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Resumo: Hugo Riemann (1974/1898, p. xxi) comenta que, no século XVI, Fulda, Gafurius, Tinctoris, € mesmo antes, Vitry,
Franco de Cologne e Garland eram todos tedricos-compositores. Isso indica que a pratica musical de uma época, ainda que
elitista, e sua teoria andavam juntas. Esta comunicacdo tenta compreender como a pratica musical esta ligada as teorias no
mundo contemporaneo. Palavras-chave: etnomusicologia, hegemonias, legitimacao do canone, porosidade de fronteiras,
transferéncias culturais.

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

Abstract: Tradug@o do resumo para o inglés, caso o trabalho seja em portugués ou espanhol. (fonte Times New Roman,
tamanho 10, espaco simples, indentagdo de 2 cm a esquerda e justificado a 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, € aceitar uma hegemonia que se concentra cada vez mais atras dos muros dos campi
e dos conservatdrios superiores, € quando um curso de “musica popular” ¢ introduzido, isso ¢ feito sob uma
propaganda enganosa que finge ignorar a porosidade das fronteiras e busca estabelecer um certo tipo de
musica popular como nova hegemonia.

O abismo entre o capital cultural dos estudantes e os programas das escolas superiores de musica
ndo escondem um didlogo de surdos entre professores, estudantes e pesquisadores em geral. A universidade
ndo tem a vocagdo do conservatorio; pelo contrario, mais do que preservar uma determinada tradicdo, ela
tem a vocacdo de ser “um microcosmo de todo o saber humano” (HARTKE, 1985), aberta a toda e qualquer
manifestagdo musical. O problema é que o quadro teodrico ja vem politizado a priori. Se se quer estabelecer
uma linha evolutiva da musica europeia aristocratico-burguesa, pode-se chegar a Erich Korngold e o cinema
de Hollywood: os patrdes que outrora encomendavam concertos, dperas e sinfonias, hoje comissionam, e
pagam muito bem, trilhas sonoras.

Oromantismo de uma “resisténcia” pode enganar. Supde-se lutar contra o «mal» com uma educacao
cada vez mais burocratica, num fenomeno analogo a «violéncia simbolica» de Bourdieu, e a politizacao dos
conteudos ameaca «naturalizar» estruturas que sdo na verdade ideoldgicas. Os etnomusicologos sdo os que
podem impedir a eliminagdo das historias locais e nacionais, em oposi¢ao a natureza multinacional do Capital
— isso que pode ser a verdadeira luta contra o «maly: a pratica do switching que ndo ignora o papel da musica
na construc¢do das realidades sociais (PELINSKI, 1997). ¥
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Ramon Pelinsk

Etnomusicologia en la edad posmoder*

"No es dificil ver que el nuestro es un tiempo agmiento y un periodo de transicién
hacia una nueva era....La frivolidad y el aburrimie que perturban el orden
establecido, el vago presentimiento de algo desadnpson los heraldos del cambio
que se aproxima(G. W. F. Hegel)

1. La condicion posmoderna

No necesitamos estar particularmente alertas parabservar que las condiciones
materiales del capitalismo tardio estan cambiandordmaticamente nuestros
modos de vida. Manifestaciones de ello son la expidn de las nuevas tecnologias
de la comunicacion, la informética, el almacenamiea digital, la apertura del
ciberespacio (que hasta en el Vaticano ha operadoa especie de
cibertransusbstanciacion), la reestructuracion detapitalismo, las luchas por la
reinvidicacion de las diferencias, la inmigracion yos desplazamientos
demograficos. Ya no hay fronteras claras entre culras territorializadas y
culturas deterritorializadas. Nuestra sociedad actal esta transida de hibridacion.
Nuestro campo de trabajo funde y confunde la aldeeon el ciberespacio.

El fracaso del comunismo y, en general, el colapde la politica de clases "ceden
terreno a una gama difusa de 'politicas de la ideittad™, basadas en las
diferencias étnicas, sexuales o de género de grupeicionalmente humillados
gue luchan por obtener la igualdad (Eagleton 199&ii, 24). Nuevas teorias
proliferan para articular estas transformaciones palerosas que impulsan el
pensamiento contemporaneo a pensar - con mas dudase certezas- el nuevo
milenio.

El objetivo de este texto es mostrar como algunaggas posmodernas han afecta
las perspectivas tedricas, los objetivos y las ctieses de la etnomusicologia
reciente. Mi presuposicidon es que algunos textosemusicolégicos
contemporaneos han ganado en sofisticacion tedrigagder critico y relevancia
social en la medida en que se han emancipado de Wisculos (tal vez opresivos)
gue habian mantenido tradicionalmente con la etnofjia y la musicologia. Dichos
textos, liberados de una identidad disciplinar, busan una inspiracion mas bien en
las teorias posmodernas del posestructuralismo, debscolonialismo, del
posmarxismo y de la critica feminista.

Dado que el posmodernismo significa cosas distintpara personas distinas que
viven en medios culturales diferentes, es necesapeesentar - aunque fuera
sucintamente - aquellas ideas del posmodernismo gparecen haber tenido méas
repercusion en la ethomusicologia reciente.

Como ha sucedido también en otras disciplinas humésias, las ideas que fundan
el pensamiento de la etnomusicologia actual, provien en gran parte de la
apropiacion, algo tardia, de teorias europeas de pguerra: la Escuela de
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Frankfurt con Adorno en particular, los estructuralismos linguistico y
antropolégico de Jakobson y Lévi-Strauss, los pogascturalismos de Foucault,
Deleuze, Derrida y Lacan, Gramsci y el posmarxismde Althusser, la sociologia
de Bourdieu, y, en fin, la nueva historia de Le Gd&fVeyne y otros.

De una manera u otra, todos estos discursos esté&lacionados entre si. Comun a
ellos es el desafio a los relatos magistrales yalzantes, esto es, a las ‘grandes
narrativas' de la llustracion, del hegelianismo, demarxismo, etc, que pretenden
ser fundacién ultima para legitimar la creencia erel progreso histérico y en el
poder emancipador de la razon. Dichas teorias immglan una visién eurocéntrica
del mundo, un canon artistico y académico unidimer@nal, y formas ocultas de
dominacion patriarcal que sustentan relaciones rastas, sexistas, homofébicas, y
clasistas. Comun a los discursos posmodernos es taém apoyar las politicas de |
local y particular, favorecer posiciones de plurablad y diferencia y presentarse
como defensores de la diferencia racial, sexual yné&a (Giroux 1992: 29-55).

Las teorias posmodernas asumen una posicion relasta : culturalmente,
desafian las posiciones etnocéntricas en nombre gdliralismo;
epistemologicamente, sostienen que "las teorias peen en el mejor de los casos
perspectivas parciales sobre sus objetos, y que totkpresentacién cognitiva del
mundo se reduce a construcciones linguisticas e alégicas (Best y Kellner 1991
4). Para el posmodernismo, como para Nietzsche, hay hechos, sino
interpretaciones (aungue siguiendo a Eco cabria pear que toda interpretacion e
interpretacion de algo...) Asi, para el posmodernmso, el conocimiento no es
objetivo y neutral (positivismo), 0 emancipatorio fharxismo), sino mas bien
indisociable de regimenes de poder (Foucault).

El posmodernismo rechaza la idea moderna de un 'setp racional unificado' en
favor de un sujeto social y lingtisticamente decematdo y fragmentado (Foucault),
gue seria mas bien una construccion artificial deidcurso, una simple 'posicion de
sujeto’, un mero 'efecto del lenguaje, del deseadgl inconsciente' (Best and
Kellner 1991: 5, 42). El 'yo' es cada vez una entd diferente: el sujeto no habla ¢
lenguaje, sino que es hablado por él. Somos habladoor el discurso de las
instituciones. En esta revolucién copernicana, elgto pierde su status ontoldgicc
su lugar es ocupado por diferentes teorias de losig el sujeto es mera funcién. El
posmodernismo elimina al sujeto como lugar y origedel discurso.

Si el sujeto posmoderno no es origen del discurse donocimiento, y el mismo
pensamiento no es mas que una construccion lingii¢st, nos encontramos frente
una ‘crisis de la representacion’ (o de la referemalidad) que, grosso modo,
consiste en eliminar la identidad entre las palabmy las cosas. Por esta razon, el
estudio cualitativo de los fendmenos sociales castgia primeramente en el analisi
de formaciones discursivas, esto es, de diferensastemas de significacion o
'textos' vinculados a la expresion verbal (Tel Quégl cuyo andlisis se puede llevar a
cabo sin postular un sujeto activo, creador o prodetor. La lengua no es una
objetivacion individual sino colectiva, que existendependientemente del sujeto
significante. Para los téoricos idealistas (o pamtaualistas) del posmodernismo no
existe una distincion entre discurso y realidad: alliscurso es la realidad y
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viceversa, (para parodiar a Hegel). El Unico sabesignificante proviene de las
formaciones discursivas, como sitios de la lucha pel poder mediante la
produccion de sentido. Para ellos, todo discurso ltural es discurso politico.

Dado que el discurso es un sistema lingiistico gee autovalida, - un sistema que
confirma la relacién de la realidad proporcionada r quienes la utilizan
(Foucault), la construccién de la verdad esta as@ma con sistemas de poder cuy
operaciones y contradicciones dialécticas puederr skescubiertas por el método
de la desconstruccién (Subotnick 1996). Si toda tea esta caracterizada por la
topicalidad, esto es, si, como atestigua Slavoj 2iz "la teoria es siempre parte de
la conjuncién en la que interviene (....), un momea de la totalidad que es su
‘objeto™ (Zizek 1994: 182), una de las tareas daldesconstruccion es justamente
contrarrestar los efectos de esta topicalidad quar@enazan naturalizar las
estructuras ideolégicas (Krims 1998: 321).

