtinities through engagement with a non-symphonic geme can be seen as a 
variation on orchestral collaborations with jazz, rock and other popular musicians 
which include the LSO's collaboration with the Mahavishnu Orchestra in the 1970s 
and its classic rock series including songs from Michael Jackson's Thriller and Badl 
albums in the 1980s. ln other respects, the interactions in the Nusrat Fateh Ali Khan 
tribute lead to different kinds of analytical discourses centred on cultural hybridity, 
minority communities, multiculturalism and the politics of encounter. Sanja 
Sharma suggests that in Britain the 'recent visibílity of "new hybrid" Asian cultur 
has oceurred during the moment of an acknowledgment and approval of a liber 
multicultural diversity' and that cultural innovations abandon untranslatabl 
traditional elements in an 'assimilatory hybrídity' that nevertheless reinforces th 
'Alterity ofthe Asían-Other' (2003:411-12). . 


. Beyond hybridity theory we can note how the qawwali and symphony orchestra 
lIlteraeted in these tribute concerts wíthín the frameworks of the performanü 
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expectations of both orchestras. ln the CBSO qawwali concert at the Royal Festival 
Hall, no traditional qawwali elements were abandoned. The symphony orchestra 
became an additional instrumental resource, even taking on an accompanying role 
with microphones placed so as to ensure that the qawwali ensemble was sonically at 
the forefront, just as it was spatially at the front of the stage. The symphony orchestra 
also provided some instrumental preludes in accordance with a traditional 
distribution of qawwali parts. The lead singer in the qawwali ensemble handles the 
performance; his companions share the sarne musical knowledge but his authority is 
paramount (Qureshi 1995:140). This remained the case in interacting with the CBSO, 
as the orchestra conductor (Michael Seal, assistant conductor and second violinist) 
co-ordinated with and took cues from the lead qawwali singer. Qureshi notes that 
qawwali performance is remarkably variable since musicians react to different 
performance situations; experiencing qawwali therefore means 'hearing the sarne 
song performed many times, but never shaped in the sarne way twice' (1995:5). The 
use of the symphony orchestra in this case is therefore in agreement with qawwali 


performance style. From the symphony orchestra perspective, the interaction between 
these two ensembles might be seen as an example of extending its sonic possibilities 
following twentieth-century explorations of orchestral timbre (see Machover 2006). 
Although this particular interaction can be interpreted within the frameworks of 
either qawwali or symphony orchestra practices, it was interesting to note that 
audience reception was most favourable when the qawwali orchestra performed one 
song without the addition of the symphony orchestra. What, then, might be valuable 
about projects promoting musical interaction? Was this project no more than a way 
of bringing qawwali audiences (with assumptions about these being largely South 
Asian) to the symphony orchestra? 


One way of interpreting the kind of civic collaboration in these orchestral 
interactions is based on notions of self-contained communities or on alterities of 
citizenship within a multicultural society, as in Sharma's discussion of assimilatory 
hybridity; another is to view them within a longer historical framework. The CBSO's 
'Remembering Nusrat' was a development of the orchestra's South Asian projects, 
which had focused earlier on the symphony and Bollywood film orchestras in 
interaction. ln 2004, the CBSO collaborated with renowned Bollywood composer A. 
R. Rahman (composer of film scores such as Slumdog Millionaire 2008 and Jootha hi 


Sahi 2010), exploring lndian film music in the 'Rafi Resurrected' projecto This 
culminated in the release of two CD albums (Rafi Resurrected 2008) produced by 
Saregama Ltd. The project celebrated the Indian film playback singer Mohammed 
Rafi, who began his career in the 1940s as a singer for Radio Lahore, before moving to 
Mumbai for further training in lndian c1assical music, where he also sang a qawwali 
for the Hindi film Laila Majnu (1945). By the 1960s he was undertaking concert tours 
around Europe, the USA, the Caribbean, Thailand and Fiji, performing in South 
Asian diasporic centres amongst other places. 


ln the CBSO project, another p1ayback singer-Sonu Nilgaam-recorded his voêal 
track versions of selected Rafi songs in India to pre-rec(;rded orchestral track$~nt . 
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from Birmingham. The songs were arranged and orchestrated for the CBSO by Tin 
pottier, who commented: 


ln the original recordings of Rafi, often the orchestral accompaniment simply isn't 
audib1e, or what is there is far too thin to support a singer in a live show. There is 
much music, harmony, and counter-melody that is unique to this album ... Trying 
to recreate sounds of instruments that aren't included in the orchestra led to some 
fun experiments in the sound laboratory. For example, how do you replicate a sítar 
solo with 70 classica1 musicíans? (Pottier, cíted in the album líner notes to Rafi 
Resurrected 2008:34). 


From the perspective of Hindi film soundtracks, it seems appropriate that ar 
orchestral tribute to Rafi should be made. While the frameworks of 'libera 
multiculturalism' or 'assimilatory hybridity' lead us to emphasising orchestra 
musical projects like the CBSO's Nusrat Fateh Ali Khan tribute as musical fusion: 
and as politicaI performances, we might also consider them as aesthetic enterprise: 
undertaken from a basis of prior sonic familiarity. Pottier's question about replicatin~ 


the sitar demonstrates an aesthetic as well as a political concem, and is preceded b) 
acknowledgement of the already-present orchestra in the original film soundtrack. P 
symphony orchestra was still active in Kolkata in the 1930s even when the city hac 
ceased to be the politicaI centre of British lndia, and music directors in this ciq 
intluenced early film orchestration in lndia (Booth 2008:232). The symphon) 
orchestra has been used in Indian films since the 1950s, drawing on Hollywooc 
models and on orchestral practice in lndia. Historical perspectives highlight the long­
term exchanges between South Asian and westem art musical traditions, frorr 
eighteenth-century British women's collections, transcriptions and arrangements o 
Indian songs (the so-called 'Hindustanie air', see Woodfield 1994) to Nitin Sawhney': 
orchestral compositions based on British-Asian soundscapes, and Ravi Shankar': 
Symphony, premiered by the London Philharmonic Orchestra on 1 July 2010.5 


The CBSO's collaborative South Asian musical projects challenge assumption: 
about orchestral performers, audiences and repertoires as summed up, for example 
by Burkholder, who writes about the 'retrospective nature' of orchestral repertoire ir 
European and American contexts, so that 'new music for orchestra must behave lik, 
music that is already in the repertoire, meeting the expectations of performers an< 
audiences' and, moreover, that a 'candidate for admission to the repertoire, no matte 
what its age or origin, must be recognizably part of the tradition of Westem ar 
music' (2006:413-14). The CBSO's explorations of the repertoires of Nusrat Fateh AI 
Khan and Mohammed Rafi challenge the perceived dominance of the standan 
symphonic orchestral repertoire and the elite status of the symphony orchestra t, 
highlight the transformational as well as curatorial qualities of the institution in 
nexus of aesthetic experiments and new urban social relationships. The orchestr 
holds 'ethical potential' and 'strategic usefulness' as Etherington observes regardin 
the West-Eastem Divan Orchestra (2007:129). While Etherington focuses on th 
assumed cultural value of a work like Beethoven's Ninth Symphony to intervene i 
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Middle Eastern segregationist politics by suggesting that we shift our attention from 
aesthetic to sociological analysis, I have presented the symphony, qawwali and 
Bollywood examples of interacting orchestras to reflect on musical connections, 
colonial legacies, possibilities for civic collaboration and orchestral agency in 
postcolonial politics. It is a reading of orchestral practice shaped by global and 
postcolonial perspectives on the orchestra. Since the Nusrat Fateh Ali Khan and 
Mohammed Rafi projects turned to two musical icons to engage Britain's South Asian 
urban populations, the interactions could be read as strategic marketing and 


\. programming, based on assumptions about repertoire choices, to reach new 
communities. Through ethnographic description of one event, I hope to have 
indicated how these projects can be contextualised within a longer history of musical 
interactions. This example is about taking a longer-term view of demographic 
diversity (with a focus on ethnicity, rather than gender or class) in orchestral 
practices. Ethnographic analysis of one event leads to contemplating broader 
connected histories, the geographies of symphony orchestra practices and the 
interactions of orchestras with the wider communities in which they are located. 


This sets a context for thinking about how the capacity for an orchestra to interest 
the wider community is related to the ensemble's internal diversity; for an orchestra 
to be a 'microcosm of society' it should be seen to include ali parts of society. Before 
1914, only four women, ali employed as harpists, had played with the Hallé Orchestra 
(Russell 2000:242). By contrast, a few decades later, when Leopold Stokowski 
established the Ali American Youth Orchestra to undertake a concert tour of South 
America in 1940, he included women and African-American players (Cowley 2010). 
This was an instructive experiment in inclusion within the orchestra. Thus, while 
social theorists have considered how the community embraces internal difference 
using the orchestra as a social modeI, we might ask about diversity within 
the orchestra. Is the orchestra a social union of pluralism? Uncomfortable questions 
about its membership and its exclusions have been posed in European and American 
contexts, highlighted by the twentieth-century spread of symphony orchestras in new 
sites such as Latin America, China, Japan, Malaysia, Australia and the northern 
fringes of Europe. Even with a contemporary global spread, one of the biggest taboos 
in British orchestral discourses has been the topic of internal diversity, as Marshall 
Marcus-Head of Music at the South Bank Centre in London-noted at a roundtable 
session at the conference 'The Symphony Orchestra as Cultural Phenomenon' 
(Institute of Musical Research, London, 3 July 2010). This issue is gaining increased 
visibility in the orchestral agenda, for in order to sustain audience interest, 
fundamental questions about who becomes an orchestral player and who attends 
orchestral concerts are now being posed by orchestral practitioners. At the sarne 
roundtable, Kathryn McDowell, Managing Director of the LSO, spoke both about the 
LSO's community projects as an integral part of the orchestra's work in fostering a 
'demoeratisation of classical music', and the marketing strategies of reaching out to 
new audiences by making them 'part ofthe LSO family'(3 July201O;-the CBSO:;Usü 


. talks about audiences in these kinsbip terms). Marshall Marcus observed 1h~t the 
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orchestra in the twenty-first century is going back to the civic model of serving 
community and attending to social needs (3 July 2010). Alongside discourses 
community engagement, orchestras were also spoken about in terms of beinl 
repository for a particular canon; composer James Dillon described this repositor) 
a 'theatre of memory' (3 July 2010). ln the performance of memory, we find t 
those orchestral initiatives in Britain seeming to embrace new repertoires in order 
target certain sectors of the population and bring in new audiences actually draw 
longer histories of familiarity and interaction. 


Case Study 2: The London Symphony Orchestra Gamelan, a Community Proj 


The Association of British Orchestras observes on its webpages the growth in 
education and community work undertaken by professional orchestras in Brito 
over the past two decades, which 'involves orchestral musicians working with peo 
of ali ages and backgrounds in a variety of settings including hospitaIs, commun 
centres, factories, adult day centres, supermarkets, hospices, prisons'. The educati 
and community projects fostered by the Association of British Orchestras itself h, 
included commissioning the composer Sir Peter Maxwell Davies in the early 1990s 
write a piece on the theme of the environment for orchestras and children, in order 
help school teachers delivering Music as a subject in the National Curriculum; t 
was followed by the 'Orchestras in Education' programme (1998-2002), aimed 
primary school teachers.6 The growth in community projects may also partly res 
from establishing eligibility for Arts Council funding (Mendonça 2010:372). 


As part of my ethnographic fieIdwork, I became a member of the LSO Gamelan 
September 2009, a project which brings another kind of orchestra into interacti 
with the symphony orchestra. The LSO Gamelan is one of the London Sympho 
Orchestra's community projects and weekly rehearsals take place at the LSO's 
Luke's site in Old Street in central London. Since I joined the gamelan orchestra, 
have performed at St Luke's, the Barbican Centre Foyer, and the Barbican Cen 
Concert Hall (between September 2009 and April 2011, see Figure 1). The set 
instruments used by the LSO Gamelan was acquired in 2003 in consultation w 
Andrew Channing, the gamelan community project leader, and was made in t 


village of Blahbatuh on the east coast of Bali. The project follows initiatives such 
LSO Live, the orchestra's own recording label, launched in 1999-partly in respor 
to the challenges facing the recording industry at that time-to record live mus 
making which is subsequently offered in downloadable as well as CD form 
(Aguilar 2010). It also follows the Hallé Orchestra's earlier gamelan educati 
programme, set up in 1993 (Mendonça 2010:370). The LSO uses the gamelan a: 
community resource, offers workshops to local schools (to which ali have be 
invited), and commissions compositions for gamelan and symphony orches 
players. During a three-month residency, the Balinese composer I Nengah Sus 
composed a new work 'Ingun ('Anxiety') for the community gamelan and some L~ 
members (a violinist, flautist and percussionist); this piece was premiered in AI 
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Figure 1 The L50 Gamelan preparing for a performance in the Barbican Centre Foyer, 
March 2010 (photograph by Tina K. Ramnarine). 


2011. The compositional process included: initial observation of the gamelan players' 
skills; teaching the players their parts through a process of oral transmission; 
commenting on technical aspects of playing; composing additionallayers of musical 
texture as ensemble members' skills developed; featuring improvised sections within a 
pre-determined structure; encouraging collective decision-making on some details; 
and participating as a performer within the gamelan. The main role of the L50 
violinist and flautist in this collaboration was to improvise in two sections for which 
they experimented with different kinds of melody lines, although also referring to a 
transcription outlining the basic melodic core in those sections. 