En fin, puesto que la significacién no esta dadars que es construida por la
experiencia del receptor, el pensamiento posmoders@ empefa en comprender
experiencias que conducen a la construccion de lalgetividad. Tales experiencias
son a menudo corporales - esto es, preldgicas e gamatas- y constitutivas de los
procesos cognitivos.

Entre las teorias posmodernas que han informado laroblematica de la
etnomusicologia contemporanea, destacan - mas allél posestructuralismo y del
posmarxismo-, las criticas postcolonial y feminista

Los tedricos del poscolonialismo (Memmi 1991; Fanal®88, 1989; Fernandez
Retamar 1995; Saed 1978, 1989, 1993; Freire 1977i%k 1987; Minh-Ha 1989;
Bhabha 1994; Savigliano 1995, y otros) se proponéescolonizar el discurso que
ha construido al Otro criticando las ideologias impicadas en su invencion. Para
utilizar una expresion feliz de Johannes Fabian (B3) sobre los antropoélogos,
podriamos decir que la mayor parte de las veces da&tnomusicélogos no hablan
con el Otro; hablan del Otro entre ellos.' Los disgrsos poscoloniales
desconstruyen las implicaciones politico-conceptuesd de las dicotomias que las
potencias coloniales han producido, a fin de ejercbegemonia sobre un Otro
supuestamente inferior, exotico, irracional, margiml. Los poderes coloniales lo
han inventado, y pretenden representarlo, para exptarlo mas eficazmente en
nombre de los grandes relatos totalizadores del Odente. Orientados hacia la
racionalizacion universal, el progreso industrial yla expansion de los mercados,
estos relatos erradican las historias locales o nanales para proponer un destino
comun unificado para toda la humanidad - que serigor cierto, el de la
civilizacion Occidental, y erradican las historiadocales o nacionales

Para el pensamiento poscolonial, la dicotomia cemtsperiferia pierde sentido en
un mundo de redes multiples en el cual los antiguagntros devienen maoviles y
excentricos. Hoy el centro es ndbmada. Ello no pueder de otra manera en una
época de migraciones, desplazamientos, mestizajangealizado,
multiculturalismo, identidades complejas y lealtads dispersas. En estas
condiciones emergen una literatura, un arte y una fsica poscoloniales com
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nuevas formas de resistencia y nuevas sensibilidadeara oponer tradiciones
locales a la naturaleza multinacional del capitalEstas expresiones artisticas se
valen de estrategias de significacion y gramaticae oposicion, basadas en el code
switching, sincretismo e hibridacion frente a las dkersas formas de hegemonia
econdmica (Lipsitz 1994: 31).

Anélogamente a la vision del Otro de las teorias pooloniales, la critica feminista
exige el reconocimiento de los derechos de las nm@e a representarse a si misms
en aquellos dominios de la vida de los cuales fuerexcluidas por un patriarcado
gue usurpo sus funciones significativas y represeativas, erradicando su
presencia historica (McClary 1991, 1993; Citron 198;.Solie 1993; Cook y Tsou
1994). Las diferencias de género son concebidas @oonstrucciones culturales,
politicas y simbdlicas que crean relaciones asimétas de subordinacion - lo
masculino es hegemonico con respecto a lo femenirmbe las cuales las mujeres
buscan emanciparse. El género como categoria anal@&, mas aun, como
paradigma de la nueva musicologia, ha protagonizada investigacion musical
desde mediados de los afios 80, cuando la (etno)makigia comenzo a abandone
la insularidad de sus estudios positivistas para aiose a debates corrientes en las
ciencias sociales y humanas sobre la experienciarhana, la constitucion de la
subjetividad, las politicas de la identidad, de laepresentacion y del poder, el
papel de la musica en la construccion de realidadesciales, etc.

A la critica feminista se une la critica gay y leshna (Brett, Thomas y Wood,
1994) en el empeiio de proponer una aproximacion athativa al estudio del
hecho musical, que tome en cuenta la subjetividacedaquellos 'Otros' que han
sido tradicionalmente menospreciados, excluidos yoltados por la historia
musical.

De este modo, las teorias posmodernas del poscaddismo y del feminismo
contribuyen a situar las politicas de la representadn discursiva de la identidad
étnica y de género en el centro del debate musialtico.

2. La etnomusicologia en la edad posmoderna

La ethomusicologia actual, lejos de temer el dialogcon estas ideas, se nutre de
ellas para articular nuevos problemas, en los quaimusica, mas alla de buscar su
identidad en rasgos sénicos, simboliza pensamientpgracticas politicas, sociales
y culturales de nuestro tiempo.

Si bien es cierto que los debates actuales de lasmaologia - en particular de la
musicologia norteamericana - estan inofrmados porgrspectivas posmodernas
(Kramer 1992, 1993; Tomlinson 1993; Pasler 1997)8a hipérbole afirmar que la
etnomusicologia contemporanea esta colonizada pear teoria posmoderna. Por
una parte, en gran parte del mundo no se dan las diciones materiales que
promueven reflexiones posmodernas; y en aquellasgienes donde tales
condiciones se dan, hay un lastre histérico que aeamudo se opone a reteorizar
nuestro campo de estudios. Por otra parte, pertene@l concepto mismo de
posmodernidad el reconocimiento del pluralismo deshdencias epistemoldgicas y

http://www.candela.scd.cl/docs/pelinski.t 03/11/2011



user

Highlight



user

Highlight

Metzeltin



user

Highlight

Didier



user

Highlight





Pelinski: Etnomusicologi:a Pagine5 del7

discursivas que responden a aspectos particulares ¢h realidad musical. En
consecuencia, lo que en el curso de esta disertaciamaremos, por razones de
operatividad, "etnomusicologia posmoderna” no denara sino aquellas
tendencias emergentes protagonizadas por algunos:emusicologos que
trascienden los limites de categorias intelectualescibidas para elaborar nuevos
teorias inspiradas en la ‘condicion posmoderna.’

2.1. Mdusica e identidades sociales

En las dltimas décadas, los etnomuscoélogos han pias$o especial atencién a las
diferencias de género (critica feminista, gay y lbg&ana) y de edad (teorias sobre
las musicas populares de los jévenes).

La concepcion de un sujeto fragmentado y artificiahente construido como una
funcioén del lenguaje, la nueva aproximacion al heahdiferencial del género
rechaza la vision esencialista de una identidad @sica y constante, en favor de
una vision de las identidades como procesos dinarog; complejos, frecuentemen
reinterpretados, generalmente imaginados, y sujetasnegociaciones coyunturale

Por otra parte, entre identidad y musica existe uwinculo privilegiado: la musica
posee el poder de ofrecer a la gente la experienciarporal de sus identidades
Imaginadas en el momento de la performance (Frith@96). La performance no
reenvia a un sentimiento de identidad que estarieettas (0o mas arriba, o debajo)
de la performance, sino que es la realidad misma d& identidad. Para Turino, la
ejecucion musical 'no es puramente una afirmacionobre identidad y
cosmovision, sino que es mas bien la esencia deaf@macion’ (Turino 1989: 29).
Dicho de otra manera: 'hacer masica no es una manaie expresar ideas; es una
manera de vivirlas.' (Frith 1996). Ademas, pensar ge la performance no es
simbolo de cosas externas a ella, sino esas mism@sas manifestadas como
performance, es un retorno hacia una fenomenologi#e las cosas mismas
(Friedson 1996: xi-xvi)

Al disolverse la oposicion colonial de centro-perdfria, los limites entre los
territorios étnicos y las fronteras entre las musias, la oferta musical de imagenes
identitarias es ilimitada en su diversidad: se extinde desde las musicas
territorializadas que configuraron las primeras ficciones identitarias de nuestra
infancia hasta el flujo global de las musicas mediaadas que tanto pueden
Imponernos las ficciones identitarias del colonizamt, como permitir que veamos
en la masica del Otro aspectos (y espectros) de stra propia identidad.

Probablemente no hay texto ethnomusicolégico conteragineo que no trate
aunque sea implicitamente los procesos de constrit identitaria. Para no
mencionar mas que un par de ejemplos: Para Turinda construccion de
identidades "implica procesos creativos continuosuee cuestionan la concepciones
esencialistas de la cultura y la identidad" (19933). Asi, entre los indios de
Conima (Peru) que emigran a la ciudad de Lima, emeen nuevas identidades
sociales: en lugar de la identidad Unica de su comigad de origen, los indios
construyen una identidad nueva que sintetiza elemé&rs montafieses,
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comportamientos urbanos, cultura internacional defock, etc. Por su parte, M.
Stokes (1994) muestra como la construccion musiadl lugar imbrica cuestiones
de etnicidad e identidad.

La contribucién particular de la etnomusicologia da comprension de las
relaciones entre musica e identidad se distingue pbaber mostrado a nivel globa
gue los conceptos, comportamientos y musicas quersicionan directamente cor
el género son construcciones culturalmente variabdgSarkissian 1992: 345;
Koskoff 1989; Herndon y Ziegler 1990; Robertson 199). Por lo demas, tanto el
feminismo como la musicologia gay y lesbiana (Brett994; Cusick 1994) han
contribuido a promover el debate sobre cuestione®otemporaneas que han sido
ignoradas por la (etno)musicologia tradicional, tads como el papel del género, del
deseo, de la subjetividad y de la experiencia persal de la masica y del cuerpo en
la constitucion de la identidad.

2.2. Globalizacién y localismo, diaspora e identidh

El problema de la construccion de identidades cultales vuelve a plantearse en
aguellos textos cuyo objeto principal es la relaciodialéctica entre globalizacion y
localismo: el posmodernismo desencadena el poderlddocal, regional,
idiosincréatico para homogeneizarlo globalmente baj¢éa forma de World Music.
En efecto, la condensacién del tiempo histdrico, empequefiecimiento del espacio
geografico, y la promiscuidad de sonidos proveniees de lugares distantes,
inspiran aquellos estudios que examinan criticameatlas estrategias de fusion y
confusion de sonidos y sentidos locales, y la citatidon de sonidos y sentidos enti
audiencias locales y transnacionales en un mundo ehque las culturas
auténomas, homogéneas y autocontenidas dentro derterios soberanos con
fronteras bien demarcadas, son entidades e identidas en vias de disolucion
(Guilbault 1993a; Lipsitz 1994; Mitchell 1996).

Los estudios sobre globalizacidn y localismo est@articularmente enfocados
hacia cuestiones politicas y estéticas de las m@sdransnacionales y de las
diferencias culturales que ellas implican, hacia ldialéctica entre
homogeneizacion y diversidad, y hacia las categosigpastiche, nostalgia) que
caracterizan la produccién de la "World music", etc (Erlmann 1993: 3-15; 1994;
1998: 12-21).

La globalizacion de la industria musical -en partialar aquella que produce la
World music, suscita también problemas de identida@n relacion con el
imperialismo cultural, y la creacién o confirmaciénde un espacio local propio
(Guilbault 1993b; 1996). Segun George Lipsitz (199), las transformaciones de
la musica popular involucran cambios en la poéticy la politica del lugar. A pesatr
de la globalizacion de los medios de produccién edlistribucion, y a pesar de su
caracter viajero, las masicas populares contempordas refuerzan y a la vez
sabotean los vinculos con su lugar de origen. Bigne la comunicacion musical
intercultural trae recuerdos de colonialismo (exo8mo, racismo), las condiciones
emergentes de la globalizacién estan cambiando eptEnorama: a pesar de la
integracion global, las identidades locales no dgsarecen.
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Por otro lado, en un tiempo de heterogeneidad, hilacion, y multiplicidad, y en
un mundo interconectado, en que el capital operaescala global, las identidades
territorializadas en perspectivas locales tienen lposibilidad de abrirse a las
identidades diasporicas que les ofrece la globalizan.

En fin, gracias a la interconexion de practicas musales y discursivas en un
mundo globalizado y mediatizado, el objeto de estimlde una etnomusicologia
posmoderna resulta mas complejo - una complejidadug reside menos en la
materia sonora que en su situacionalidad social. @w luego veremos, esta
complejidad resulta particularmente evidente en elrabajo etnografico.

2.3. El cuerpo en la musica

La participacion del cuerpo en la formacion de sinificaciones preldgicas y
prediscursivas es uno de los temas centrales delspoodernismo en su critica a la
moral cristiana, a la racionalidad moderna y al obgtivismo cientifico. Esta critica
tiene que ver con la represion del cuerpo en la duka Occidental y con el rechazo
del mismo como medio de conocimiento en la dicotoanCartesiana de cuerpo y
espiritu.

La busqueda secular de sentido racional y abstracidetras de la superficie
sensible de la musica ha desviado la atencién ds laspectos corporales de la
musica, visiblemente ausentes en los discursos nuaddgicos institucionalizados.
Por el contrario, la centralidad del cuerpo en la smprension de la masica ha sido
constantemente acentuada por las llamadas 'musicgias alternativas': estudios
en musica popular, estudios de musica y género, técritica feminista
(Middleton 1983: 235-70; Brett 1994: 371; McClary 291: 23), etc. Estas
musicologias tienen en comun la cuestidén recurrentle como conceptualizar el
cuerpo en cuanto condicién de posibilidad para todaxperiencia musical posible
(Walser 1991; McClary y Walser 1994). En particular la critica feminista apela a
la performatividad de la musica en cuanto 'la actubzacion de la musica por
cuerpos reales y voces reales que bajan la musica estratosefera para participar
en practicas cotidianas.' (McClary 1991: 417).

2.4. El impacto de las nuevas tecnologias de la aamicacion

La relacion privilegiada que la posmodernidad guard con los medios de difusién
masiva y las nuevas tecnologias de la comunicacida sido también objeto de
atencion por parte de los investigadores, particulanente por aquellos que
estudian las musicas populares. Dado que estos nmaxihan sido decisivos en la
creacion de una cultura de masas, los procesos deguccion, de difusion y de
recepcion han sido el terreno de investigaciones i@ularmente fructiferas para
el desarrollo de teorias.

Sabemos gue la comunicacién masiva tiende a reduddr experiencia de la
realidad a una experiencia de imagenes. En este 8do, la TV resulta el medio
mas tipico de la cultura posmoderna. Si los mediake comunicacion masiva
propagan simultdaneamente a nivel global representaanes (imagenes) que no ¢
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pueden distinguir de la realidad, podemos hablar d& insensibilidad creciente
publico que ve la TV y asiste a la realidad como psctaculo (Eco, Baudrillard).
En esta perspectiva se inscriben algunos trabajosig estudian la percepcion
distraida, diseminada, fragmentada (Benjamin) deldlevidente, una actitud que
representaria la estructura misma del conocimienty de la percepcion de fines di
siglo XX (Straw 1993). Por su parte, de Carvalho féexiona sobre los cambios de
sensibilidad que las innovaciones tecnolégicas prasan en la ejecucion y la
recepcion musical de los circuitos de consumo mualactual. Estas innovaciones
"provocan una constante renovacion de la percepciodel oyente de musica" y
propician un clima mediatico "que homogeneiza el ipacto sensorial de la
musica.” (Carvalho 1996: 25455). Mas aun, las nuevas tecnologias de grabacio
de reproduccion llevan a un gusto estandarizado, ezl que el control eletronico ds
la alteridad anula las diferencias entre las musica

Otros medios de comunicacion masiva, como la cagsetambién han configuradc
de manera especifica la produccién, difusion y repeidén de la musica popular
contemporanea (Manuel 1993).

2.5. La reconceptualizacion de la etnografia musita

La nueva etnografia musical se funda en reflexionesiticas que tienen por objeto
tanto la experiencia directa del trabajo de campogomo su representacion
interpretativa en la forma de textos.

2.5.1. Trabajo de campo

El trabajo de campo esta muy alejado de aquellas sibnes folkloricas cuyo objett
principal era recoger la mayor cantidad posible dgiezas para someterlas despu
a la clasificacion, descripcion, analisis y explicéon en el gabinete del
investigador. Las 'relaciones asimétricas' que elbntexto colonial crea en este tipo
de trabajo no pueden captar los aspectos interpersales humanos y
comprometerse en 'procesos interactivos personalegie reconocen los valores
especificos de las sociedades estudiadas (Barz wley 1997: 7, 11; Canzio 1995).
Para obtener una comprension intercultural inmediamente vivida, la etnografia
musical actual reconceptualiza el trabajo de campdyuscando nuevos modelos de
etnografia en una pluralidad de inspiraciones: lageorias feministas (McClary
1991, 1993; Koskoff 1987, 1993), la fenomenologi&tbn 1997, Friedson 1996), la
hermenéutica (Rice 1997), el dialogismo bakhtinian@-eld 1990), etc. En
particular el feminismo ha mostrado el caracter andocéntrico de lo que pretende
ser escritura genéricamente neutra (Babiracki 1997121-36)

En esta linea, las interrogaciones de la etnograffausical actual estan tefiidas de
posmodernismo: Aqué podemos conocer a través dehtrajo de campo sin
explotar a los detentores de la cultura investigadaAqué puede ofrecer la
etnografia musical al conocimiento del ser humana®qué obligaciones de
reciprocidad tiene el ethomusicoélogo frente a los iembros de la cultura que
estudia? (Clifford 1983; Barz y Cooley 1997: 11). @no observa Timothy J.
Cooley pasar del estudio de la musica como objetbestudio de la musica como
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cultura lleva a practicar una etnomusicologia reflgiva en la cual el investigado
no puede situarse fuera de la cultura como observadde una cultura
objetivamente observable. Dado que la subjetividadel investigador interfiere en
el proceso de su experiencia de la_cultura estudiadvivida), es necesario que
explicite su posicion epistemoléé% y el modo da selacion con la cultura
estudiada (Cooley 1997: 16-7; Kisliuk 1997: 23-44).

2.5.2. El Otro entre nosotros, o la etnomusicologiapatriada.

La critica protagonizada por los discursos poscolaales ha contribuido a
reorientar la investigacion etnomusicolégica haciaampos de trabajo mas
cercanos a la vida cotidiana del investigador. Estaorientacion recibe el nombre
de 'etnomusicologia repatriada’. Contrapartida de & etnoteoria, la
etnomusicologia repatriada surge implicitamente dediscurso poscolonial.
Postular el derecho de las culturas africanas o sathericanas a expresarse con su
propia voz, equivale a admitir que también las mindas étnicas de la ciudad en
gue vivimos pueden atraer la atenciéon del investigir musical. La ‘fantasia
pastoral' de una cultura exética - pura y lejana- omo objeto de estudio, es un
residuo de la escuela de Berlin (Musicologia compaata), para la cual la busqued
de universales era mas importante que la comprenside la especificidad de una
cultura musical a partir de un contacto inmediato on ella. Si la extrafeza del
Otro es ya mi propia extrafieza, mas vale repatriael objeto de mi estudio. Esta
perspectiva tiene la ventaja de aguzar la mirada jana del etnégrafo con la
certeza inmediata del ‘insider’

Las exploraciones en direccidén a una 'etnomusicol@urbana’ han sido
protagonizadas por Adelaide Reyes Schramm ([1979992), quien propone como
objeto de estudio las minorias étnicas en el contexurbano de las grandes
ciudades. M. Slobin (1993) ofrece un estudio prognaatico de las practicas
musicales - diversas y complejas, que las subculag minoritarias mantienen en
las grandes ciudades, cultivando lazos intercultutas en redes transnacionales y
transétnicas, en las cuales lo global sigue impliedo lo local.