The L50 Gamelan usually works independently from the London 5ymphony 
Orchestra. The community group members practise with specialist as well as leisure 
interests in gamelan. The repertoire studied is gamelan gong kebyar, twentieth-century 
Balinese gamelan music including (during 2009-10) well-known pieces such as 'Hujan 
Mas', 'Sakarini', 'Sekar Sung Sang, 'Baris Gilak', 'Topeng Tua', and one of Andrew 
Channing's own compositions, 'Pig'. While gamelan gong kebyar is a virtuosic style, it is 
underpinned by philosophies of social participation and inclusiveness that make it 
accessible to ali players at any leveI from beginners to virtuosos. Ideas about accessibility 
and potential for developing teamwork skills have helped to promote gamelan in 
various educationa1 contexts-in schoo1s as part of the N~1tional Curriculumand -in 
prisons as a tool for rehabilitation (Mendonça 2010).--The LSO Gamelan-qmbe­


contextualised within these broad educational frameworks and it also indicate: 
widespread British interest in this performing tradition, which has been documented ir 
a recent oral history project (see the DVD The British Gamelan TraiI20ll). 


The community project emphasises local demographic participation; but, onCl 
again, to understand this example requires a global perspective on the practices of thl 
symphony orchestra. At the 1930 Colonial Exhibition in Paris, Canadian composel 
and writer Colin McPhee heard live Balinese gamelan music for the first time. A yeal 
later, he had moved to Bali with his wife Jane Belo and had begun to immerse himsel 
in the study of gamelan musiCo ln his book A House in Bali (first published in 1947) 
McPhee commented on gamelan orchestra sections in the overall musical structure 


Over a slow and chant-like bass that hummed with curious penetration, the melody 
moved in the middle register, fluid, free, appearing and vanishing in the incessant, 
shimmering arabesques that rang high in the treble as though beaten out on a 
thousand little anvils. Gongs of different sizes punctuated the stream of sound, 
divided and subdivided it into sections and inner sections, giving it metre and 
meaning. Through all this carne the rapid and ever-changing beat of the drums, 
throbbing softly, or suddenly ringing out with sharp accents. They beat in perpetuaI 
cross-rhythm, regulating the flow of the music __ . Tiny cymbals pointed up the 
rhythm of the drums, emphasized it with their delicate c1ash (2002:40-1). 


Later, McPhee learned about the cosmological significance of Balinese tones, eacb 
known by the syllables dong, deng, doong, dang and ding, each 'linked with the gods 01 
the five directions, north, east, south, west and centre, where in the middle of a lotm 
sits Batara Siva, Creator, Destroyer, Lord God of All' (2002:43). He aiso learned about 
the nature-based imagery underpinning the gamelan orchestra's sections: from a stern 
(of primary tones played in the slow bass parts) a melody is 'expanded and developed 
as a plant grows out of a seed' (2002:43). Thus, the middle register, played by the: 
gender instruments, are the 'flower parts', 'the blossoms' (2002:44). Returning to PariE 
in 1932 to compose, McPhee's reflections turned to a comparative mode: 


As 1 sat in the concert halls I thought of the sunny music I had listened to in the 
open air, among people who talked and laughed, hearing yet not hearing 
the musicians, but cheered and exhilarated by the sounds. Here, as I looked about 
me in the hall, I feh suddenly shut in, and I could hardly wait for the end of the 
concert. The huge orchestras sounded torpid and mechanized. The basses dragged, 
the drums were heavy as lead, and I could no longer listen to the endless legato of 
the violins (McPhee 2002:77). 


Despite his negative comments on the symphony orchestra, McPhee was to go on te 
compose 'Tabuh Tabuhan' in 1936, a work based on gamelan music for symphon) 
orchestra with an expanded percussion section and two pianos. This is a musica 
project similar to I Nengah Susila's compositions for community gamelan and LSC 
pIayers, Ravi Shankar's Symphony in which orchestral players recite tablã bõls,? ane 
the CBSQ's qawwali and Bollywood projects, ali of which require outward-Iookin~ 
perspectives on the symphony orchestra and on community. 
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Community music-making seems to deal with local practices, but trends in the 
UK orchestral world over the past decade increasingly lead to thinking in global 
terms. ln relation to civil society, Howard calls for a sense of 'global citizenry' which 
might be developed through the arts, and he begins with an account of the 
international composition of the performers in a concert given by the Boston 
Symphony Orchestra (Howard 2001). Transnational musical flows shaping the 
international composition of orchestras are not new. Richard Morrison writes about 
the 'wandering minstrel' life of those orchestral musicians in Edwardian London 
who were determined to preserve the principIe of free trade underpinning the 


deputy system that enabled them to accept the highest paid jobs, rebel against the 
offer of regular work from a conductor and an impresario (Henry Wood and Robert 
Newman), and found a new co-operatively run orchestra-the London Symphony 


Orchestra---on the claim that 'this city needs a great orchestra to make its glory 
complete, and we are it' (2004:12-18). Many of the orchestra's members carne from 


other parts of Europe. Similarly, Dave Russell notes that in the mid-nineteenth 
century, the German merchant community raised interest in Manchester for 
orchestral music and attracted the German conductor Charles Hallé, who offered 
regular work to musicians, avoided the deputy system and established 'Britain's 


closest approximation to a full-time symphony orchestra' together with a new 


conservatoire (the Royal Northern College of Music), which was to supply almost 
one quarter of the orchestra's labour force 50 years later (Russell 2000:240). ln his 
autobiographical account, Hallé wrote about orchestral recruitment and audiences 


for the 1857 Art Treasures Exhibition in Manchester-which anticipated drawing 
'distinguished visitors', including royalty-and to which end 'a first-rate orchestra 


was absolutely necessary' (Hallé 1972:136). Hallé succeeded in engaging players 
from London, Paris, Germany, Holland, Belgium and Italy, in addition to the best 
local players, and he noted that 'thousands of people from the northern counties 
there [at the exhibition] heard a symphony for the first time' (1972:136). This event 
also marked a shift in orchestral labour conditions, artistic standards and target 


audience. Motivated by a mixture of altruism (reaching out to new communities) 
and self-interests (a desire to continue working with more advanced players), the 


conductor decided to break with the tradition that orchestral concerts were 
unadvertised private events for the exclusive society of gentlemen and set up a' 
series of public concerts for the 'musical education of the public' (Hallé 1972:138). 
Supported by German merchant communities in Manchester and Liverpool, Hallé 
was able to begin offering contracted employment to his players. His orchestra was 
'the first British provincial orchestra to become so totally enmeshed in the dynamics 


of civic pride' (Russell 2000:252). 
Local and global issues in the world of British orchestras (as elsewhere) continue to 


be played out with regard to community engagement, as well as to glopal recruitment 
versus the nurture of home-grown talent, attention to local demographic patterits, 
branding to achieve recognition in the international market place, and thinkinga,?out . 
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green politics in an era of orchestral tours (ali topics which were debated at th( 
Association of British Orchestras 2010 Conference). 


Case Study 3: Participatory Technology from the Philharmonia's 'Re-Rite' to othel 


Orchestral Digital Experiments 


It is worth noting that McPhee's description of musical performance spaces range~ 


from the micro-Ievel of gamelan interactions (how musicians relate to one anothel 
spatially within the orchestra and the structural organisation of musical sound~ 


within sections) to the macro-Ievel of gamelan open-air performance venue~ 


contrasted with the concert hall performance spaces of the symphony orchestra. 
Eighty years later, the spaces of both orchestras have changed significantly: gamelam 
are often housed in specially-designed buildings and are performed in the world's 
major concert halls; and digital technologies, culture-Ied urban regeneration 
initiatives and collaborative alliances provide symphony orchestras with new kinds 
of performing spaces in a variety of civic buildings and outdoor areas. ln the 
orchestra's internal spaces, gamelan players move around each section, learning alI the 
parts in a piece and gaining an inside-view of each section of the ensemble. This is in 
contrast to the experience of orchestral performance, where only one part is usually 
learned and sectional affiliation remains constant. Such spaces were explored in the 
Philharmonia Orchestra's 'digital residency' at the Bargehouse Warehouse at Oxo 
Tower Wharf, London. This building, situated beside the River Thames near to the 
South Bank Centre, is a former warehouse which was used to store goods coming 
into London from alI over the British Empire; it is now an arts venue. The digital 
residency was an installation calIed 'Re-Rite', on display in November 2009. Using 
Stravinsky's 'Rite of Spring', each orchestral section was laid out in separate spaces 
over three floors of the Bargehouse Warehouse. Audience members-listeners--eould 
imagine being part of a section as they wandered around the installation. The work 
was 'heard' from the perspective of the section within which the listener was located 
at any one moment in the performance, and a music stand with the relevant 
orchestral part was placed in front of a video film so that the listener could follow it 
(see Figure 2). ln the conductor's spot, a fulI score was provided, and a commentar) 
on the work by the conductor Esa-Pekka Salonen was offered through headphones. 
FolIowing Salonen's idea, the instalIation had been set up by Richard Slaney, Digita: 
Projects Manager for the Philharmonia, and it was the first such project that he hac 
undertaken. The audio-visual recordings were filmed especially for this project ir 
.three takes followed by some digital alteration where tempo fluctuations betweer 
sections were apparent. One of the aims of the instalIation was to attract ne" 
audiences, people who might not go to a three-hour concert at the Royal Festiva 
Hall, where they are confined to listening alI the way through a performance. Ir 
contrast, the installation provided a space away from the concert hall, one that coule 
be visited briefly or at length depending on the whim of the observer. Orchestra 
players themselves commented on the ways in which the installation enabled them te 







344 T. K. Ramnarine 


Figure 2 Part of the Re-Rite installation, Bargehouse Warehouse, London, 2009 
(photograph by Tina K. Ramnarine). 


experience the ensemble from a different angle, giving them insights into how other 
sections worked (Richard Slaney, personal communication, 10 November 2009). A 
webpage for the installation has been created in which the browser can partieipate in 


studio control of the orchestra's sounds.8 


'Re-rite' is only one orchestral project to use interactive digital technologies; other 


examples inc1ude the following: 


•	 Online blogs in which orchestral musicians record and retlect on their work 
environments and experiences. Through these blogs, audiences get to know 
some of the individuaIs in an orchestra, thus shifting the emphasis from 
collective action to individual experience in orchestral playing. The blog topics 


9
range from travel impressions to rebranding exercises.


•	 Mobile phone text alerts; e-newsletters; the use of Twitter and Facebook; 
podcasts (with interviews and visits to relevant sites for understanding a work); 
and digital video-diaries so that the audience can follow an orchestral musician 


on tour. 10 


•	 Free ringtones and wallpaper for mobile phones; for example, the Los Angeles 
Philharmonic Orchestra, which includes an image of the~r new -director, 


Gustavo Dudamel.ll 
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•	 Websites encouraging audience members to submit their memories of thE 
orchestra-a project in oral history that celebrates orchestral heritages and 
inc1udes audiences as participants in that heritage. 12 


•	 Online orchestral interactions and musical training, notably the .YouTube 
Symphony Orchestra project in which auditions, tutoring by LSO members on 
a specially commissioned work ('The Internet Symphony'), and the selection 
process all took place online. 


Digital technologies can encourage innovative orchestral interactions, from 
installations in which the listener can digital1y step into studio mixing processes to 
online coaching. They encourage audience participation at a co-performance level, 
reaching a potentially global publico Theyalso highlight that the orchestra has always 
been a changing institution. The symphony orchestra is not a museum for the 
preservation of chosen works which seemed to be reaching the end of its social 
relevance a few years ago. It is a practice that has seen many different forms of 
patronage (fram royal, merchant, state and consumer sources), different performance 
spaces (from royal courts to concert halls and reclaimed industrial sites), different 
repertoires, and different audiences. ln virtual spaces today, the symphony orchestra 
expresses renewed ambitions to develop local links-marketing itself in relation to 
local identities, seeking social relevance through interaction with its neighbourhood's 
inhabitants and participating in local civic causes. Orchestras experiment with new 
concert formats (for instance, rush-hour commuter performances) and the 
encouragement of more informal audience behaviours to target youth audiences 
(e.g. allowing drinks in the performance space and clapping between movements of a 
work). Youth orchestras associated with and run by major symphony orchestras like 
the LSO and eBSO have also been established, and these also explore repertoires 
beyond the symphonic canon (for instance, the LSO St Luke's Fusion Orchestra) and 
provide musical training for young musicians in the neighbourhood (e.g. LSO On 
Track, which is 'a long-term investment in young musicians in East London').13 


Given the angst surrounding the future of the symphony orchestra, the communit 
project, the re-design of performances and audience experiences, and the creative use' 
ofdigital technologies are current marketing strategies, orientations towards consumerl 
culture, and initiatives that ensure orchestral sustainability through the developmen 
ofsocial1y relevant practices. But there is a potential in the new performance spaces an 
digital technologies for many kinds of civic actions. ln concluding, I turn brietly to th 
topie of orehestral advocacy and look at how orchestras, as global1y connected art 
institutions, are attending to the causes of civil society. 