La etnografia musical urbana que tiene por objetoleestudio de practicas
musicales populares es un terreno en el que se digiuen particularmente los
estudiosos anglosajones (por ejemplo I. Chambers, Rliddleton, S. Cohen, J.
Shepherd, A. Goodwin, S. Frith, L. Grossberg, y muwos otros). Entre ellos, P.
Manuel (1995) ha enfatizado las 'inclinaciones infientes' entre las subculturas
urbanas y la estética posmoderna.

En fin, un aspecto particular de la repatriacion dela etnomusicologia es la
consideracion de la propia tradicion musical erudia como objeto de estudio
etnomusicoldgico. (Kingsbury 1988; Jeffery 1992; N 1992a; 1992c; 1995).
Podriamos denominar esta tendencia como 'autoetnorsicologia’, una tendencia
gue se distingue por reconocer al yo como alteridath propia identidad como
diferencia. En efecto, un criterio para evaluar lgpertinencia de una descripcion
socio-musical de las musicas del Otro, seria aplita a nosotros mismos
(Rosaldo).
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2.5.3. Crisis de la autoridad etnogréfice

La critica de la construccion colonial del Otro hacomportado una crisis de la
autoridad etnogréfica. Esta crisis se manifiesta,ggun J. Clifford, en el hecho de
gue el Primer mundo ya no es origen y fundamento deerdad antropoldgica.
Vivimos mas bien en una situacién de comunicaciénde contacto intercultural en
la cual los procesos de interpretacion son recipros (Clifford 1980; 1983: 119;
1988). En una situacion de etnografia generalizadks autoridad etnogréafica esta
distribuida entre el etnomusicdlogo y sus colaborames de modo que entre ellos
establece un vinculo de reciprocidad (Clifford 1983 Mas alla del intercambio de
informaciones sobre las respectivas culturas, esténculo es uno de los
fundamentos éticos de la comprension interculturatomo proceso de ‘fusion
dialégica de horizontes' (Gadamer) culturales,

Tradicionalmente, era el ethomusicélogo quien 'deaila Gltima palabra’ sobre une
cultura musical determinada. Hoy, sabiendo que el tto, a quien describimos, es
en gran parte fruto de nuestra construccion intelemial, nos preguntamos quién
esté legitimado para tomar la palabra en representdaén de quién, cudl es el papel
del etnomusicélogo en la descripcion e interpreta@n de una cultura y cudl el del
colaborador autoctono que nos hace el don de su cpatencia cultural. La
problematica de la representacion y de la autorida@s particularmente visible en
la produccién y recepcién de peliculas y videos bon 1992; Dornfeld 1992)

2.6. Nuevas politicas de la representacion

El posmodernismo ha incentivado la reflexién sobra adecuacion y la legitimidac
de nuestros medios para representar (textualmentdg Alteridad cultural (Barz y
Cooley 1997:1). Una de las repercusiones del dissorposcolonial en la
etnomusicologia actual es, en efecto, el reconocamio de que representar la
cultura del Otro, pasa necesariamente por las categas mentales del
investigador. Lo que importa es admitir la accion @l filtro cultural y no pretender
presentar el propio discurso como 'reflejo fiel' dda cultura del Otro.

El elemento de subjetividad es inevitable y solam@llega a ser un obstaculo par
la adquisicion del conocimiento del Otro, si no seeconoce su existencia, haciendo
pasar por lo tanto la representacion subjetiva powerdad objetiva. No se trata,
pues, de encontrar simplemente lo que uno quiere eontrar y después contarselo
a todo el mundo...El sujeto del discurso debe, puadentificar su posicion social e
intelectual para poner en evidencia las relacionete poder involucradas en sus
palabras. Desde Orientalism de Edward W. Saed (197810 podemos negar que el
Otro es el resultado de una construccion ideologiaen la que interviene toda clase
de filtros, con un sistema de proyecciones, rechazg discriminaciones
generalmente interiorizados.

La subjetividad del investigador juega un papel dasivo en la reconceptualizaciol
de la etnografia musical. En lugar de ofrecer desigciones puramente objetivista:
y 'cientificas' que pretenden explicar la mdsica aouna conceptualizacion
racional y logica, el ethnomusicélogo involucra sysropios sentimientos y
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Pelinski: Etnomusicologi:a Paginell del7

reacciones emotivas en sus reflexiones sobre la espncia del campo. El objetc
de la basqueda no es el objeto musical, sino mashila masica en cuanto cultura,
esto es, la musica comprendida desde la experienpersonal, directa, corporal,
cinestésica. Mientras el etndgrafo moderno se sitbha en un punto fuera de la
cultura, desde el cual representaba al Otro, y acégba el paradigma cientifico
segun el cual la cultura seria objetivamente obseable, el ethografo posmoderno
trata de comprender su posicion frente la cultura studiada, explicitando sus
puntos de vista epistemologicos, sus relaciones darcultura y las personas que
estudia, etc (Barz y Cooley 1997: 16-7)

2.7. Representacién y hermenéutica

La emergencia de las teorias poscoloniales en etnasicologia coincide con un
retroceso de las posiciones formalistas, universstlas y estructuralistas, en favor
de un retorno de la hermenéutica fenomenoldgica (Be 1997: 101-20. Véase no
obstante Meyer 1960 y 1998) y de una atencion mayata construccion social de
significaciones. Tal es, por ejemplo, el paso de'f@imera’ semiologia musical
propuesta por Jean-Jacques Nattiez en |los afios sgea sus posiciones
epistemoldgicas actuales, en las que la hermenéatjaega un papel importante
(Nattiez 1990).

Una posicion cercana a los ideales del posmodernigras la de aquellos
etnomusicélogos (por ejemplo Friedson 1996; Rice 9B) que apelan a diversas
metaforas de la fenomenologia hermenéutica de EdmdnHusserl, Martin
Heidegger, Hans-Georg Gadamer, y Paul Ricoeur. M&dla de las oposiciones
entre émico y ético, 'insider' y ‘outsider' - implicadas en la nocién de fronteras
culturales -, mas alla de la oposicion entre trabajde campo y escritura
académica, vivencia y representacion, el etnomusiogo aspira a disolver las
fronteras entre el Yo y el Otro, en una progresivausion de horizontes' culturales
(Gadamer). Por otra parte, nuestra condicion ontolgica de 'ser-en-el-

mundo' (Heidegger) tiene prioridad sobre el conocinento, la comprensiéon y la
interpretacion. La comprension preverbal precede laexplicacion, como lo hemos
experimentado frecuentemente en el trato con muasisale tradicion oral que no
poseen una teoria musical formalizada (Rice 199714 -5).

2.8. Retoricas de la representacion.

La crisis de la autoridad etnografica -vinculada da arriba mencionada crisis de
la representacion- y el 'epistemocentrismo’ que asttoncepto involucra, han
llevado a buscar nuevas estrategias retoricas pata representacion cultural que
van mas alla del estilo objetivista de escritura (&z y Cooley 1997: 38). En prime
lugar esté la nocién poscolonial de que la descrifdn etnografica y su
interpretacion implican la eleccion de estrategiadiscursivas acordes con el
contexto socio-cultural y los habitos discursivosella cultura estudiada. Asi, el
antrop6logo Renato Rosaldo cree que una disciplirgue opera a nivel global,
tiene que admitir estrategias retoricas en respuesta la diversidad de las culturas
con las cuales entra en dialogo. Se trata de inctl Otro en el discurso del
etnomusicélogo, sea apelando a recursos de escraugue enfatizan la palabra de
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lugareno, sea utilizando modos de representacioniaés a los de la culture
estudiada.

En consecuencia, los modos de representacion posraoth tienden a abandonar
el registro académico - objetivista y ‘cientificote escritura unidimensional para
experimentar con retdricas nuevas. Algunos (etno)nsicélogos enfatizan las
interferencias e hibridaciones entre musicas erudiis, tradicionales y masivas
desclasificandolas por medio de yuxtaposiciones procativas de textos. Por
ejemplo, McClary (1991), retne estudios sobre musis eruditas y populares en u

“mo volumen; Walser (1993: 57-107) sefala rasgds virtuosismo clasico en un
SO0 de guitarra eléctrica de heavy metal. Con tadeprocedimientos se pretende
democratizar el canon, minorizando las musicas mayes y mayorizarndo las
musicas menores. En otros casos, una proliferaciénasiva de citas, neologismos,
conceptos de la nueva filosofia francesa, etc, pnacen probablemente mas
abstraccion de lo que la musica tratada puede consur, como es el caso del
brillante estudio de Siciliano (1997) sobre musicpopular y posmodernidad.
Estrategias frecuentes son los cambios de registnarrativo y la mezcla de
géneros, los textos colaborativos, el dialogo, g¢hetexto, y la ficcion. Dichas
estrategias tienen en comun que todas ellas abrenposibilidad de varias lecturas
una vision multiperpspectivista de la realidad musial, el rechazo de verdades
absolutas y monoliticas, etc.

2.8.1.La mezcla de géneros

Something is happening to the way we think about #tnway we think, decia
Clifford Geertz hablando de la frecuente mezcla dgéneros en la escritura
intelectual y artistica de los ultimos afios (19820). Analogamente a la practica
musical contemporanea, el pastiche y el bricolagevaden la escritura etnogréafica
para desactivar posibles imposiciones de verdad la. Los discursos de la
etnografia contemporanea son discursos de pluralidacomo lo muestran la
polifonia de voces divergentes, la yuxtaposision deéneros literarios y, sobre todc
el perspectivismo epistemoldgico que los inspirauBsto que ya no existe un
paradigma unificador (como lo ha sido, por ejemploel paradigma antropoldgico
en la etnomusicologia norteamericana durante mas deeinte afios), hoy es posibl
para citar ejemplos evidentes, que téoricos postmestas de la musica popular
integren ideas de la semiologia (Tagg 1987; ShepHer Wicke, 1995), la cual, a su
vez, no desdefa el trato con la hermenéutica (Nati, 1994). Por otra parte, la
pluralidad de estrategias discursivas responde a arconcepcion del objeto de
conocimiento cuyas multiples facetas pueden adquiriuz propia mediante
recursos retoricos adecuados.

Los ejemplos de este nuevo modo de escritura setoiguen por su pluralismo
metodoldgico, una modalidad reflexiva que suspenda oposicion entre registro@
narrativos (diarios de campo, cuadernos de viaje,abcripciones etnograficas, etc.)
y, en fin, un estilo literario cultivado cuya lectwa seduce. Podemos citar entre
ellos a Lortat-Jacob (1990), Taylor (1998), y Savigno (1995, 1997), en cuyos
trabajos la invencion narrativa - con una mezcla needosa de dialogo, ficcion,
poesia, drama, teoria pura y dura, etc. -, y finuraeflexiva se alejan
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transgresivamente de la escritura académica para deubrir aspectos de la music
gue suelen pasar generalmente desapercibidos a ta@musicologia convencional.

2.8.2. Texto colaborativo

Todo trabajo de investigacion es empresa colectivan varios sentidos: tanto en lo
gue atafie a la productividad del dialogo intersubjgvo entre investigadores, comu
en lo que atafie a la actitud de reciprocidad con $oautéctonos, cuyas
informaciones son objeto de 'traducciones' negociad con ellos y presentadas en
forma accesible para su reapropiacion (Clifford 198: 518-32). La presencia de
diferentes voces en una investigacion no es accitinenfatiza la voz del
autéctono, quien puede eventualmente protagonizaalautoria del texto como
colaborador o coautor. Responde, ademas, a la inteidn de presentar diversos
puntos de vista, favorecer lecturas desde distintgmerspectivas (Bakhtin 1981) y
distribuir la autoridad etnogréfica entre investigadores y autdctonos informantes,
colaboradores o amigos, para que éstos tengan lagtulidad de controlar la
interpretacion de su propia historia. Tal es la esategia utilizada por Guilbault en
su estudio sobre el Zouk (1993a).

Otros ejemplos de este perspectivismo son el artioude Helen Koskoff (1993)
sobre el canto de Miriam, una mujer Hasid, que enelaza las perspectivas
descriptivas y analiticas del observador externoon la perspectiva de su
comunidad religiosa (los Lubavitcher) para terminarintroduciendo la dinamica
del poder que existe entre entre el observador y €ltro observado; y mi propio

reestudio de un cancionero castellonense, en el dos textos de tres
etnomusicoélogos 'outsiders' hacen contrapunto cow$ textos de dos lugarefios: L
danzante y un politico (Pelinski 1997b). En esta mara de trabajar, los
'informantes’ de la vieja etnografia se transformaren colaboradores y cautores,
y los 'etnomusicologos’, en audiencia activa y diagante.

2.8.3. Diadlogo

Didlogo es metafora hermenéutica para nombrar el mceso de comprehensién
mutua, interpersonal o intercultural, en el cual |a dicotomias de sujeto y objeto
tienden a desaparecer. Es el sitio en el cual lomlbgantes leen, debaten,
contradicen y critican libremente las practicas culurales, en un proceso de
relacion reciproca (Erlmann 1996: 11-2).

La metafora del dialogo expresa que, para obtenema comprension intercultural,
€S preciso reconocerse a si mismo (esto es, su maultura), reconocer al Otro y
dialogar con el Otro sobre la base de la Alteridadue nos constituye. Esto
significa admitir que 'yo es un Otro' (Rimbaud) ants de poder descubrir que ‘el
Otro es un yo' (Todorov 1989:49). En este dialogcadie tiene la tltima palabra,
ninguna voz reduce la otra a una simple condiciénedobjeto, y el otro es
reconocido como sujeto (Todorov 1982: 311).

La finalidad del dialogo es, pues, obtener una comg@nsion intercultural. Como
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toda comprension, se trata de una aproximacién, obhida de varias maneras i
través del dialogo, esto es, de una mutua correcnide la comprension por cada
participante hasta llegar a un acuerdo adecuado sobtoda interaccion particular
(Marcus y Fischer 1986: 29). En efecto, la tradictbhermenéutica reciente
(Gadamer, Ricoeur, Geertz) nos ha ensefado que corapder la cultura del Otro,
implica un dialogo continuo entre mis 'prejuicios'culturales y los del Otro, en
cuyo horizonte su diferencia aparece como una deslananifestaciones multiples
de la unidad del ser humano. La nocién de dialogism(Bakhtin 1981: 324-30)
remite a un discurso polifénico en el que voces difentes se entrelazan y se
orientan hacia la fusion de sus respectivos horiztes socio-culturales un objetivo
gue, aunque utopico, no debe ser descartado.

Hay que sefalar, sin embargo, que en el proceso Migico, la fusion de los
horizontes socio-culturales no implica la disolucid de la identidad cultural. En
efecto, la comunicacion intercultural puede de vaftse de un ‘lenguaje de contrast
perspicuo’ (Charles Taylor), esto es un lenguajereel cual nosotros
formulariamos ambas, su forma de vida y la nuestraomo posibilidades
alternativas en relacion con ciertas constantes huemas comunes a ambas un
lenguaje en el cual las posibles variaciones humanaerian formuladas de tal
manera que ambas, sus formas de vida y la nuestisgrian perspicuamente
descritas como variaciones alternativas.' (Taylor485: 125)

La metéafora del didlogo se ha utilizado en la etnousicologia con varias
connotaciones: como un intento de apropiacion de l&ermenéutica en el proceso
de comprensién de otras culturas (Rice 1997), en @wentido mas vasto, como
'didlogo de las culturas’, o, en fin, como estratég para la construccion de textos
(Ch. Keil y S. Feld 1994). Por su parte, en el Pastipt a la segunda edicién de
Sound and Sentimel (1990: 239-68) Feld, basandose en Bakhtin, plasmia
concepto dedialogic editingen cuanto negociacion entre el autor y los Kalusobre
lo que el libro dice de ellos. Aqui el dialogo esuytaposicion de voces, que abre
cuestiones sobre derechos, autoridad, y poder dentmlar lo dicho; es, en fin,
mostrar como los Kaluli interpretan la interpretacién que de su cultura hizo el
autor del libro.

2.8.4. Etnotexto

Otra forma retorica de descripcion etnografica esd representacion cultural
basada casi exclusivamente en la terminologia mualae los autdctonos. El
investigador deja de lado la subjetividad de sus ipetus hermenéuticos para dar
lugar a la voz del autéctono, a la cual se le atrilye una objetividad de la que
careceria la voz del investigador. Resultado de eststrategia con pretensiones de
objetividad cientifica, son los etnotextos que preponen el reconocimiento de
registros, niveles o modos tedricos propios de laslturas estudiadas (de Coppet y
Zemp 1978).

2.8.5. Ficci

En ciertos casos, las fronteras entre entre ficcionno ficcion, literatura 'y
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etnomusicologia, resultan borrosas. El etnomusicdo-autor produce una obra
literaria que describe situaciones y comportamient®atribuibles a las experiencia
de campo de un etnomusicoélogo. En este registro,damdose en las practicas y el
saber musical de comunidades indigenas imaginaridsprtat-Jacob (1994) escribe
un tratado ficticio de ethomusicologia. Se trata dan texto que no tiene por objet
una etnografia 'real’, sino una textualizacién de na larga experiencia personal d
trabajo de campo que produce una etnografia virtua{véase Geertz 1988; Okely
1992).

2.8.6. Representaciones globales de la musica.

Uno de los aspectos mas productivos de las teorfasscoloniales es la critica al
etnocentrismo arraigado en la historiografia de lanusica occidental. Esta critica
se ha plasmado en representaciones globales derassicas del mundo, que, por
otra parte, corresponden a transformaciones profunds de la practica musical
contemporanea. En efecto, hoy, las musicas homogésale pequefias
comunidades indigenas aisladas que solian ser olgetasi exclusivo de la
etnomusicologia ceden lugar a muasicas hibridas decedades urbanas. Los estilc
unitarios tienden a disolverse en el proceso de diseminacion global. Las musice
vigjan en el espacio y en el tiempo, acortan lasstiancias tanto espaciales como
temporales, abolen la separacion entre arte eruditp arte popular, entre
tradiciones orales y escritas, entre musica eruditdolklorica y masiva. La
'simultaneidad de todo con todo' (Jameson 1984) lla, a su vez, al pastiche como
forma adecuada de la expresiéon posmoderna. La prach de la composicion y de
la improvisacion posmodernas imagina constantementaievas fusiones y
confusiones entre musicas eruditas, tradicionalesmasivas. Estudiar la musica
hoy, es 'ocuparse de las mezclas' (Garcia Canclib®92: 11-2).

No es sorprendente, pues, que una etnomusicologiaréa a los cambios en la vida
musica actual, busque maneras de representar estaava situacion. Mientras
algunos etnomusicologos dan cuenta del impacto desimusicas occidentales sob
las musicas del mundo (Nettl 1985), otros documemtda recepcion de estas
musicas en el mundo actual. Ya en 1977 D. Reck ea@ba musicas tradicionales
y populares de Oceania, Asia, Africa, Europa y Améea. Con mayor o0 menor
éxito académico, empresas panoramicas fueron llevasla cabo por May (1988),
Titon con Koetting, McAllester (1992), y Manuel (188), sin olvidar World Music.
The rough Guide (1994.). Entre los proyectos comphensivos cabe notar también
World Music, editado por Simon Broughton y otros (P94), The Penguin
Encyclopedia of Popular Music, editada por D. Clarle, y la reciente Garland
Encyclopedia of World Music (1996-) proyectada enureve voliumenes bajo la
direccién de B. Nettl, J. Porter y T. Rice. El progcto mas vasto - y mas
largamente esperado - es The Universe of Music. Aigtory (ed. gl. Kuss 2000)
cuya ambicién es presentar en sincronia virtual upanorama de todas las music:
del mundo.