Conclusions 


One result of widespread attention to the social project of EI Sistema has been t 
draw orchestral attention to poverty. ln 2007, a charity organisation, Sistem 
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Scotland, began a partnership with the State Foundation for the National System of 
Youth and Children's Orchestras in Venezuela. Working with musicians from El 
Sistema and the BBC Scottish Symphony Orchestra, Sistema Scotland set up an 
orchestra centre in Stirling. The Royal Scottish Academy of Music and Drama, with 
the Universities of Edinburgh and Stirling, undertook a knowledge exchange project 
to explore this initiative and to exchange ideas between people involved with research 
and public policy. The resulting online report noted some of the community tensions 
around the initiative, arising most notably in relation to existing musical provisiono 
Music educators and arts workers who were not involved with Sistema Scotland 
(which was set up as a charity with funding from the Scottish Arts Council) were 
concerned about competition for future funding in a relatively small region and how 
this initiative would fit into overall music education provision in Stirlingshire. 
Further tensions centred on Sistema Scotland's representation of local communities 
as disadvantaged and in need of social intervention. The local communities involved 
regarded such representations as unnecessarily negative, and in this respect the 
knowledge exchange project seemed to have some impact in increasing the charity's 
awareness of community involvement issues (see Loening et alo 2009:9-11). 
Elsewhere in the UK, the government-funded initiative (Department of Education) 
ln Harmony is described as a 'community development programme aimed at using 
music to bring positive change to the lives of very young children in some of the most 
deprived areas of England, delivering benefits across the wider community'. It is a 
programme that 'encourages participation in music-in the form of the Symphony 
Orchestra-which can have huge personal benefits for the children involved, 
providing opportunities to grow and develop, both socially and musically'.14 Three 
pilot projects are being undertaken: one is in Liverpool and involves the Royal 
Liverpool Philharmonic Orchestra, a primary school and the community council in 
West Everton (an area of social deprivation), the Liverpool Music Support Service 
and Liverpool Hope University; a second is in Norwich (again targeting the most 
deprived areas-Earlham, Mile Cross and Catton Grove) and is focused on early 
learning, and included trips to hear the Simón Bolívar Youth Orchestra when it 
performed at the South Bank Centre in London in April 2009; a third is in London 
and is run by the Lambeth Music Service on a housing estate in Stockwell 
(Lansdowne Green Estate with a population of around 3000) and includes mentoring 
by musicians from the London Philharmonic Orchestra. ln addition to these 
government-funded schemes, economic disadvantage is being addressed at youth 
orchestra leveIs through policies of no cost and non-auditioned access, of which the 
LSO On Track Youth Orchestra is one example. 


Poverty reached the global politicaI agenda in the 1990s. No global social 
movement has emerged yet (unlike for environmentalism), although civil society 
has been identified as a potential agent in tackling poverty (Ibrahim and Hulme 
2010:2). Civic alliances between trade unions, non-governmental organisations and 
youth movements like the Global Call to Action Against Póverty (established 2üü3t 
are forming campaigns in cyberspace. 15 ~usic is used as a "tool in such -eampaigJi$, flS 
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it has been in other high-profile examples such as Live Aid in 1985. Online music 
competitions include one run by the European Commission in 2010 for young 
people, which aimed to raise awareness about poverty and the European Union's 
eight goals, including to eradicate extreme poverty and hunger. 16 


The historian Dipesh Chakrabarty has noted that global concepts of politicaI 
modernity such as civil society, public sphere or citizenship stern from European 
Enlightenment thought and entail a universal vision of the human (2000:4). It is in 
the spirit of Chakrabarty's project of 'provincializing Europe', of exploring how 
European heritages are renewed from and for its former geographic margins 
(2000:16), that we may understand why state-supported musical initiatives from 
Venezuela have provided recent models for, and have prompted a renewal of state 
interest in, music education in Britain. The criticaI question in the British context, 
however, is the extent to which the state is prepared to invest in such musical projects 
alongside social ones (such as education and poverty alleviation schemes for all 
children, not just for those involved in pilot schemes). The Venezuelan case centred 
on thinking firstly about social issues. Without state, market and civil society activism 
around social issues, important questions to ask include how does the community 
music project really lift children out of social deprivation? Does musical experience of 
itself have the capacity to change social circumstance? How does participation in 
orchestral music education projects actually transform children's lives and bring 
about positive change? What kind of further financial support is given to promising 
orchestral musicians from British urban housing estates enabling them to pursue 
their musical interests and develop careers (musical or non-musical) that might lead 
to inhabiting more comfortable economic environments later on in life? Further­
more, what are the reasons for focusing on classical music-making as a means to 
social inclusion? If pertinent questions about social equity, access and diversity still 
need to be addressed in musical projects, at least orchestral advocates have begun to 
act in responding to poverty issues. 


Another change that has taken place is in relation to ecological thinking. The mid­
1990s' fear fór orchestral sustainability has shifted to discourses on the touring 
orchestra's carbon traiIs and its potential to raise awareness of environmental 
sustainability. New projects have been launched, such as the Baltic Sea Festival 
established by Michael Tydén (Managing Director of the Swedish Radio Symphony 
Orchestra) in collaboration with the conductors Esa-Pekka Salonen and Valery 
Gergiev in 2002, the year in which the Finnish government published a resolution for 
the protection of the Baltic Sea (Ministry of the Environment 2002). The festival 
focuses attention on pollution in this region and associated seminars held by the 
Worldwide Fund for Nature have highlighted issue around hazardous substances, 
rnaritime traffic, oil and chemical transports, unauthorised fishing, and lack of 
leadership in the environmental sector. Focusing public attention on environmental 
issues is one aim, but the profound irony is that part of the festival includes orchestral 
concerts on ships cruising the Baltic Sea. The West-Eastern Divan Orchestra and 
Daniel Barenboim performed at this festival in 2008, invited as 'an example that 
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music can unite people' (Tydén 2009). Tydén reproduces familiar tropes, comment­
ing that the orchestra offers a model of 'total contro1 and optimal human co­
operation. ln some ways it resembles a miniature society with different parts of the 
orchestra collaborating, creating harmony together' (2009). If metaphors of orchestra 
as society have focused on how a society works, dwelling on the potential for 
collective, harmonious organisation, we might also think about what does not work 
in the orchestra or in society. The case studies discussed in this article have presented 
various ways in which symphony orchestras contribute towards civic causes and 
advocate inclusivity, reaching out to new communities through interactions with 
other kinds of musical ensembles, encouraging participation in community projects 
and using digital technologies to develop co-performative environments. A civic 
conscience has informed discourses on poverty and environmentalism too. ln 
highlighting themes of community and conscience, I have aimed to foster the kind of 
criticaI scrutiny needed in developing collective musical practices as socio-politicaI 
actions for civic benefit. Neither societies nor orchestras are comfortably self­
contained or unremittingly harmonious. I can end, nevertheless, with an optimistic 
thought. ln various examples of interaction and creative intervention in which 
inclusion, disadvantage, participation, poverty, peace and green politics are 
contemplated, symphony orchestras move away from serving only as metaphors of 
society to being social1y-aware participants in orchestrations of civil society. 


Notes 


[1]	 My research on orchestras has been made possible with funding from the Arts and 
Humanities Research Council (UK), gratefully acknowledged, for a project on the 'orchestra' 
in global perspective undertaken within the AHRC Centre for Musical Performance as 
Creative Practice. An earlier version of this article was presented as a keynote address at the 
international conference on 'The Symphony Orchestra as Cultural Phenomenon' at the 
Institute of Musical Research, London, July 2010. 


[2]	 Allmendinger, Hackman and Lehman (1996:207-12) note in relation to gender inequality, 
for example, that women were more likely to be employed as second violinists in regional 
orchestras than any other orchestral position, especially in the USA (based on data collected 
in 1990 and 1991 from the USA, the UK, and East and West Germany). 


[3]	 See http://vimeo.com/7222431 (accessed 12 October 2010). 
[4)	 This, of course, extends beyond the UK contexto The Dutch government, for example, 


proposed (although subsequently reconsidered) the closure of the Netherlands Broadcasting 
Music Centre, home to a symphony and a chamber orchestra. See http://www.guardian.co. 
uk!music/tomserviceblog/20 10/oct/05/dutch-arts-cuts-orchestra (posted 5 October 2010; 


accessed 12 October 2010). 
[5J	 Although it is my focus here, these interactions are not limited to the South Asian example; 


others include the civic and musical projects of stee1band orchestras in Leicester playing with 
members of the Manchester-based Hallé Orchestra in festivais during the 1970s. These were 
pursued with an explicitly politicai agenda of deve10ping community interactions. 


[6]	 See http://www.abo.org.uk!Information/About-Orchestras/Education-and~Co!Dmunity/ 
(accessed November 2009). . - . 
The mnemonic syllables indicating tablã tone production and rhythmic p~tternsof Inc:lian[71
 
music(tãl).-· .
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[8]	 See http://www.philharmonia.co.uk!re-rite/ (accessed July 2010). 
[9]	 One entry I particularly liked was on 'The Rewards of Rebranding', posted by Rosenna Easl 


from the Scottish Chamber Orchestra "n 22 Apri12010. She begins: 'There is a story about a 
UK symphony orchestra that was rebranding. At the eleventh hour, the orchestral memben 
discovered that their Management [was] planning to have a new slogan-'We're All Over tht 
Place'-plastered across their orchestral truck ... '. See http://www.sco.org.uk!experiencel 
blog/201O/04/rewards-rebranding (aceessed 14 June 2010). 


[lOJ	 For example, see http://cbso-weblog.livejournal.com/(accessed 3 December 2010). 
[11]	 See http://www.laphil.com/connect/mobile/index.cfrn (accessed 14 June 2010). 
[12J	 For example, see http://www.cbso.co.uk!?page = mycbso/rememberus.html (accessed 14 Jum 


2010). 
[13]	 See http://www.lso.co.uk!getinvolved (accessed 10 June 2010). 
[14]	 See http://www.inharmonyengland.com/(accessed 20 November 2010). 
[15]	 See http://www.whiteband.org/en/about (accessed November 2010). 
[16]	 Other goals are to achieve universal primary education, promote gender equality and 


empower women, reduce child mortality, improve maternal health, combat HIV/AIDS. 
malaria and other infectious diseases, ensure environmental sustainability, and develop a 
global partnership for development. The online competition was won by Toni and Mareikt 
in Germany (Jury award) and by Cichy and Mariusz Florczyk in Poland (award of tht 
Internet voters). See http://www.ifightpoverty.eu/ (accessed November 2010). 
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Introduction 


An ethnomusicology of western art music inevitably needs to devote attention to the 
contexts of both performance and reception in which music-making takes place. 
Although there are boundless situations in which classical music may be heard or 
used, it is our aim in this article to focus explicitly on the experiences of audience 
members attending live classical music performance events. As authors who are 
researchers in the social psychology of western art music (and also as participating 
performers and audience members at classical concerts), we therefore already belong 
to the research field. The idea of doing 'ethnomusicology at home'-where that home 
is the institutions and practices of western art music-is of course not new (see, for 
example, Cottrell 2004; Kingsbury 1988; Nettl 1995), and a degree of immersion in 
the field, where the researcher's experiences form an integral part of the data 
gathered, is an expected feature of such research. From the perspective of the social­
psychological empirical approaches to music research in which we are rooted, a 
greater degree of objectivity is the norm, with an emphasis on the collecting of data 
(experiences and responses) Erom others and privileging that data over our own 
experiences and perspectives (see, for example, Clayton 2009). One aim of this article 
is to explore whether there is a fruitful meeting place between these approaches: can 
they be reconciled-and what are the results when they are? 


Questioning fundamental assumptions surrounding the meaning of classical music 
performance,1 SmalI's (1998) Musicking provides a detailed theoretical exposition on 
the classical concert: one which stresses both the concert's role in affirming the values 
of the audience members present, and its grounding in ritual--despite the outward.ly 
asocial behaviour of its participants, especially in comparison with the explicitly 
social nature of other performance events. Whilst Musicking may, by virtue of its 
detailed description, consider an 'outsider' perspective on the (social) phenomenon 
of the classical concert, it does not tell us about those in attendance at the concert hall 
perhaps for the first time-those whose knowledge of the concert's rituaIs, and of 
what other audience members are seeking Erom the experience, is somewhat limited: 
the voices of new audience members themselves are missing from Small's theoretical 
account. By obtaining empirical data it is, however, possible to foreground the 
experiences of new attenders, providing insights into the nature of the classical 
concert experience that could not be gathered by researching existing concert 
attenders alone, or by a consideration of our own experiences. Within this 
framework, this research is seeking to explore what a classical concert looks (and 
sounds) like to the 'uninitiated'. Which features of classical performances mediate 
new audience members' feelings of belonging in the concert halI setting, and-most 
importantly--enhance or detract from their enjoyment of the events? 


Previous research on people's motivations for attending classical concerts has 
identified the concert hall as a site for informal learning, where attending concerts 
deepens concert-goers' knowledge of classical repertoire, either by .irttroducing 
listeners to works previously unheard or, particularly through programme notes and 
performer talks, by providing new insights into already familiar pieées ofrnusic· 
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(see Pitts 2005a; Radbourne et aI. 2009). A large-scale survey of concert attenders in 
Belgium (Roose 2008) suggested that frequent attenders prefer programmes which 
introduce them to something new, or which they find musically challenging, while 
less frequent attenders prefer a concert to contain 'familiar and easily recognizable 
tunes' (Roose 2008:247). Ethnographic research on opera audiences in Buenos Aires 
suggests that 'opera fans enjoy opera based on their belief that opera is something 
that needs to be learned about in order to be properly enjoyed' (Benzecry 2009:131), 
and that less experienced audience members learnt about opera in three main ways: 
through extra-musical elements of the performance events (talking to other audience 
members in a queue, or reading programme notes); through deliberate acts of 
learning (for instance, attending classes); and through observing and assimilating the 
responses and behaviours of others in the audience (1earning where and where not to 
applaud; Benzecry 2009:134). This third mode oflearning suggests that knowing how 
to behave and respond to what is heard in an opera house or concert hall is not 
immediately known tacitly; and therefore that understanding how to be an audience 
member in these situations requires experience and knowledge. This is alI the more 
important to note given that concerns about aging and declining audiences have in 
some studies been a prominent feature of audience members' discourse on their own 
classical concert attendance (O'Sullivan 2009; Pitts 2005b). 


Concerns about a perceived lack of understanding and knowledge have been a 
consistent feature of studies in which classical music 'non-attenders' have been 
provided with classical concert tickets and interviewed in focus groups after a 
performance (Jacobs 2000; Kolb 2000; Radbourne et aI. 2009). ln Kolb's (2000) study, 
in which three groups of students attended three different concerts, a lack of 
knowledge about classical music was perceived as a strong barrier to future 
attendance--despite the fact that, overall, two of the three groups responded 
positively to the music they had heard. The students in Kolb's study did not seek to 
buy a programme, and were therefore left with very little information with which to 
contextualise the musico ln Radbourne et aI.'s (2009) study, non-attenders did receive 
programmes, but nonetheless still wished to be provided with more information, 
especially through greater explanation from the performers on stage. Although the 
provision of programme notes is the dominant mode of communicating information 
about the music performed in a classical concert, recent experimental studies have 
produced differing results on the effects of written descriptions on listeners' responses 
~ a piece of musico While Silva and Silva (2009) found that a written description 
mcreased an unfamiliar (non-classical) song's appeal to listeners, Margulis found that 
a group of listeners (without formal musical training) who read a textual description 
gave lower enjoyment ratings than those who only listened, suggesting that 'listeners 
are less likely to simply let the music wash over them if they have read a description; 
they are more likely to listen in terms of the concepts just encountered, [but] 
conceptuallistening may not be more pleasant' (2010:298). . 


These findings suggest that it is important for real-world studies of music listening 
.take into account the performance context as a whole: to consider the artefacts 
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surrounding classical music performance-including aspects of the venues in which it 
is held, and the information channels and publicity materiaIs available--as concert­
goers' experiences are clearly influenced by more than just 'the music itself'. With this 
in mind, the studies reported in this article were designed with the intention of 
exploring first-time attenders' experiences over a range of dassical contexts (giving 
participants the opportunity to build their knowledge and experience by attending 
more than one concert); and simultaneously aimed to investigate the role that extra­
musical parts of the classical concert play in determining first-time attenders' 
experiences and impressions. 


Research Context and Methods 


Our discussion of first-time attenders' experiences draws on two phases of data 
collection: Study 1, in which nine participants attended three orchestral concerts in 
London; and Study 2, involving six participants at two chamber music concerts in 
Sheffield. Both studies also included a preliminary questionnaire which sought to 
gather attitudes to classical music and concert attendance from a larger number of 
respondents, and was used to recruit volunteers for the event-based phase of the 
study, in which participants attended either two or three dassical performances in 
succession. ln this artide, we concentrate on the focus group responses and the 
individual interviews with participants which followed in the weeks after their 
concert attendance. These methods, appropriately for this journal, bring us dosest to 
an ethnography of classical concert-going, constructed jointly by the research 
participants, who were invited to describe, reflect on and even photograph the 
striking features of their first-time experience, and us as researchers, relating these 
observations implicitly to our own past attendance and explicitly to existing research 
on audience experience. 


It will be evident already that our methods are rooted in the social psychology of 
music, rather than in ethnomusicology, but the opportunity to contribute to this 
special issue allows us to reflect on how these two disciplines have recently begun to 
explore in complementary ways the live musical experiences of western art music. 
The historical clichés of ethnomusicologists researching only in distant communities, 
and psychologists only in laboratories, are clearly outdated: both are now to be found 
considering the impact of everyday musical experiences in western cultures, often 
therefore researching in contexts in which they have themselves been involved as 
performers or listeners throughout their lives. The exploration of amateur musical 
involvement has flourished in both disciplines, as demonstrated in Ruth Finnegan's 
(2007 [1989]) recently re-pub1ished ethnography of music-making in the English 
town of Milton Keynes, and Stephanie Pitts' (2005b) case studies of perforrning 
groups and audiences-both of which provide a counterbalance to the tendency for 
academic research to focus on professional musical activities as. representative of 
western musical cultures. Recent attempts by music psychologists tO'understand thé 
motivations and experiences of con~rt audiences havé-employed a range ofm~thods, 


'e 
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including conventional interviews (Pitts and Spencer 2008), questionnaires asking 
listeners to rate their levels of enjoyment and emotional responses (Thompson 2006), 
and open-ended diaries in which regular attenders reflected on their experiences 
during a music festival (Pitts 2005a, 2005b). Nonetheless, 'the live performance 
situation and the audience's response to it are only beginning to be understood from 
a psychological perspective' (Sloboda et a!. 2009:437), perhaps because of the many 
interlinked psychological aspects of concert attendance: identity exploration, choice 
and taste, emotional experience, and interpersonal relating alI occur in addition to 
the complex processes of recognising and interpreting music through the physical 
and cognitive act of listening. Our work uses semi-structured interviews to explore 
the experiences and opinions of first-time concert attenders, and so aims to shed new 
light on concert-going practices which are more familiar, and therefore less visible, to 
regular attenders. 


The venues and programmes chosen for the two studies encompassed a range of 
factors in classical concert attendance: two different cities, four venues of contrasting 
sizes and purposes, chamber and orchestral music, and within those gemes a wide 
range of repertoire from Baroque to contemporary. These variations gave the 
participants points of comparison within a new situation, and their repeated 
attendance at two or three concerts also increased their opportunities to reflect on 
their experiences and consolidate their first impressions. Details of the concert 
venues, programmes and performers are shown in Figure 1. The two concerts in 
Study 2 both took place in the sarne venue--a church in Sheffield's city centre which 
was at that time a temporary home for the concert promoters Music in the Round, 
during the refurbishment of the Crucible Studio Theatre. Those in Study 1 took place 
in three different venues and included (Concert 2) a late night concert presented by 
the Orchestra of the Age of Enlightenment, targeted at a younger adult audience and 
presented as 'rules-free' classical music, with an informal structure that allowed 
drinks into the auditorium, and left audience members free to leave their seats during 
the performance, to talk quietly, and to applaud whenever they saw fit. 2 


ln each study, the methods used were similar: participants were recruited within a 
target age group of21-35 year olds-a group typically under-represented in classical 
music audiences (Kolb 2001). ln Study 1, a social networking site and the contacts of 
friends and acquaintances were used to identify potential participants; in Study 2, a 
postcard flyer was distributed to leisure venues around Sheffield. ln each case, 
~otential participants completed a preliminary questionnaire which sought informa­
tion on their leisure habits and musical attitudes, and which ensured that they fit the 
.definition of 'culturally aware non-attenders' used in previous studies: individuals 
who actively seek out arts and cultural experiences, but whose interest does not 
extend to dassical music concert attendance--this being a target audience demo­
graphic for classical music marketing professionals (Winzemied 2004).3 While some 
P3rticipants had attended dassical concerts infrequently in the past, this had always 
been determined by the influence of another person (for instance, a friend offering 


tickets) or institution (attending a dassical concert as a school trip). Full detaib 
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Date, pedorrners and venue Programme 


Study I, 


Concert 1 


J3"' February 2008, 7.30-9.30pm 


London Symphony Orchestra (Conductor: Vasily 
Petrenko) 


Venue: Barbican Hall, Barbican Centre, London 


Joseph Phibbs: Shruti ('surprise' premiere, part of 
lhe UBS Soundscapes scheme) 


Rachmaninov: Rhapsody DO a Theme of Paganini 
(piano: Ayako Uehara) 


Shostakovich: Symphony No. 15 


Study I, 19~ February 2008, IOpm-llpm Mozart: Overture to Der Schauspieldirektor 


Concert 2 The Night Shift, Orchestra of the Age of 
Enlightenment (Directors: KaLi Debretzeni 


and Robert Levin) 
Venue: Queen Elizabeth Hall, South Bauk Centre, 


Landon 


Mozart: Piano Concerto No. 21, movements 2 and 


3 (fortepiano: Robert Levin) 


Beethoven: Coriolan Overture 


Study I, 20m February 2008, 7.30-9.30pm Strauss: Die Fledermaus Overture 


Concert 3 Landon Chamber Orchestra (Conductor: 
Christopher Warren-Green) 


Venue: Sr. John's, Smith Square, Laudon 


Schumann: Piano Concerto (piano: I1ya 
Rashkovskiy) 


Brahms: Symphony No. I 


Study 2, 3"December 2009, 7.45-9.45pm Vivaldi: Concerto in G minor 


Concert 1 Compagnia d'Istrumenti (recorder. strings and 


harpsichord) 


Venue: Upper Chapei, Surrey Street, Sbeffield 


Corelli: Trio Sonata in D Op. 3 No. 2 


Telemann: Corellisierende Sonata No. 1 in F 


Scarlatti: Concerto in A minor 


Telemann: Quadro in G minor 


Mancini: Concerto in D minor 


Muffat: Sonata in G minor 


Telemann: Quartet in D minor 


Study 2, 10m December 2009, 7.45-9.45pm Haydn: London Trio No. I in C 


Concert 2 Ensemble 360 (flute, bom, piano and strings) 


Venue: Upper ChapeI, Surrey Street, Sheffield 


Martinü: Trio for Rute, VioLin and Piano 


Cherubini: Sonatas for Horn and Strings Nos. 1 & 
2in F 


Franck: Piano Quintet in F minor 


Figure 1 Details of concerts attended in the two studies. 


of the participants and their previous engagement in classical music are listed in 
Appendix 1. Given a prevailing image of the classical concert halI as 'a place where 
middle-class white peopIe can feel safe together' (SmalI 1998:42), it is important to 
acknowledge the role that factors such as the participants' socio-economic status and 
ethnicity may play in their responses to the concert experience. The London sample 
alI carne from white-mainly English--ethnic backgrounds, while the Sheffield 
sampIe was more diverse, although due to limited sample sizes this aspect of 
participants' identity was not an explicit focus of our investigation. As the table in 
Appendix 1 indicates, in socio-economic terms the sampIe was relatively homo­
geneous: the participants were alI graduates and were either studying as postgraduates 
or in mostly professional occupations. The participants' previous concert attendance 
illustrates their 'culturalIy aware non-attender' status: many have an interest in 
classical music, but are more likely to have used their leisure time for other activities, 
influenced by the desire to spend time with friends and, particularly in the students' 
cases, an open-mindedness to taking advantage of new opportunities and discounted 


ticket prices. 
Participants who met our criteria were invited to attend the concerts selected for 


the study, and to participate in a focus group discussion after each evento They 
received free tickets to the concerts, and were also provided with refreshments-.at the 
post-concert discussions. Participants were met by one or both ofthe-researchers at 
each concert, and in5tudy 1 were provided with disposable camerasand invite& to -, 
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photograph aspects of the venue or event that seemed interesting to them, creating a 
visual recard of their concert experiences. The photographs taken at the concerts were 
developed, and were then used when interviewing the participants individualIy, both 
to remind them of each event and to use as a prompt when discussing various aspects 
of the concert experience. Although the effectiveness of this method was partly 
reduced by poor-quality photographs resulting from a failure to use the flash button 
on the camera, the images and captions in Figure 2 indicate that for some 
participants this process contributed positively to their experience of the study. 
Provision of the cameras also acted as an icebreaker at the first concert, providing a 
topic of conversation between the participants, who either knew one other person 


participating ar no-one at alI, and were more accustomed to attending live music 
performances with friends. The method therefore builds on ethnographic techniques, 
by enhancing participants' observational awareness, and on 'process recall' strategies 
familiar from music psychology (see Rowe 2009, for instance), providing an 
additional perspective on real-time experience and an aid to recolIection afterwards. 


ln the weeks folIowing the concerts, participants were interviewed individualIy (in 
person or by telephone), in order to folIow up on their impressions of the concert 


Figure 2 Partieipants' photographs. Left: '50 the first one is an empty row of seats at the 
Barbican. Which 1 think was just the sort of. , , 'cos this was the first one [concert], there 
Was a sense of anticipation, so you know, this was the start of the classical music journey 
that we were about to embark on. 50 it was realiy, yeah, that it was about to be filied with 
our fellow classicaI music peopIe' (Dominic, LI). Right: 'That's [another participant] 
taking a pieture of, he's taking a picture----I suppose I just was recording the fact that we 
Were all taking part in the study and we were ali taking pictures, which I thought kind of 
ídded to the experience ... because it forced you to Iook around yourself as weli' 


'Illiniç, LI). 
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and to obtain more detailed personal responses than would be possible within the 
foeus group contexto Topics covered during the focus groups and interviews included 
first impressions of the concert venue, responses to the music, reflections on the 
social conventions of the event, and comparisons with other arts events with which 
the participants were more familiar. Participants were aiso asked what they would 
change, if anything, about the experience of attending live classical music, giving the 
studya practical application for arts providers, and in the case of Study 2 fulfilling the 
requirements of the funding, which was provided by Yorkshire Forward Business Link 
as a knowledge transfer project with Music in the Round.4 The interview, foeus group 
and observational data were then analysed thematically, and in the discussion that 
follows the two studies are integrated to provide a broader perspective on each aspect 
of concert-going-social, musical and personal-as experienced by these first-time 
attenders (Study 1 is also diseussed further in Dobson 201Ob). Participants have been 
given pseudonyms, since they were promised anonymity when they agreed to take 
part in the study; in addition, alI quotations are coded so as to indicate where and 
how they were elicited, for example LFG 1 for London foeus group 1, SI for Sheffield 
individual interview, and so on. 


Thematic Discussion 


Expectations and First Impressions 


1must admit I don't go to any effort to listen to classical music, but whenever I hear 
it in films or just in life in general I always, I do enjoy it but I don't ever find out 
what the pieces are, so I don't follow up to find out anything about it. And that's 
probably as far as my classicallistening experience goes. I haven't been to a concert 
like this before (Louise, SFGl). 