3. Conclusion

El tratamiento de las cuestiones discutidas en eststudio ha pretendido basars
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en los varios discursos del posmodernismo (posestturalismo,
descontruccionismo, poscolonialismo, etc) que prose reflexiones tedricamente
provocativas y estimulan la transgresion de las frtteras tradicionales de la
etnomusicologia. En efecto, la ethomusicologia aeluiende a integrar su discursc
en los contextos mas vastos de otros discursos,rséatos antropolégicos,
sociolégicos, filosoéficos, historicos, etc. Esta eqpura interdisciplinaria coincide

con las practicas musicales contemporaneas que sreker condensaciones de una
plétora de estilos musicales, un cruzamiento de agds y voces diferentes. El
discurso de la ethomusicologia actual es plural yofifénico.

Termino estas consideraciones con una serie de ecatdos que me parecen
resumir el objetivo que nos proponiamos, esto essaarecer la relacion existente
entre diversas tendencias de la etnomusicologia aat y los varios discursos que
pueblan el lenguaje del posmodernismo.

Hemos visto que ciertas expresiones de la etnomusmgia actual trabajan en
concordancia con ideas del pensamiento contemporangue constituyen debates
centrales en los movimientos llamados poscoloni&&minista y, en general,
posmoderno. Basadas en tales discursos, algunosdstigadores proponen nuevos
enfoques a la investigacion musical. Para lograr &sobjetivo, la etnomusicologia
se esfuerza por mantener una actitud reflexiva y ¢tica sobre sus propias
premisas tedricas. Al explicitar sus premisas, faldia el debate de ideas con otras
orientaciones de la investigacion musical, y asunuma actitud de dialogo con
disciplinas y tendencias afines.

La ethomusicologia en la edad posmoderna ve el pesidido 'discurso verdadero'
y 'las verdades absolutas' de la ideologia positsta como un valor
contextualmente variable, que depende de la posicid de los intereses del sujeto
investigador. Acorde con el cambio de paradigma ai¢ifico operado en el siglo
XX (Th. Kuhn), no ignora el papel de la subjetividal y el 'punto de vista' del
investigador en la constitucion del objeto de invéigacion y en la produccion de
los resultados de la misma.

Es improbable que las cuestiones precedentes huaarpodido ser planteadas
dentro de un paradigma enraizado en modelos totakzlores, verdades objetivas y
positivas, centradas en analisis musicales inmanest y claras clasificaciones de
géneros musicales y culturas, relaciones transpares entre estructuras musicale
y sociales, en un régimen disciplinario de verdadetnomusicoldgicas.

Sin desmedro de poseer perspectivas tedricas propig una historia distinta en el
concierto de las disciplinas académicas, la ethomaslogia posee vocacion
interdisciplinaria. Su tendencia a apropiarse crittamente del discurso de otras
disciplinas muestra que su sentimiento de identidag de jerarquia disciplinaria es
tan débil, que no le importa ponerse trajes ajenos condicion de que le queden
bien. En vez de moverse dentro de compartimentostascos, prefiere cruzar
fronteras y ensanchar la nocién de investigacion nsical, extendiéndola a todos
los sonidos que la gente utiliza - inclusive los di@ propia cultura - y a todos los
sentidos que la gente le otorg:
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La etnomusicologia ha abandonado, como innecesaripsimplistas, las
oposiciones entre '‘popular' y 'culto’, oral y esctiio, y la presuposicién que un
conjunto diferente de métodos y actitudes es necesapara el estudio de estas
categorias. Por el contrario, desclasifica estasasificaciones buscando un lengua
gue escape a la légica de las oposiciones binanmsa dar lugar a cuestiones de
complejidad, ausencia, diferencia y especificida&s decir, a cuestiones que
constituyen una amenaza para la hegemonia culturgllas narrativas magistrales
gue mantienen el canon de la musica erudita (Giroyx.992: 23; Marcus y Fischer
1986)

En fin, si la etnomusicologia es un campo de estodiatractivo, se debe, quizas
primeramente, a que esta transida por ciertos rasgodel mundo contemporpaneo
gue filésofos, antropdlogos y sociélogos describeamo el rechazo de paradigmas
autoritarios, la desconfianza hacia los estilos talizadores del conocimiento, una
perspectiva critica sobre sus presuposiciones tedais, y, por qué no, una
incertidumbre sobre su propia direccion como discifina (Marcus y Fischer 1986:
14-5). En este sentido, la etnomusicologia en laaggosmoderna podria ser un
esbozo de la musicologia del futuro, toda vez quegmo proponia Norberto
Bobbio para los investigadores, realice sus tareasn ambiciones, con seriedad,
con desinterés, con rigor y con autodisciplina.' Ea actitud no excluye sin
embargo que la etnomusicologia actual, al encontrae en una especie de
transicion hegeliana hacia un regimen transdisciptiario, podria disolverse como
disciplina con fronteras bien establecidas. Posmodezar la ethomusicologia seri:
entonces asumir el riesgo de incrementar el panteqgosmoderno con una nueva
fatalidad: la muerte de la etnomusicologia.

* Una primera version de este trabajo se publicd etndexxi (véase Pelinski 1997

Las teorias posmodernas tienen, desde luego, sugticos. Entre los mas finos cab
mencionar a Terry Eagleton (1996) y entre los masedpiadados a Alan Sokal y
Jean Bricmont (1999)
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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 tradigdo classica para democratizar
o canone e desvendar as estratégias conscientes de ocupagio desse campo cultural.

Estudar a musica hoje ¢ trabalhar com misturas e isso revela a vocacdo interdisciplinar da
etnomusicologia, que tende a “se apropriar do discurso critico de outras disciplinas, sem o sentimento de

identidade ou da hierarquia disciplinar” (ibidem).

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

E possivel identificar comportamentos pertinentes a cultura de massa desde o século X VI, quando
ja estava presente muito do que se considera tipico da industria cultural. Cervantes e Shakespeare estavam
igualmente sujeitos a publica¢cdes ndo autorizadas de suas obras, a paroddias e cOpias estenograficas, além
de perder o controle sobre o produto final, a partir do momento que deixavam um manuscrito nas maos de
um editor. A partir de entdo, todo o processo de edi¢do passava para as maos de um escriba profissional
(que corrigia os erros de ortografia e de sintaxe) e depois a impressdo, num processo analogo a alienagdo do
trabalho de Marx.

Outra caracteristica da cultura de massa, a impessoalidade das relagdes entre autor e publico, ja
ocorria no século XVIII, nos concertos publicos em Viena e na industria emergente de edigdo musical.

Uma novidade ¢é o principio da repeticdo que conduz o consumo de uma obra musical a uma
série de ocasides e possibilidades, «longe do controle do compository». Para citar apenas um exemplo, Haydn
reclamava em 1768 da dificuldade de compor uma cantata para um monastério austriaco, por nao conhecer os
musicos nem o local (SUPICIC, in ATLAS, 1985, p. 253). Foi a repeti¢io 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 musicos passaram de uma
ocupacdo semifeudal de servir a Igreja, a Cidade e a Corte para um livre-mercado essencialmente burgués de
empreendimento profissional, onde as leis de oferta e procura passam a influenciar a vida cultural e artistica.
Os compositoress independentes puderam entdo produzir suas obras sem recorrer aos recursos do mecenato
aristocratico, cada vez menos em fun¢do da nobreza. A producdo em série, que ¢ uma parte importante da
producdo industrial — e que foi sempre uma atividade rotineira da prensa desde Gutenberg — ¢ também
utilizada para denegrir a qualidade das produgdes contemporaneas.

Uma andlise menos rigida poderia facilitar a compreensao de pontos em comum entre a inddstria
cultural e a producdo artesanal. Hoje, as companhias de balé e de 6pera (assim como Le cirque du soleil ou
os bem elaborados videogames atuais) sdo comparaveis as produgdes do cinema de Hollywood e as pressdes
materiais sempre estiveram presentes desde a Renascenca e jamais paralisaram a atividade criativa. Com a
especializagdo progressiva do trabalho criativo, mesmo os compositores chamados eruditos raramente sdo os
intérpretes de seu trabalho, e dependem igualmente da linha de producdo para atingir seu publico.