Louise's description of her relationship with classical music captures many aspects of 
a typical 'culturally aware non-attender's' position: she is familiar with classical music 
from everyday exposure, likes what she hears but feels uninformed about the 
repertoire, and shows a slight sense of guilt in 'admitting' her lack of 'effort' to engage 
with the genre----expressions which illustrate a perception of classical music as an 
aspirational, eulturally-valued activity. Nonetheless, she is receptive to the idea of 
attending a concert, and knows that there are ways of 'following up' that experience 
that are possible, perhaps even expected, if she chooses to engage with classical music 


more fully. 
Like Louise, most of our participants attended their first concert with certain 


expectations, most notably that there would be a 'formality' to the event (Okal, SFGl; 
Tara, LI) which would require them to behave in prescribed, possibly unfamiliar 
ways. Formality was also associated with quality: the performers were expected to be 
'alI precise, and alI technically very good' (Rachel, LI), and the venues themselves gave 
'an indication of what you might expect from the music' (Stuart, LI). ln theie 
expectations and first impressions, the participants linked the. settings, 'social 
conventions and repertoire in interesting ways, appearing. to feel.that _the fonnal 
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presentation of classical music was appropriate, particularly in the respect it accord 
to the musicians and the effort involved in their performance: 'you feel like t 
musicians deserve your attention as well more, because they're concentrating real 
hard, it's obviously, you know, a difficult thing to do' (Louise, SFG2). 


While the first-time attenders were therefore quicklyattuned to a traditional vi( 
of classical concerts as formal, intense experiences, they also observed that such 
setting attracted an older audience, perceived to be more smartly-dressed and bett 
informed about the music than they were themselves. Emma described her positic 
aS a new attender by saying that 'it didn't feel uncomfortable, but it wasn't part of 
kind oflike a crowd that you'd be able to just seamlessly melt into' (Emma, LI). TI 
profile of the 'typical' audience member seemed largely unsurprising to the ne 
attenders, but nonetheless left them on the edge of the audience experience an 
contributed to a feeling that 'everyone knew each other' (Kerry, LI)-a perceptio 
which might reduce expectations of becoming part of the group through repeat( 
future attendance. ln the London study, differences in audience profile were note 
between the three venues, although the participants were not necessarily in agreemel 
about which concert was attended by the most 'stuffy' or 'older' audience: 


[At St. John's, Smith Square] I would say there was a divide in the hall between, 
when there was a really kind of standard age, everybody seemed to be at least fifty. 
Whereas in the other ones, even in the Barbican concert, there was a much broader 
range of people (Stuart, LFG2). 


The Barbican had the most like, certainly an older crowd. And much stuffier kind 
of crowd. Whereas St. John's it was a bit more mixed, and then The Night Shift was 
really relaxed, really young. You know, you could wear like more sort of jeans and 
things to that as well which was quite nice (Rachel, LI). 


The Night Shift's deliberate efforts to target a younger audience appear to have bee 
well received, and made a difference not just to the reception of the music, but to th 
sense of welcome and belonging: 'it was a much, much younger crowd, and that, I di, 
feel mOre tomfortable, like I was a little bit happier sitting sort of waiting before th 
concert there by myself' (Rachel, LFG2). Despite Rachel's comment about the 'olde 
crowd' at the Barbican, venues like this that were multifaceted (providing more tha 
just a concert hall) were viewed positively, especially because they promoted a feelin 
of inclusion by allowing access to the foyer spaces and amenities of the venue to th 
general public, rather than only to ticket holders: 


'" what I like about here [Queen Elizabeth Hall foyer, South Bank Centre] was this 
kind of atmosphere. It was like a place where a lot of people found what they 
wanted, and it was kind of a lot of people doing slightly different things. Because 
SOme people were listening, and' some people were talking, some people were 
sitting, some people were drinking, some people were waiting, some people were 
there picking up information, and I like those spaces where, I don't know, there is 
kind of a place for everybody (Carla, LI). 
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The sense of being in a 'busier, more involved hub of activity' (Toby, LI) like the 
Barbican or South Bank Centre meant that the participants felt less aware of standing 
out among an audience made up of only classical music attenders, and instead were 
surrounded by cultural venues and events with which they were more familiar and 
therefore felt more 'at home'. By contrast, through the absence of nearby refreshment 
facilities and social spaces, St. John's, Smith Square and the Upper ChapeI in Sheffield 
were perceived to be 'much more in keeping with the kind of stuffy notions you 
might have of classical music' (Stuart, LI). Nonetheless, the participants liked the 
opportunity to visit 'one of those buildings of Sheffield that I've walked past a lot but 
never gone into' (Adam, SI) and being able to 'look around at the artwork in there 
and the stained glass and things' (Louise, SI); similarly, the London participants 
valued the opportunity, in attending the concert at St. John's, Smith Square, to 
discover a 'hidden place, a secret place' (Kerry, LI) and 'to go to somewhere totalIy 
new' (Rachel, LI). ln these cases, the sense of occasion afforded by going into an 
unfamiliar, even rarefied, venue contributed positively to some aspects of the 


participants' experience. 
The audience profile and venue having made their first impressions on the new 


attenders, further clues to the musical experience which was to folIow carne in the 
form of programmes and publicity materiaIs which were supplied in various formats 
at the different events. The most accessible source was the 'information man' at the
 
Barbican Centre (see Figure 3), with whom Dawn felt she would have been willing to
 


engage in conversation had she been attending by herself:
 


I liked the way that they had the information guys walking around, because you 
know if I hadn't been with you know another group of people, if I was on my own 
or if I was new to it and there was only a couple of us, then I would be talking to 
him about what we were going to hear and you know, just get information from 
him. I thought that was very good, I liked the way they looked quite modem and 
quite casual, with the bag thrown over his shoulder ... and just randomly walking 
around, which I thought was great (Dawn, LI). 


Elsewhere, information was provided more conventionalIy in written form, and was 
not always successful in communicating with new attenders, often seeming to 
highlight their lack of familiarity with the setting rather than drawing them in. The 
Sheffield focus group suggested that they would have liked more text written by 
rather than about the musicians, echoing the way in which spoken introductions to 
pieces made the performers seem more accessible (see discussion below). Likewise, in 
London, the printed programmes provided for Concerts 1 and 3 used language which 
the participants found difficult to read and understand, with Concert 3's programme 
in particular including a 'selection of very detailed and scholarly essays' (Emma, LI) 
which the majority found 'just totally incomprehensible' (Dominic, LI). While fraro 
an arts organisation's point of view it might be understandable that programmes are 
written 'for people who know what they're on about' (Dawn, LFGi),.for these new . 
.attenders the unfaíniliar technicallanguage contributed-to the impression üfdassiC<l1 
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Figure 3 The Barbican Centre's 'information man' (photograph by London participant 
Dawn). 


concert audiences as a knowledgeable, distinct group, who 'really appreciate the 
music and they realIy, they know, they know the music intimately' (Dominic, LI). 
The Sheffield focus group had ideas about how the programme could have 
been made more useful to them, giving them 'something to like look forward to' 
(Bryony, Sl)by providing additional background about the music and players and 
pithy summaries about what the music might sound like, and helping them 
concentrate by indicating 'how long to expect something to last' (Adam, SI). 
Participants also felt that the written information-and indeed the images in the 
publicity materials-should reflect the quality of the music more generously: 'For me 
that description of tonight doesn't make it sound very exciting ... it makes it sound a 
bit rubbish!' (Bryony, SFG2). ln seeking insight from the programme notes-and 
finding them to be either lacking or inaccessible-these listeners show themselves to 
be receptive to their new experience of concert attendance, yet alienated by some of 
the resources that should be a source üf welcome and guidance. 


Before the concert begins, therefore, these new attenders have already experienced 
many aspects of classical concert attendance: they have compared themselves with 


er merobers of the audience, finding them to be generalIy older, smarter and 
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3. O discurso científico explicativo

Fiéis a uma lógica erudita de distinção (FRANCFORT, 2008) e numa tentativa de legitimar sua 
prática no meio acadêmico, os compositores utilizam na universidade o discurso científico explicativo, tornando 
a escuta musical uma atividade específica e exclusiva para aqueles que conhecem uma linha supostamente 
evolutiva da música ocidental. E a crítica, facção marginal na sociedade, simplesmente relaciona as estreias 
das obras, numa linguagem neutra que expõe raramente seus sentimentos com relação às obras.

Kowalski (1983, p. 8) pergunta: «que arrogância nos permite supor que a música só pode ser 
compreendida sob seus próprios termos, exceto em circunstâncias muito específicas e rarefeitas»? A sociologia 
da percepção artística de Bourdieu supõe que «toda percepção artística implica em uma operação consciente 
ou inconsciente de deciframento» e que «todos os bens culturais, desde a culinária até a música serial, passando 
pelo western, podem ser objeto da simples sensação até a degustação erudita» (in SILBERMANN, 1968, p. 45). 

Independentemente do fato de a música ser rotulada de erudita ou popular, todos os períodos 
musicais tiveram seus modos de produção de massa e de «não-massa», isto é, de recepção limitada — o que 
abre a perspectiva para um estudo da recepção das obras do ponto de vista de sua popularidade ou não. Num 
período histórico determinado, a obra musical pode ter uma recepção massiva ou restrita, da mesma maneira 
que uma percepção erudita ou simples apreciação superficial, independentemente da intenção original de seu 
criador.

4. As «outras» músicas

A maior parte dos conhecimentos veiculados pela escola seria válida e digna de ser transmitida 
àqueles que não a receberam de família (in NOGUEIRA et NOGUEIRA, op. cit.). A cultura musical porém 
está longe de ser “hidropônica”, isto é, algo autônomo ou politicamente inocente, sem ligação com sua terra 
de origem. Desde que a tonalidade e o modalismo são a base de numerosas estéticas da música popular, 
os princípios seriais podem ser considerados como antitéticos com relação a todas as outras músicas e seu 
estudo deveria ser relativizado e contextualizado: “logo após a Segunda Guerra, auxiliado pelos escritos 
pedagógicos de Schoenberg, o serialismo musical tornou-se dominante nas instituições e no ensino da música 
nova”, privilegiando o caráter abstrato, científico, formalista e racionalista, fundado na negação da tonalidade, 
refutando a representação étnica da música popular em nome da inovação e do rigor formal, e compositores 
que definiram certos idiomas nacionais, como Bartók e Stravinsky, não conseguiram atingir a hegemonia face 
à militância sistemática de Boulez, Stockhausen e outros, cujos conteúdos tornaram-se matéria obrigatória nos 
cursos superiores de música (cf. BORN, HESMONDHALGH, 2000, p. 15).

Isso sublinha o medo de contaminação pelas formas populares, impedindo seu estudo por conta 
da autonomia formal e a ênfase sobre a natureza primitiva e degradada da cultura de massa (cf. ADORNO, 
1974/1958) que conclama à inovação estética da linguagem musical sem referência a outros eventos, sem 
sincretismo e através de um processo de invenção conceitual pura (BORN, HESMONDALGH, op. cit., p. 
17). Todavia assistimos hoje ao fim das hierarquias de valor e de autoridade musicais, e a uma estética cada 
vez mais crossover que inclui o popular e o não-ocidental, fruto do movimento transglobal e da resiliência do 
exotismo e do primitivismo.



615Anais do XXI Congresso da ANPPOM 2011

Comunicação - ETNOMUSICOLOGIA Menu

5. Os perfis dos estudantes

Considerando o «peso da origem social sobre os objetivos da escola» (in NOGUEIRA et 
NOGUEIRA, 2002, p. 16), «a educação, na teoria de Bourdieu, perde a função de transformação e democratização 
das sociedades e torna-se uma das principais instituições através da qual se mantêm os privilégios sociais». 
Essa “pedagogia do implícito” revela o programa de estudos, métodos de ensino e de avaliação pedagógica 
como um “processo social autêntico, baseado numa maior ou menor lacuna entre as atitudes dos alunos e os 
comportamentos valorizados pelas classes dominantes” (in NOGUEIRA et NOGUEIRA, 2002, pp. 32 - 33). 

Pichoneri (2005), seguindo a linha inaugurada por Lehmann (2005), fez um trabalho sobre 
as origens dos músicos da Orquestra Sinfônica Municipal de São Paulo; Dimas da Costa (2010) realizou 
uma enquete sobre a realidade socioeconômica dos integrantes da Orquestra Universitária da USP/RP e 
Travassos (2002) apresenta um perfil dos estudanes de música da UNIRIO. O que se percebe é que, assim 
que observamos as hierarquias sociais e os tipos humanos classificados numa universidade ou numa orquestra 
sinfônica brasileiras, somos confrontados com uma imagem diversificada e nada homogênea, como já era 
de se esperar. Um programa de disciplinas que não leve em conta essas pesquisas não chegará a atingir os 
objetivos pedagógicos ou de produtividade acadêmica e artística.

Lehmann, em sua obra mais conhecida sobre as formações sinfônicas francesas, estabelece três 
tipos de membros: o herdeiro, o promovido e o rebaixado. Pichoneri desvela a origem dos músicos profissionais 
em São Paulo — cuja maioria é oriunda das igrejas evangélicas — e Travassos fornece sete perfis de estudantes 
de música na UNIRIO: o devotado, o polivalente, o empreendedor, o eleito, o adepto da música popular e das 
fusões, o “brincante” ou entusiasta do folclore, e por fim o músico de congregação religiosa.

Budasz, por e-mail, diz que nos Estados Unidos certas escolas superiores de música são mais 
abertas que outras. Naquelas em que a performance é privilegiada, exige-se nos exames de admissão algum 
tipo de execução pública ou entrevista. Às vezes o candidato envia simplesmente uma carta de intenção, 
seguida ou não de um exame escrito. Em vários casos, essa fase não é eliminatória mas apenas uma desculpa 
para que o candidato se inscreva num curso — o que traz mais dinheiro à universidade.

No programa de World Music, o departamento de etnomusicologia da University of California, 
exige apenas que o candidato toque alguma coisa com o instrumento de sua escolha (não importando de qual 
tradição musical). O programa de Jazz no mesmo departamento é mais preciso sobre o que se deve tocar em 
público e há também um exame escrito. A mesma universidade tem dois outros departamentos de música, 
um que segue o modelo do Conservatório (departamento de música) e o departamento de musicologia, que 
é calcado sobre modelos humanistas (liberal arts), e oferece um bacharelado (major) em História da Música, 
sem exigir qualquer espécie de audição ou exame de ingresso.

Algumas universidades do sistema UC exigem exame de admissão, outras não. A University of 
California/Riverside oferece um bacharelado em música e um outro de Música e Cultura, igualmente sob 
o modelo humanista (sem eixo na performance) e não necessitando de audição ou exame de admissão. A 
University of Southern California, que é uma escola privada — na verdade a mais importante do oeste dos 
Estados Unidos —, exige audições e exames em todos os cursos de bacharelado, mesmo em música popular e 
de indústria da música. Não há modelo único e talvez seja essa uma das razões da ruptura da UCLA em três 
departamentos de música, cada um com uma filosofia diferente e oferecendo diferentes diplomas de estudos 
superiores.
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Perfis culturais de estudantes de música 
 
 


Introdução 
 


Toda investigação coloca em jogo a história pessoal do investigador, seus 


interesses e motivações no campo da ciência, o lugar institucional que ocupa e suas 


limitações. Começo o texto com este truísmo para lembrar certos aspectos metodológicos 


da pesquisa que está em sua origem. Trata-se de uma investigação sobre as fronteiras 


culturais do gosto musical, tendo como universo empírico os estudantes do Instituto Villa-


Lobos da Universidade do Rio de Janeiro. A escolha está ligada à minha condição de 


antropóloga que trabalha numa escola de música.1 Estar “fora do lugar” é próprio dos 


antropólogos quando estão em pesquisa de campo: isso serviu como estímulo para esse 


estudo etnográfico cujo cenário é o próprio campus. A escolha tem ligação também com a 


proposta de não limitar a etnomusicologia ao estudo da música em sociedades 


“primitivas” e comunidades rurais. 


                                                           
1 A pesquisa, intitulada “Vocações musicais e trajetórias sociais de estudantes de música: o caso do Instituto 
Villa-Lobos da UNIRIO”, é apoiada pelo CNPq (Conselho Nacional do Desenvolvimento Científico e 
Tecnológico/MCT/Brasil) desde 1998. Ao longo dos anos, contei com a colaboração dos seguintes estudantes 
(alguns já formados), a quem agradeço as idéias valiosas incorporadas ao trabalho: Letícia Martins Dias 
(voluntária, 1998), Daniel Rousseau (bolsista IC/CNPq, 1998), Vera Maria Alves de Andrade (bolsista 
IC/CNPq, 1998-1999), Marcelo de Castro Lopes (bolsista de IC/CNPq, 1999), Cláudio Andrés Barría Mancilla 
(bolsista PIBIC/UNIRIO, 2000-2001), Cláudia Maria Villar Caldeira (bolsista IC/UNIRIO, 2000-2001). 
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O objetivo da pesquisa é descrever a variedade de universos culturais que 


convergem para a escola e, a partir daí, refletir sobre as fronteiras culturais do gosto 


musical. Neste texto discuto de forma abreviada aspectos metodológicos da construção 


dos perfis de estudantes, apresentados em seguida. Convém advertir que não trato 


diretamente de “música popular”,2 mas de um universo estudantil largamente identificado 


com samba, choro, MPB e bossa-nova, repertórios que integram a música popular, no 


Brasil. A UNIRIO implantou, em 1998, um Bacharelado em Música Popular Brasileira, 


curso que responde à demanda representada por esses alunos e aos ideais de um grupo 


de professores da escola.3 


 
 
 


Quadro teórico 
 


Uma escola superior de música é uma instituição que dá a ver, com especial 


clareza, que o “bom gosto é uma forma poderosa de controle social” (Becker 1998:108). A 


frase de Howard Becker encerra uma visão sociológica que esvazia o fenômeno do gosto 


da substância que o senso comum lhe atribui. Falar de bom gosto é falar de 


reivindicações de uma sensibilidade superior, ou do privilégio de uma educação refinada; 


inversamente, o mau gosto pode ser “explicado” por deficiências na sensibilidade ou na 


distribuição social dos benefícios da educação e cultura. Estamos, pois, em território de 


diferenças e conflitos que, freqüentemente, tiram sua força do fato de se apresentarem 


como puramente estéticos e, portanto, desvinculados do terreno social (Bourdieu 1982). 


Por outro lado, explicações economicistas – correntes em alguns ambientes sociais – 


fazem a redução do gosto à estrutura de classes, sem qualquer preocupação de 


investigação empírica.  


Ao lidar com as fronteiras do gosto musical, lidamos obrigatoriamente com a  


                                                           
2 Os termos “povo” e “popular” são ambíguos. Designam ora a totalidade de um grupo étnico ou nacional (o 
povo brasileiro), ora as classes inferiores de uma sociedade estratificada (opondo-se, então, a elite). Os 
estudantes da escola superior à qual faço referência provêm em geral das classes médias da sociedade. A 
“música popular” que tocam, compõem e ouvem também não é, necessariamente, a das classes populares.  
3 O Instituto Villa-Lobos oferece os seguintes cursos: Licenciatura em Educação Artística – Habilitação em 
Música; Bacharelados em Canto; em Instrumentos (Clarineta, Contrabaixo, Fagote, Flauta, Oboé, Piano, 
Saxofone, Trompa, Violão, Viola, Violino, Violoncelo); em Composição, Regência e Música Popular Brasileira. 
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constituição e reprodução de uma hierarquia cultural – irredutível às hierarquias social e 


econômica. As escolas superiores de artes são instituições que reproduzem essa 


hierarquia. Asssim, as carreiras estudantis e os perfis culturais de estudantes não podem 


ser descritos como se fossem alternativas igualmente valoradas e igualmente disponíveis 


para quaisquer indivíduos. Esses, contudo, não são temas confortáveis em alguns meios 


culturais. Ao contrário, eles podem ser percebidos como irrelevantes ou impróprios.4  


A orientação básica da pesquisa provém da etnografia da música, tal como a 


concebem Alan Merriam (1982 [1964]) e Anthony Seeger (1992). A etnografia não define-


se pelo tipo de agrupamento social focalizado (tribos, aldeias, sociedades complexas), 


mas pelo fato de focalizar – pressupondo sua existência numa totalidade – os sons 


musicais, os atores sociais, outras objetivações culturais e formas expressivas, tais como 


mitos, ritos, instituições, movimentos corporais etc. Dessa proposta, retenho como ponto 


básico a convicção de que compreender a música é mais do que analisar os sons.  


Além da etnografia, outra contribuição teórica importante para o entendimento das 


fronteiras do gosto nas sociedades modernas é a “crítica social do juízo estético” 


(Bourdieu 1979), fértil no exame das crenças que sustentam os campos artísticos nessas 


sociedades. Ao mesmo tempo em que devolve o gosto à sua condição de fato social, 


criticando o economicismo, pode vê-lo não somente como realidade externa, objetiva, 


mas também como realidade subjetiva. Por isso, “os juízos mais pessoais são juízos 


coletivos” (Bourdieu 1982:164). Dado o tipo de investigação que faço, tendo como objeto 


sistemas de representações e carreiras de indivíduos dentro de uma instituição de 


formação de músicos, as tangências com a sociologia da cultura são importantes.5 


 
 


                                                           
4 O etnomusicólogo Bruno Nettl (1995), que escreveu sobre uma “típica” escola de música superior nos 
Estados Unidos, refere-se ao receio de abordar um assunto que pode soar outré. 
5 O termo “carreira” engloba tanto o conteúdo de um processo temporal que envolve transformação nos papéis 
e posições sociais do indivíduo quanto seu conteúdo moral, que diz respeito às avaliações e significados 
dessa transformação (v. a idéia de "carreira moral" de Erwin Goffman 1996).  
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Problemas de método 
 
 


1. Uma etnografia no campus 
 


A pesquisa de campo etnográfica focalizando frações das classes médias urbanas 


não é novidade na antropologia brasileira e seu desenvolvimento vincula-se, em boa 


medida, aos trabalhos de Gilberto Velho (1973, 1974, 1998, entre outros). Essa 


elaboração local, tributária da chamada Escola Sociológica de Chicago, ocorreu 


paralelamente a movimentos mais amplos da antropologia. Entre outros efeitos das 


mudanças promovidas pela etnografia praticada na própria sociedade do etnógrafo, 


registra-se a quebra da “assimetria arquetípica” entre pesquisador e pesquisado.6  


Dois feixes de questões emergem em conseqüência. O primeiro centra-se na 


crítica à chamada escrita “realista” que se consagrou desde Malinowski e outros (v. 


Clifford 1998). O segundo sobre o próprio conceito de cultura enquanto totalidade dotada 


de consistência interna, concebido em moldes funcional-estruturalistas. Nas palavras de 


George Stocking Jr.:  


 


“Na medida em que diminuíram as diferenças observáveis manifestas entre os 
povos, a cultura passou a ser perseguida nas frestas da homogeneidade 
avassaladora. Nesse contexto, houve uma percepção crescente do caráter 
problemático do conceito central em cujos termos a alteridade foi, durante muito 
tempo, interpretada por antropólogos”.7 


(1992:360) 
 


As sociedades contemporâneas passam por um processo de “suavização do 


contraste cultural”, concorda Clifford Geertz. Diante disso, “os antropólogos simplesmente 


                                                           
6 Em sua versão “clássica”, resumida por George Stocking, Jr. (1992), a pesquisa antropológica é uma 
atividade de cientistas euro-americanos de pele clara estudando outros povos, de pele escura. A mesma 
imagem, com ligeiras modificações, aplica-se à Etnomusicologia e ao Folclore Musical: o pesquisador com 
formação musical acadêmica e experiência social urbana recolhe canções entre camponeses e trabalhadores 
rurais.  
7 V. Stocking, Jr. (1992:360): “As the manifestly observable differences between peoples diminished, culture 
was pursued into the crevices of encroaching homogeneity. In this context, there was an increasing sense of 
the problematic character of the central concept in terms of which otherness had long been interpreted by 
anthropologists”.  
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terão que aprender a compreender diferenças mais sutis, e seus textos talvez se tornem 


mais sagazes, ainda que menos espetaculares ”(Geertz 2001:68).  


A pesquisa que apresento não escapa aos problemas inerentes aos dois feixes de 


questões, embora eu não procure resolvê-los por meio de experimentações na escrita e 


nos meios de representação da realidade cultural, o que tem sido advogado por alguns 


adeptos das etnografias pós-modernas. De qualquer maneira, as circunstâncias da 


pesquisa no campus evidenciam que o discurso etnográfico sobre os estudantes é um 


entre outros discursos quotidianamente produzidos, por colegas professores, 


administradores, alunos, que também têm como objeto diferenças internas ao alunado, 


hierarquias e conflitos estéticos. Mais claramente do que em outras situações, percebo 


que o relato etnográfico contrasta com outras percepções do universo estudantil da 


mesma instituição. 


Velhos problemas da pesquisa de campo persistem nessa experiência num 


pequeno campus universitário no Rio de Janeiro: como controlar a intervenção da 


subjetividade dos observadores? como generalizar a partir de informações fornecidas por 


alguns indivíduos? como lidar com a “fofoca” sem violar limites éticos e sem ignorar essa 


fonte de informações? Deve-se acrescentar que não “volto para casa” ao final de certos 


períodos bem delimitados. A atividade de pesquisa mistura-se, na prática, com a rotina, 


de tal forma que conversas com estudantes, no café, e perguntas em sala de aula podem 


converter-se em dados. O que escrevo é lido pelos colegas professores que são membros 


da comunidade científica, por superiores hierárquicos que respondem pela instituição e 


pelos próprios estudantes. Como as escolas são sensíveis à possibilidade de estarem 


sendo avaliadas, procuro deixar claro que não faço diagnósticos do ensino e 


funcionamento institucional. 8 


 
 


                                                           
8 Margarete Arroyo (1999), que fez pesquisa de campo em uma escola de música, observou o fenômeno da 
ansiedade dos dirigentes diante dos possíveis resultados da investigação. 
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2. Representatividade da amostragem 
 
A pesquisa de campo envolve, além da observação, entrevistas com alguns 


alunos, a partir de um roteiro flexível. Paralelamente, procuramos obter uma visão 


panorâmica da população estudantil com base em fichas de alunos na Secretaria e nas 


Informações Estatísticas que mostram o total dos estudantes em cada curso, a cada 


semestre, distribuídos por sexo. Constituímos, ainda, um banco de dados a partir de dois 


questionários, o primeiro aplicado em 1999 a 157 alunos dos diversos cursos, o segundo 


em andamento.9 


Amostragem é uma manifestação específica de um problema maior da 


investigação científica, que tem correspondência com a figura da sinédoque: trata-se de 


eleger a parte que representa adequadamente o todo. O problema da amostragem afeta, 


pois, não só a escolha de casos, de indivíduos a serem entrevistados, de canções a 


serem analisadas etc., mas qualquer descrição, já que, em qualquer representação de 


processos culturais por meio da escrita, partes são incluídas e partes “esquecidas” ou 


subtraídas (Becker 1998:67; v. Clifford 1998 sobre a descrição etnográfica como 


sinédoque ). Isso não significa que não se possa ser exaustivo – a descrição de um 


universo deve ser exaustiva, isto é, deve ser coerente com a regra de inclusão/exclusão 


estabelecida durante a análise.  