Além do dogma da geragdo de novidades, a producdo de massa encoraja igualmente a
especializagdo. Trata-se, segundo Eco (2006, p. 50), de identificar «qual a a¢@o cultural possivel que permita
aos meios de massa transmitir valores culturais». A difusdo da musica classica esta amplamente adaptada as

modalidades comerciais € midiaticas da arte de massa.
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Introduction to the Special Issue: The
Ethnomusicology of Western Art Mus

Laudan Nooshin

In her 2001 article on the early music scene in Boston, Kay Kaufman Shelemay off,
what she hoped would be ‘useful insights into the collapsing musical boundaries
our changing world and the new agendas that might unite musical scholarsk
through a shared pedagogy and practice of musical ethnography’ (2001:1). She g0
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 Tomlinse
.(for eyfample, 1993), Leo Treitler (1989) and Peter Jeftrey (1992), all of whom ha
in various ways thematised notions of historical ‘Otherness’, as well as some of t]
con.trlbutors to the 1995 special issue of the Journal of the American Musicologic
Society on ‘Music Anthropologies and Music Histories’. As I discuss below, Shelemay
observation (citing her earlier 1996 article) that ‘On the ground, wherever schola
a?tually practice a musical ethnography, it is becoming increasingly difficult -
discern where boundaries conceptualized and named geographically can in fact |
drawn’ (2001:4) has especial salience for the articles presented in this themed issue «
Et.hn'omusicology Forum; this is symptomatic both of the trend towards ethnograpt
w1th}n musicology (that is, the musicology of western art music, or ‘historic
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’ In turn, this engagemel
with the familiar led to greater attention to what Bruno Nettl—i; his stud;g' of a
exempl.ar music school in the American mid-west—described as ‘the last bastion «
unstudied musical culture’ (1995:2): western classical music; unstudied, that is, fro:
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286 L. Nooshin

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). In 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 all 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 music. 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. In 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 music.
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 communities (see
Bohlman 1991; Brennan 1999; Finnegan 1989; see also Wachsmann 1981). Since the

early 2000s, 2 growing body of

literature has emerged, including several monographs-

Ethnomusicology Forum

and doctoral dissertations (see, for example, Beckles Willson 2009a, 2009b; Cott

2004; El-Ghadban 2009; Etherington 2007—and several other chapters in )KaI'tO]

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; Yosl)lih

2007), and this work is by no means the sole preserve of ethnomusiéol,o ists, 1
includes writings by music educators, performers, musicologists, anthropologgist; 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 lite-rature
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 iss
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 ¢
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
1nfor.matics, for instance?' Moreover, the correlates with cognate disciplines outs
music—media studies, history, anthropology, sociology, psychology, linguistics, and
on—can often be as strong as those between different areas of music studie;. Th
'corflments notwithstanding, and however one conceives the field of music studies a
1t§ 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 rrllethodological, if not disciplinary, convergence. Several scholars use the term. Stok
for instance, notes the recent ‘convergence of people working in different disciplis
aqd intellectual traditions on new musical subjects and objects’ (2008:207) a
Nicholas Cook, in a chapter in the same volume, observes that: .

‘t.l.(a\m?jor convergence of interests between musicology and ethnomusicology has
aken place, .allld [that] as a result there is as yet untapped potential for the sharing
or cross-fertilization of methods for pursuing them. (2008:51)

ﬁin i\;il:;lc;d f01.' s?ch'convergence, Cook cites both the 2000 joint conference of |
perean }?;11601 oglcal' Socu.ety', the Soc¥ety. for Ethnomusicology and other No;
B arly music SOClCthS., at which 1.t was often difficult to tell which soci
Heeaposo! bg a p}?ma_ﬂar session; and his experience of reading two docto
N am)if autt hor; in fllstmct fields of m'usic research but whose theoreti
(oproaches ar thriilf; 010 ologies ov.erl_apped significantly. As will be discussed belc
chnges vhin muSiC(l)llr(r)xe teéloa similar story‘r. Tracing some of the more signific:
weneth. ontary towargé'; thzkurli(c)l';e: tthed'Shl&[Ed)] in the closing decades of 1
) ' standing of music in its multiple cultu

‘c,(i)rl:':;xt;,f e‘:,nht;:-;cir:lg PI’O.dl.lCthI'l, performance, reception, and all other itivities
usic 15 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 came 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 of the 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
musicology to be in fact ethnomusicology’ cited by Cook from Lieberman 1997:200
[2008:65]). As distinctions of “insider’/‘outsider’ and self/other, on which the
musicology/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 18 pointless’
(2008:64). Amongst those who might concur one could list Nettl, John Blacking,
Jim Samson and Shelemay, the latter arguing strongly for a more integrated 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 ethnomusicologists 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 principle ‘a good thing, if not always possible. A somewhat different
perspective 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 article) as acting as a
‘marriage broker’ (2010:215). Instead, she asks whether, in ‘the wished-for
rapprochement between the subdisciplines of music scholarship’ (209), ‘Do we
perhaps give up too much of the rich and idiosyncratic patchwork of subdisciplinary
histories by suggesting such an integration? Do we suppress the agonistic pleasures of

© continuing inter-subdisciplinary dialogues? (2010:206). Instead, she propeses a
‘relational musicology’ which draws on the produ,ctive.‘tension of the ‘agonistic—

antagonistic’ mode of interdisciplinarity in which:
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. research is conceived neither as a synthesis nor in terms of a disciplinar
division of labour, but as driven by an agonistic or antagonistic relation to existiny
forms of disciplinary knowledge and practice. Here, interdisciplinarity springs frorﬁ
a self-conscious dialogue with, criticism of, or opposition to, the intellectual
aesthetic, ethical or political 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 impl
any overtly conflictual relations between emergent interdiscipline and pr?o)r]
disciplinary formation. Rather, with the agonistic-antagonistic mode we highlight
how this kind of interdisciplinary practice stems from a commitment or degsiregto
contest or transcend the given epistemological and ontological 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 practiées
shifts that are at once epistemic and ontological. (Born 2010:211) ’

In asking what a truly integrated field of music studies might look like, Bo
questions whether earlier promises of sub-disciplinary dialogue or integration (1
instance in Mark Everist and Nicholas Cook’s {1999] volume Rethinking Music), ha
delivered; she suggests that any such field would need to both ‘disruptfing] 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 anthropolog
sociology and history’ (2010:210) (some might argue that they have been doing t
latter for many decades).

Notwithstanding these ongoing and healthy debates about the relationsh
bfethefen the various musicologies, work on the ground clearly suggests that t
d?V1d1ng line between musicology and ethnomusicology (if we take that particul
binary) is less clear than ever. Scholars may continue to feel a sense of belonging aj
al}egiance to particular disciplinary ‘homes), but the work itself becomes increasing
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’§ observation almost two decades ago that ‘different domains within t
study of rpusic ... no longer simply co-exist, but rather interact to change the spat
construction of the field. No domain is spared from the approaches of its discurst
cohabitants—say, historical musicology from analysis, ethnomusicology from history,

musTC theory from cultural contexts’ (1993:435; emphasis added) seems particulal
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 person
j\v;;ershed'a:s I come to the end of my four-year term as journal co-Editor. Wh
Anc rew Killick and I gssumed co-editorship of the journal in September 2007, one

a1m§ was to provxfie a platform for work which crossed or contested disciplinal
boundaries, and we did this in various ways, including through themed issugs—f
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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 lan 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, [ have regarded as the somewhat artificial
boundaries between musicology and ethnomusicology was something of a mission.
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 music. Quite fortuitously, my appointment coincided with the
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 music. 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 came to ethnomusicology as a classically-trained
musician and for whom the study of ethnomusicology changed forever how I would
experience ‘my’ music. 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 cthnomusicology of western art music
does—arises partly 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 expectations and the

. realjties—political and social—once they arrive, as well as considering. what such

western musical intervention in the region means, whether framed in terms_ of the
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supposed civilising effects of western classical music or offering childre
alternative to everyday violence. In particular, Beckles Willson points to |
interesting resonances between the role that such teachers see themselves as pl
and that of European mission in nineteenth-century Palestine. The next artici
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, partly in response to an ageing and diminishing listene:
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 pi
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 coﬁ
The authors also reflect on the interface between the social psychology of mus
w}.lich their work is rooted) and ethnomusicology, considering what the latte
brmg to such a study, particularly in terms of ‘balancing the desire to gene
ﬁ.ndn?gs to populations with recognition of the benefits of focusing on indiv
}1sten1ng experiences to gain deeper insights into this multifarious phenomeno
Ethnographic Research into Contemporary String Quartet Rehearsal, Aum
Bayley Fraces a single work—Michael Finnnisy’s Second String Quartet—
composition, through rehearsal and performance, to reflections on performan
pfzrformed 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
:lispects of the rehearsal process, including the structuring of time, the kin
Cznrggzgszrtl:lcz Tﬁg izi(eerjfcﬁgnjt};?ween ;tihe perform'ers ?.nd bet.ween performer
e el nd gotiation an collaboration in shaping the musical
€ 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 evexfts ma
th.e Mozart Year 2006, the 250th anniversary of Mozart’s birth—focusing on e
Vienna—during which ‘Mozart’ became mobilised as a cultural si £ i
presented and received as ‘tradition’, as a folkl e for Slgl'nﬁer’ .
berttare, a0 comeercial brand ) olklore spectacle fo‘r tourists, as na'
g 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 siécle 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
ultural insider and simultaneously outsider to the Kreutzer Quartet ... As

role ‘as ac
vartets, as well as larger chamber music

an experienced viola player in string q
ensembles and orchestras, I 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

#  Shelemay observe, and bring their own challenges:

The close 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)

for Dobson and Pitts it is the research participants who
whilst the researchers are the
h to western art music

In an interesting inversion,
are ‘outsiders’ to the music culture under study,
notional ‘insiders’ Adopting an ethnomusicological approac
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 excludes the learning process that comes
with not being familiar and the insights which may arise from this learning ...