Há também o problema de delimitar o todo que será representado pela amostra 


(Becker 1998:70). A totalidade dos estudantes é sempre um conjunto provisório, pois os 


alunos transitam entre as várias condições possíveis no percurso entre o ingresso e a 


formatura ou abandono de curso. O número total de estudantes que freqüenta 


regularmente os cursos do Instituto Villa-Lobos é estável durante alguns meses, no 


máximo, de sorte que as amostras não podem ser calculadas em termos numéricos 


absolutos. 


A amostragem aleatória do questionário é contrabalançada nas entrevistas com 


indivíduos escolhidos conforme um planejamento geral da investigação e o 


desenvolvimento de questões específicas. Essa combinação de dois tipos de amostras 
                                                           
9 O primeiro questionário foi elaborado por Vera Maria Alves de Andrade, que escreveu sobre as atividades 
profissionais dos estudantes (Andrade 1999). 
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atende à preocupação de focalizar estudantes com interesses e histórias variadas, 


evitando-se circular apenas entre os que têm maior visibilidade (por motivos que variam 


muito) para os pesquisadores.  


 
 


3. Tipos, tribos ou perfis? 
 


Os estudantes dizem, às vezes, que reconhecem as “tribos” do campus: a palavra 


assinala a percepção de diferentes estilos de vida e preferências musicais, bem como de 


tendências ao estabelecimento de relações mais intensas e contínuas entre determinadas 


pessoas. Mas não creio ser correto falar de subculturas no interior da população 


estudantil. A identidade de estudante de música é compartilhada e o estabelecimento de 


relações mais ou menos transitórias não encontra barreiras intransponíveis nas diferenças 


entre estilos de vida e opções estéticas. São constituídas e desfeitas, continuamente, 


relações de amizade e amorosas que se convertem em relações musicais e profissionais. 


O que as caracteriza, contudo, é sua relativa fluidez (o conceito de rede social, de Clyde 


Mitchell, 1969, é aplicável).  


Isso não significa que não se percebam regularidades, a partir das quais elaborei 


os “perfis” apresentados adiante. O termo foi escolhido para evitar a confusão com tipos, 


categorias de pessoas elaboradas a partir de um certo número de traços compartilhados. 


Os perfis não agrupam indivíduos empíricos. Além disso, a tipificação exige que se 


ignorem as complexidades de cada indivíduo mediante a redução a traços básicos que 


tem em comum com outros indivíduos.10  Nessa operação, podem ser jogados fora 


elementos importantes para a análise das vocações, sua constituição, confirmação ou 


frustração, em trajetórias específicas. 


Os perfis aproximam-se mais dos tipos ideais de Max Weber, construções de 


pensamento que não resultam de uma média de traços empíricos observados. Sua força 


não está na generalização a partir da média de casos individuais, mas na generalização a 


partir da especificidade dos fenômenos (v., a respeito da distinção entre tipo ideal e tipo 


                                                           
10 Quando se fala da “mulata” como tipo brasileiro, agrupam-se indivíduos do sexo feminino em função de 
poucos traços, como a cor da pele e certa sensualidade (idealizada, atribuída). As mulheres que 
correspondem ao tipo são diferentes quanto a um sem número de aspectos.  
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obtido a partir da média, Weber 1998:127).11 Trata-se de uma forma de conceituação 


própria das ciências humanas, que apresenta um quadro ideal, não-contraditório, dos 


eventos. É uma utopia que se obtém acentuando imaginariamente certos elementos da 


realidade: 


 


“Obtém-se um tipo ideal mediante a acentuação unilateral de um ou de vários 
pontos de vista e mediante o encadeamento de grande quantidade de 
fenômenos isoladamente dados, difusos e discretos, que se podem dar em 
maior ou menor número ou mesmo faltar por completo, e que se ordenam 
segundo os pontos de vista unilateralmente acentuados, a fim de se formar um 
quadro homogêneo de pensamento. É impossível encontrar empiricamente na 
realidade este quadro, na sua pureza conceitual, pois trata-se de uma utopia”. 


(Weber 1998:118) 
 


Nesse sentido, não é um fim, mas um meio para o exame da realidade empírica. 


Como os perfis de que falo se referem a pessoas e não a processos e instituições (que 


constituem a exemplificação de Weber), o caráter de síntese imaginária os torna 


semelhantes a personagens de ficção: 


 


“...as personagens têm maior coerência dos que as pessoas reais (e mesmo 
quando incoerentes mostram pelo menos nisso coerência); maior 
exemplaridade (mesmo quando banais; pense-se na banalidade exemplar de 
certas personagens de Tchecov ou Ionesco); maior significação; e, 
paradoxalmente, também maior riqueza – não por serem mais ricas do que as 
pessoas reais, e sim em virtude da concentração, seleção, densidade e 
estilização do contexto imaginário, que reúne os fios dispersos e esfarrapados 
da realidade num padrão firme e consistente”. 


(Rosenfeld  1976:35) 
 


                                                           
11 Diz o autor: “A diferença entre conceitos genéricos simples, que apenas reúnem as características comuns 
a diversos fenômenos empíricos, e os tipos ideais genéricos [...] é fluida nos pormenores. Mas nenhum 
conceito genérico possui, enquanto tal, um caráter ‘típico’, como também não existe um tipo ‘médio’ 
puramente genérico. Sempre que falamos de grandezas ‘típicas’ – como na estatística, por exemplo – 
encontramos algo que é mais do que um mero termo médio. Quanto mais se tratar de classificações de 
processos que se manifestam na realidade de uma forma maciça, tanto mais se tratará de conceitos 
genéricos. Pelo contrário, quanto mais se atribui uma forma conceitual aos elementos que constituem o 
fundamento da significação cultural específica das relações históricas complexas, tanto mais o conceito, ou o 
sistema de conceitos adquirirá o caráter de tipo ideal. Porque a finalidade da formação de conceitos de tipo 
ideal consiste sempre em tomar rigorosamente consciência não do que é genérico, mas, muito pelo contrário, 
do que é específico a fenômenos culturais” (Weber 1998:127).  
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Perfis 
 
 


1. O devotado 
 


Chamo “devotado” ao estudante que desenvolve uma atitude de devoção à 


música, que se manifesta como devoção a um instrumento, ao canto ou à composição: é 


a concentração dos esforços num determinado tipo de prática musical que define o perfil. 


A relação que o devotado mantém com a música envolve sacrifício, disciplina e, no limite, 


sofrimento (físico e psíquico).12 


A atitude de devoção que caracteriza esse perfil pode estar presente em músicos 


de orquestra, grupos de jazz ou qualquer tipo de conjunto. Mas tem relação com a 


trajetória que conduz ao desempenho do papel de solista. As expectativas de uma 


carreira de solista são mais comuns entre violinistas, pianistas, cantores, saxofonistas etc. 


– isto é, entre intérpretes para os quais existe volumoso repertório de solos ou que 


praticam gêneros musicais que demandam a atuação de solistas (como o jazz, a canção 


etc.). Assim, há mais chances de se encontrar entre esses a atitude devotada. 


A devoção implica na renúncia a atividades que possam roubar tempo da prática 


musical. O devotado enfrenta longas horas de estudo diário – freqüentemente solitário – 


que parecem intoleráveis para outros estudantes. Ele avalia seus colegas a partir de seu 


próprio standard, motivo pelo qual eles aparecem, muitas vezes, como desleixados, 


pouco preocupados com o domínio técnico e com a superação de dificuldades.  


A valorização dos esforços concentrados e a auto-exigência de desempenho 


excelente têm como conseqüência a necessidade de estudo intenso e continuado, 


imprescindível para conjurar o medo do erro que compromete a qualidade da 


performance. O medo de errar é proporcional ao risco ao qual o músico se expõe: o do 


concertista é maior que o de instrumentistas que tocam em uníssono com os colegas. A 


responsabilidade pela performance do solista recai sobre seus ombros, individualmente. 


                                                           
12 No contexto de sua análise do recital, observando a ansiedade e o esforço físico de instrumentistas e 
cantores, Henry Kingsbury também serviu-se da imagem da devoção: “The word ‘devotion’ would also be 
appropriate to their roles as musical perfomers” (1988:134).  
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Também é grande o risco do compositor que submete sua obra ao público e à crítica. 


Com isso, tende a ser alta a aposta de um estudante devotado.  


Se as ambições se frustram, produz-se o ressentimento que Bernard Lehmann 


(1998) identificou nos instrumentistas parisienses a quem o sistema pedagógico prometeu 


uma carreira de solista, mas que acabam nas fileiras das orquestras. Kingsbury, nos 


Estados Unidos, fala de algo semelhante, o “sentimento anti-orquestra” dos estudantes do 


conservatório que já estão engajados profissionalmente em uma orquestra: o 


compromisso com o conjunto é encarado como ameaça ao desenvolvimento individual 


(Kingsbury 1988:54).  


Ao contrário de outros profissionais da música que podem satisfazer-se com os 


bastidores, o devotado define-se como músico cuja prática culmina numa exposição 


pública individual, na performance ou na representação de sua obra de compositor.  


O desenvolvimento técnico e expressivo muito especializado gera estudantes que 


não desejam “perder tempo” com atividades que não estão diretamente relacionadas ao 


objeto de sua devoção. O curso na escola superior pode representar, então, uma 


sobrecarga de tarefas divorciadas do objetivo do estudante.  


 
 


2. O versátil 
 


O versátil é quase a imagem no espelho do devotado: toca vários instrumentos, 


canta, faz arranjos, dirige espetáculos musicais, dá aulas, monta ou compõe trilhas 


sonoras e jingles. Sua máxima pode ser “não recuso trabalho”, como ouvimos de um 


aluno. Considera que a especialização fecha seus horizontes estéticos e profissionais. A 


versatilidade pode manifestar-se como disposição para experimentar repertórios musicais 


e tipos de atuação profissional variados. Com isso, o versátil tem, necessariamente, 


familiaridade com a música popular e maior intimidade com o campo da produção 


industrial.  


O versátil tende a ser atraído pelos cursos de Licenciatura em Educação Artística 


e Música Popular Brasileira; não está ausente dos cursos de Composição e Regência. 
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Mas raramente procura os de instrumento e canto, que solicitam concentração dos 


esforços numa direção.  


A carreira escolar do versátil pode alterar seu perfil: afinal, escolas de música em 


nível superior, por mais afastadas que estejam do modelo oitocentista do conservatório, 


guardam algo de sua missão de inculcar a devoção à música. Por isso, o ingresso de um 


versátil num curso de instrumento ou canto, quando ocorre, pode dar lugar a uma 


mudança de rumo. Conhecemos um estudante de violoncelo que tocou violão em grupos 


de música popular e guitarra em uma banda de rock, antes de entrar na escola de música. 


Após várias experiências profissionais distantes do mundo das artes, escolheu o curso de 


violoncelo por acreditar que sofreria menos concorrência. A escolha ainda estava ligada à 


lógica da versatilidade, mas o percurso escolar fez com que seu esforço se concentrasse 


num único instrumento. 


A versatilidade é uma estratégia consciente de inserção no mercado, mas não 


seria correto associar o versátil ao profissional orientado para o mercado, em oposição ao 


devotado, orientado para a arte. Assim apenas repetiríamos uma dicotomia que é parte da 


ideologia carismática ou “romântica” da arte. Ambos têm preocupações com o mercado e 


ambos desenvolvem concepções estéticas. Para o devotado, entretanto, igualar arte e 


trabalho é profanar o culto à música. 


O versátil encontra menos eco na instituição escolar porque sua não-


especialização não constitui virtude reconhecida nos meios musicais acadêmicos. Por 


isso, pode sentir necessidade de defender-se de uma eventual estigmatização 


destacando a presença de um elemento unificador de suas várias habilidades – seu estilo.  


O versátil é, geralmente, um profissional autônomo que só mantém vínculo 


empregatício durante períodos curtos. Seu pragmatismo diante do mercado tende a 


afastar, como sonhos fantasiosos, aspirações ao estrelato. Ao mesmo tempo, identifica-se 


com os bastidores de maneira positiva e valoriza os ofícios da fábrica musical que 


geralmente estão ocultos do público: arranjo, produção musical e outras tarefas 


requisitadas em estúdios de gravação.13  


                                                           
13 Luciana Requião (2001), em pesquisa sobre o professor de música que atua em aulas particulares e 
escolas livres, apresenta diversos depoimentos interessantes com relação à versatilidade. O baixista Adriano 
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3. O entrepreneur  
 


O entrepreneur caracteriza-se pelo pragmatismo e preocupação com as formas de 


inserir-se de maneira rentável no mercado. Encara sua relação com a música como um 


meio de ganhar a vida que atende aos ditames da vocação, mas que não pode ser 


avaliado apenas em função disso. As aspirações de estabilidade financeira são 


assumidas como uma ambição legítima. A máxima do entrepreneur é “eu tenho o pé no 


chão”, como ouvimos dizer um estudante.  


Como o sentimento de vulnerabilidade financeira é comum entre estudantes que já 


são ou serão músicos profissionais, o que distingue esse perfil é o desejo ostensivo de 


transformar a música em atividade financeiramente rentável. O entrepreneur reclama da 


acirrada concorrência em certos setores e da condição subalterna do músico na indústria 


cultural. Queixa-se também dos músicos que não “estudaram” (não estiveram em escolas 


de música) e tornaram-se astros da noite para o dia. Revolta-se diante dos “filhinhos-de-


papai”, jovens que não precisam trabalhar e têm o privilégio do diletantismo.  


Dentre os valores constitutivos da identidade desse músico, estão o “realismo” e 


certo desprezo por divagações estéticas. Quando toca na noite, não enfeita a vida boêmia 


com o glamour que ela costuma ter para certos setores da sociedade. Preocupa-se com a 


administração de sua carreira e valoriza o tino para negócios, qualidade praticamente 


ignorada pelas escolas de artes.  


O entrepreneur assume as tarefas de oferecer seus serviços e negociar contratos. 


Por isso, tem não só tino comercial como a disposição de desbravador que elabora e 


executa projetos especiais na área da música, para os quais busca patrocínio e 


divulgação. Também oferece serviços de musicografia por computador, monta pequenas 


empresas de produção de CDs, cria grupos de repertório não-convencional. Como se vê, 


desenvolve alguma versatilidade, aliando várias competências técnicas, musicais e 


outras. Com isso, ainda que tenha restrições estéticas à música de sucesso midiático e 


                                                                                                                                                                                 
Giffoni diz: “ser competente é estar apto a trabalhar no maior número de situações profissionais possíveis”. O 
presidente do Sindicato dos Músicos, Vitor Neto, observa: “hoje você não pode mais ser o saxofonista. Você 
tem que fazer um curso de como operar mesa de som (...) tem que produzir... dar aulas. Acho que hoje você 
não pode mais ser só o músico instrumentista, tem que fazer muita coisa”. 
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fácil comercialização, não se recusa a praticá-la, pois precisa manter-se em sintonia com 


a demanda. 


 
 


4. O eleito 
 


O entrepreneur opõe-se, sob diversos aspectos, ao eleito. Este escolhe as mais 


valorizadas carreiras no campo da música – compositor ou regente – e não sente-se 


pressionado a ingressar no mercado de trabalho, pois sua família dispõe de recursos 


econômicos e apóia a escolha de um(a) filho(a) que se dirige para um campo artístico. A 


perspectiva do eleito é dedicar-se aos estudos durante bastante tempo, no Brasil ou no 


exterior, dando continuidade à sua formação musical em cursos de pós-graduação. As 


carreiras de instrumentista exercem pouca atração sobre o eleito, que também não se 


inclina pelo magistério, assim como não sofre ansiedade diante da perspectiva de ganhos 


instáveis. 


Oriundo de famílias que aliam recursos econômicos e culturais – e é precisamente 


aí que reside sua eleição –, esse perfil caracteriza-se ainda pela iniciação precoce à 


música por meio de professores particulares, frequentação de músicos, concertos e 


ambientes intelectuais. Sua curiosidade é ampla e abrange outras áreas artísticas além 


da música, como teatro, cinema e literatura.  


O eleito não tem, necessariamente, identificação com determinado estilo ou 


repertório musical e cultiva certo ecletismo como via de construção de uma carreira 


individualizada. Se a religião da arte rege as escolhas do devotado, se o pragmatismo 


rege as do versátil e do empreendedor, são as determinações subjetivas, atribuídas à 


personalidade, que governam o projeto do eleito. Dentre todos os perfis, o do eleito 


singulariza-se por desconhecer as pressões financeiras sobre o desenrolar da carreira.  
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5. O adepto da música popular e das fusões 
 


A escola de música da UNIRIO atrai um bom número de estudantes que são ou 


desejam ser músicos, porém não querem estar limitados ao estudo da chamada música 


erudita. O contato com esse universo estudantil permite delinear o perfil de um praticante 


de música popular, geralmente crítico do eurocentrismo e da hierarquização de 


repertórios vigente no establishment escolar.  


Deve-se observar que sua defesa da música popular baseia-se em critérios que 


não são estranhos ao mundo da música erudita: invocam-se os valores de originalidade 


da criação, alto nível da técnica, complexidade da fatura, autenticidade da expressão. Ao 


mesmo tempo, o adepto da música popular identifica problemas e carências na formação 


do músico erudito, tais como dependência da partitura e incapacidade de improvisar.  


O nacionalismo cultural arraigado nos meios artísticos brasileiros e a tendência a 


tomar popular como sinônimo de nacional podem manifestar-se nas escolhas desse 


músico. Sua adesão à música popular faz-se acompanhar da preocupação constante com 


a manutenção da qualidade. Tem aversão à massificação e aos fenômenos de 


redundância e comercialismo que caracterizam a indústria cultural. O adepto da música 


popular identifica-se com certos repertórios: samba, choro, MPB e bossa-nova. Os três 


primeiros passam por um processo de “canonização” ou “classicização”, no Brasil, que 


está relacionado com a criação de cursos superiores de música popular. A bossa-nova, 


por sua vez, está associada, desde sua gênese, à sofisticação musical e a segmentos 


intelectualizados da classe média.  


Portanto, os repertórios de um adepto da música popular e de um músico erudito 


são diferentes, mas eles compartilham valores estéticos. Não surpreende a relativa 


facilidade de integração do estudante adepto da música popular ao ambiente da escola. 


Ele encontra eco em alguns de seus professores e, seguramente, no projeto pedagógico 


do novo curso de Música Popular Brasileira.  


 



user

Highlight



user

Highlight



user

Highlight



user

Highlight







 Elizabeth Travassos 


Actas del IV Congreso Latinoamericano de la 
Asociación Internacional para el Estudio de la Música Popular 


 


15 


6. O “brincante” ou entusiasta do folclore 
 


Brincante – aquele que brinca – é palavra corrente na fala popular da região 


Nordeste e designa aqueles que dançam, cantam, representam e se divertem divertindo o 


público nas muitas danças dramáticas da tradição popular. O renascimento do interesse 


pela música folclórica, nos anos 1990, tem forte ligação com o mundo estudantil. É nesse 


contexto que surge, na escola de música, um entusiasta do folclore que se engaja em 


produções musicais-teatrais inspiradas nos espetáculos populares. Característico desse 


perfil é o ideal de combinar a atividade artística com pesquisa de campo e bibliográfica 


sobre o folclore.  


Convém sublinhar que estamos lidando com estudantes oriundos de segmentos 


das classes médias. O entusiasmo pelo folclore é parte da crítica ao modo de vida 


burguês, o que não deixa de recordar certas manifestações de contracultura dos anos 


1960. O brincante venera as raízes, aquilo que há de profundo e sólido na cultura 


brasileira, partilhando, com o adepto da música popular, certas inclinações nacionalistas.  


O entusiasta do folclore encontra pouco apoio na escola, pois os repertórios que 


elege não são considerados, no Brasil, apropriados para músicos profissionais: quando 


muito, são fonte de inspiração para compositores. A escolha do folclore pode causar 


estranheza, dentro do campus, quando não gera suspeitas de falta de disposição para 


estudar.  


O brincante procura imprimir a seus produtos e performances a espontaneidade 


própria da festa popular. Os espetáculos de que participa terminam, invariavelmente, 


numa roda alegre onde dançam e cantam artistas e público, juntos, numa espécie de 


communitas. Valorizam-se empreitadas coletivas reunindo músicos, atores, dançarinos, 


artistas plásticos, pesquisadores. Coerentemente, teatro musical, circo e ópera são os 


veículos privilegiados de expressão, tomando o lugar dos recitais. Valorizam-se também 


as ocasiões de expressão liberta da necessidade de “fazer perfeito” que impera no mundo 


da música de concerto e, a seu modo, no show business. A desestetização é compatível 


com os anseios políticos e morais do brincante, que fala da necessidade de conhecer o 


Brasil e resistir à homogeneização cultural e à falência de valores no mundo 


contemporâneo. 
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7. O músico de congregação religiosa 
 


Trata-se de um fiel de igreja protestante que teve iniciação musical na igreja e nela 


atua profissionalmente (com ou sem remuneração, pouco importa). Pode estar ligado 


também ao mercado musical especializado em música sacra. De qualquer forma, a igreja 


ou a religião tendem a absorver o interesse musical. 


Todos os repertórios musicais são classificados por esse músico em dois blocos 


opostos: “música sacra” e “música do mundo”. Os critérios usados na classificação são 


doutrinários e estéticos. Os traços básicos desse perfil são a ênfase na música vocal e na 


prática musical congregacional (ritual ou de entretenimento), restrições ao virtuosismo e 


concepção funcional da música.  


Deve-se levar em conta que pesa sobre algumas igrejas evangélicas a suspeita de 


não fornecer formação musical adequada e de incutir preconceitos contra músicas 


profanas. Isso, aliado à necessidade de defender-se do estereótipo do “crente” – uma 


imagem negativa, caricatural, arraigada nas classes médias cariocas, e que visa mais o 


protestante das camadas populares –, explica porque são discretos os estudantes que se 


dedicam integralmente à música sacra em igrejas protestantes. A instituição escolar 


praticamente ignora sua opção. 


O músico de congregação religiosa está convicto de que Deus está na origem 


tanto de sua escolha individual como da própria música. A descoberta da vocação é o 


reconhecimento de um talento dado por Deus, que deve ser retribuído com trabalho e 


estudo. O músico com esse perfil tem, ademais, uma visão transcendente da natureza 


mesma da música. Valorizada por seu potencial de educação e mesmo de salvação das 


almas, ela torna seus praticantes responsáveis pelo desempenho de funções básicas 


dentro dos cultos e na vida comunitária. “Eu acredito na divindade da música. Deus é um 


ser cercado por música”, explicou-nos com desenvoltura um aluno do Instituto Villa-Lobos.  


 
 


*** 
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Os sete perfis foram traçados basicamente a partir de repertórios musicais 


(folclore, música sacra, MPB/samba/choro/bossa-nova), de atitudes (concentração ou 


dispersão, pragmatismo ou gratuidade para com a música) e do modo como se combinam 


preocupações estético-musicais e outras. Ao elaborá-los, tivemos em mente recobrir as 


tendências mais importantes que observamos nas trajetórias dos estudantes de música. 


O entusiasmo pelo folclore, por exemplo, não pode deixar de ser observado porque 


constitui uma tendência que renova um ideário estético-político com longa história na 


cultura brasileira. Entretanto, a prática de repertórios folclóricos corresponde, em termos 


estatísticos, a uma fração bastante pequena dos estudantes consultados por questionário. 


Assim, não é a representatividade numérica da tendência que justifica a elaboração de 


um perfil.   


Tipos ideais são recursos que permitem ao investigador retornar ao mundo 


empírico para investigar processos históricos singulares. Minha descrição dos perfis, da 


mesma forma, encerra este texto, mas não a pesquisa sobre as vocações de estudantes 


de música, que prossegue com a tentativa de delinear mais nitidamente esses perfis e 


esboçar outros.  
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Carole Gubernikoff, também por e-mail, sobre os Conservatórios Universitários como New 
England Conservatory, Julliard School, Mannis, Manhattan, e tantos outros, diz que têm testes de entrada 
dificílimos e são frequentados por orientais, sulamericanos, africanos, árabes... E pergunta: «Porque discutir 
uma única maneira de formar músicos (se é isto que queremos) se cada instituição pode formular seu curso de 
acordo com o seus objetivos e sua identidade»? Isso nos leva a concluir que «quando se democratiza o acesso, 
o perfil do aluno terá de ser atualizado e teremos de nos adaptar». 

Com as novas diferenças sociais — que separam fisicamente, mas unificam ideologicamente — e 
o esgotamento das possibilidades de mobilidade social para a maioria da população (cf. DAYRELL, 2005, 
p.24), estudar a música surge como uma possibilidade de interferir na cena cultural com produções musicais 
independentes que poderão se aproveitar das realizações históricas da ciência musical.

6. A ilusão biográfica

Muitas histórias da música baseiam-se principalmente nas biografias dos compositores, e beiram 
a hagiografia. Como diz Bourdieu (1986), «a história de vida é uma dessas noções do senso comum que 
entraram de contrabando no universo científico». Se partimos do princípio que «o real é descontínuo, formado 
de elementos justapostos sem razão, todos eles únicos e tanto mais difíceis de serem apreendidos porque 
surgem de modo incessantemente imprevisto, fora de propósito, aleatório”, 

tentar compreender uma vida como uma série única e por si suficiente de acontecimentos 
sucessivos, sem outro vínculo que não a associação a um ‘sujeito’ cuja constância certamente 
não é senão aquela de um nome próprio, é quase tão absurdo quanto tentar explicar a razão de 
um trajeto no metrô sem levar em conta a estrutura da rede. 

Nesse sentido, só se poderia atestar a identidade da personalidade, como individualidade 
socialmente constituída, a custa de uma “formidável abstração”, com a função de confirmar uma suposta 
predestinação dos compositores, ignorando a construção social das identidades.

7. Pós-escrito

Longe de se pretender uma conclusão, o que se propõe aqui é refletir sobre valores musicais numa 
perspectiva humanista e de democratização do cânone — ainda que a pesquisa estética e a aristocracia do 
gosto tenham estado sempre a serviço da distinção. 

Sem ignorar que a lógica comercial ameaça toda e qualquer produção independente e que a 
concorrência, “longe de diversificar, homogeneiza”, sabemos também que a busca do produto omnibus tende 
a difundir, “frequentemente na mesma hora, o mesmo tipo de produto que possibilite lucro máximo e custo 
mínimo”, a difusão comandando a produção (in BOURDIEU, 2001). 

Como diz Rios Filho (2010): ser compositor de música de concerto contemporânea no Brasil, na 
América Latina, na África e nas Filipinas, já é ser “outro”, desarticulando a questão do exotismo, uma vez que 
nesses casos as noções de “outro”, de “hegemonia”, de “centro” e de “periferia” ficam confusas e assim, pode 
ser superado o medo de contaminação modernista pelo kitsch, o popular, o primitivo, o pop e a mídia.
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O que se coloca é a necessidade de um projeto pedagógico que saiba por um lado transformar 
o saber erudito em saber escolar; e por outro, muita música dita “popular”, digna de estudo em sala de aula, 
permance ignorada pelas grades curriculares.
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