(2004:16—17)

Moisala describes her attempt to adopt such a

In her contribution to this volume,
dge for granted’—in relation to an

position—oné ‘that does not take prior knowle
already familiar music:

of a ‘learner’s perspective, in the sense that I
foreign cultural expression. Even though I have
for decades and had studied the scores =

My point of departure was that
approached Saariaho’s music as a
been interested in contemporary art music

Ethnomusicology Forum

and (.)ther 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 bece;
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 whg
newcomers to the very particular music culture of western art music (Dobson
Pitts); music educators reflecting on their role as propagators of western art musi
an area of heightened political and cultural sensitivity (Beckles Willson); or m
generally exploring the cultural work carried out in the context of orchestrai outre
programmes (Ramnarine) and the symbolic valency of one particular histor
corr}poser—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 m
stud%es elicited responses which revealed a complex of ‘pathways), belying the simr
musicology/ethnomusicology binary noted above. Contributors to the current ié
'describe themselves as having a background and working in a range of a
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 January 201
empirical musicology, performance studies, analysis, and ethnomusicology;
beyond music studies, in postcolonial studies, anthropology, cultural studie; :
interdisciplinary critical studies. Two of the authors (Beckles Willson and Ramnar;
began their careers as professional performers, later moving to musicological
then ethnomusicological research, one via a doctorate and later academic position
imthro?olog}: (Ramnarine). Both were hesitant to define themselves in disciplir
1::?1:’ ff)fz)lzatrrllﬂi to retstrilct r'nyself t9 any pe%rticular disciplines and I've also dor
e o o ple, postco onial stud.les and in cu?tural studies. Maybe I'm a per

ple o why disciplinary boundaries are becoming blurred!” (Ramnarine, persc
;z‘r:lm];lmcatlon, 6 January 2012). Given the- range of disciplinary allegiances, the
een struck by how much the articles share in terms of approach
met}}odology. Granted, this is -only a small sample of contem o h
musicological writing and may perhaps be more indicative of Tk ét
UK (four of the article; b - e frends within
s 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
briefly above in relation to the challenge posed to disciplinary identities and
boundaries by an ethnomusicology of western art music—I would like to focus here
on the word ‘western’. The terms ‘West” and ‘western’ have come under some scrutiny
in recent years,” 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’.* Indeed, 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 across the world.
Indeed, one might argue that with its global reach, this music can be regarded as a
form of ‘world music.> 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 music
worldwide that one is tempted to wonder whether this is a music beyond specific
cultural meanings and outside particular historical moments’ (1991:254). He goes 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. In this context, western art music becomes

" framed as a form of ‘ethnic music in Israel (1991:264). Shelemay (2001) explores

similar lines of thought in her ethnography of the early music movement in ‘which
she identifies an ‘aesthetic of otherness, a present-day value deeply embedded in the
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early music movement at large, noting both the interest of many early mus
musicians in aspects of ‘world” music and the tendency to ‘exoticise’ earl r)xrlusic -
part of a process of what Laurence Dreyfus has termed ‘defamiliarization’yShelem:
suggests that ‘one finds a concept of early music performance as collapsin' time a1;
space, transcending arbitrary boundaries, and providing a new context ihgwhich ol
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). In this way: ‘

. categories of ‘Western-music’ and ‘non-Western 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
internationally) is among those commonly categorized as a subset of Western
music. 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 tt
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 of local art musics), and the fact that, despite its shortcomings, the ter:
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
pe'trformers and composers of ‘western’ art music have a complicated relationsh
with this repertoire, as discussed by a number of authors including Yara El-Ghadba:
who has examined ‘the postcolonial dimension of Western art music’ (2009:14
tl.lro.ugh ethnographic work with a number of composers. In an article publishe;
significantly, in the journal American Ethnologist, she examines the ‘rituals of Weste:
art mysic’ (2009:157) as exemplified through international composer competition
f‘oc.usnAlg on an Argentinian composer based in the Netherlands and a Serb compos
living in Germany. In this context, there is a strong tension for composers ‘betwec
the urge to  contest the hegemony of Western art music ar
the desire to be part of and recognized within this musical tradition’ (2009:14¢
As El-Ghadban observes, as well as being ‘deeply implicated in the coloni
encounter’ (2009:156), western art music is now transnational and thorough

1g}lobahsed in all. of its dimensions: performative, composerly and in its receptio
ased on extensive fieldwork, she concludes that the:

. most problematic of the challenges f i
pr allenges for young composers today [is]: the
zjapll()irogr}:atlc;r:’ of Western art music by different groups and individualz acro]ss the
N :;n&arie :tin :}s‘teer? atrt tmu1;s1c has crossed ethnic, cultural, and geopolitical
s | ontext of colonization inevitably raises i ‘musi
postcoloniality’ that need to be addressed. (El-Ghadba};l 200;:1;5’;;1% of musical
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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 country of
origin (thus, underlining dynamics of centre and periphery), even though most live
in the cultural metropolises of Western art music’ (El-Ghadban 2009:154).%

In what sense, then, might it be possible to re-appropriate the term ‘western art
music, as El-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 from ‘elsewhere’. In 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), Jim Samson points to the
relational dimension of identity and repertoire formation: European music became
European 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
European (or North American) provenance.” To this extent, the ‘western classical
music’ of the title of this special volume might appear fairly innocuous. However, it
seerned 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

What, 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-
grounded approach to enrich music studies of all 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 musical life traditionally only viewed through the lens of written
historical sources; as such, they can help guide the music historian, bringing into .
focus transmission processes and musical meanings as situated among real people -
in real time. Ethnographies of ‘Western musics’ may serve to collapse “both -
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disciPlinary and musical boundaries. For historical musicologists, they coul
provide a venue in which the assumptions of scholarship can b)e testyed an'
disputed. For ethnomusicologists, ethnographies of ‘Western music’ rovid |
lively field in which power relations are largely symmetrical, putting to rgst ethfcé
issges of longstanding concern ... For both music historians and ethnomusicol
ogists, many if not most of whom grew up performing historical Europear
repertoires, ethnographies of ‘Western music’ render the fieldwork r(fces‘
intensely reflexive . .. ethnographic study of living traditions could both eflhan .
the historical musicologists” appreciation of the workings of a fully contextualizecé
mus%'c culture and expose the interaction between music and musicians. Hery
music historians would do well to draw upon ethnomusicologists’ experie.nce it
studying complex urban musical traditions, transnational music movements, ang
the manner in which music and musicians actively construct their own s;)cial
political, and economic worlds. (2001:2324) |

The current issue serves as an endorsement of this view regarding the rich sea
material which can be mined through the kinds of ethnographic methods (inch
Participant observation) hitherto only rarely used within musicology. And, inte
ingly, notwithstanding the self-definitions above, if one broadly categorise:
authors in this volume by means of previous scholarly activity and represent:
through musicological societies, journal editorships, conference attendance, ar
on, i't becomes evident that the two ‘bong fide’ ethnomusicologists include so’me'
%ess in the way of direct reporting of musicians’ and others” discourses thar
_musmologists’. From ethnography, many things follow. Perhaps the most impo
is the multiplicity of perspectives and voices that emerge. As Cottrell observes

fethnomusicology can offer to the study of western art music is a methodolog)y
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
unc.ontested ‘singular’ readings of texts. What is of interest from an ethnomu
logical perspective, then, is what music means to different people in different p

- 1t seems unlikely that a performance of, say, Elgar's Pomp and Circumstance
marches or Wagner’s Stegfried can mean the same to audiences in London
Dres.den, Pelhl and Hong Kong, yet the readings of such works provided b}:
musicologists usually assume that they do. (Cottrell 2004:5)

B .. .
et(l)lhlman }'18.5 similarly commented on the ways in which, in relation to historical rese;
nomusicology allows for ‘a multitude of music histories’ (1991:266).

also argue that ethnomusicology #ee

st . . .
udy of western art music for the ways in which it definitively disrupts some

uncomfortable binaries and unequal po
since its inception, and for the ways in

since i which it requires us to enga 1
as if it were not’® I believe that we . et vron the fa

hould wholeheartedly welcome into our
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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 several of the articles in this volume; for instance, see Dobson and Pitts
for discussion of the relationship between ethnomusicology and music psychology.

[2] It is interesting to note that the 1989 article by Bruno Nettl—Mozart and the
Ethnomusicological 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.

(3] See, for example, the conference ‘Negotiating “the West” Music(ologic)ally}, jointly hosted by
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 western classical music globally from the early periods of
missionisation and colonisation, see Cook (forthcoming; Cook also discusses the dissemina-
tion of western 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 very 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 all 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 El-Ghadban (2009), Everett and Lau (2004), Melvin and Cai (2004), Wint (2012) and
Yoshihari (2007). o

[5] Again, see Cook (forthcoming). It can be instructive to examine terminologies in us(e aro.ur.1d
the world. In Iran, for instance, western art music is often referred to as ‘musigi-e
beynolmelali’ (international music) or even sometimes ‘musigi-e jahdni’ .(wor.ld music.). .

[6] See also ‘Crickets in the Postcolony: A Conversation on Music’ for similar issues r.alsed in
discussion between El-Ghadban and South African composer Clare Loveday: www.jwic.org.
za/the_salon/volume_2/clare_loveday yara el_ghadban.htm (accessed 19 Decemb‘er 2011).

{71 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] Itis of course entirely possible for an ethnomusicologist to write about wesFern 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
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In this article I address ideas underpinning the teaching of western classical music |
European and North American musicians on Palestine’s West Bank. I introduce 1l
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 approache
tellingly through the lens of mission. My extensive interview material has indicate
ideational echoes with nineteenth-century Protestant interventions into ‘the Holy Lani
and exposed how Orientalist tropes about social difference, western music’s beneficen
and regional violence continue to underpin the thinking of foreign workers in the regio
It has also revealed a structural similarity to earlier missionary impulses: foreig
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 perceive
problems in their homelands.
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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
¢. (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 political negotiations
b. a permanent embassy or legation

¢. a team of specialists or cultural leaders 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
space mission > (2) a flight 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 Online Dictionary 2010).

One scene in Héléna Cotiner and Pierre-Nicolas Durand’s film It’s Not a Gurn—a
documentary about the Palestinian music foundation Al Kamandjati—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 of them, 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 learn 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 not
involve blowing themselves up in retaliation. Fred answers by saying that he does not
believe (‘je ne crois pas’) that everyone can be diverted from such actions by music.
Sabine’s contribution brings the scene to an affirmative close. Opposing the
apparently fatalist, or despairing, Fred, she makes a gesture of faith: ‘je crois
(Ibelieve ), 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, namely
‘music’. They argue about whether ‘music’ has a helpful agency in occupied
Palestine—and they argue in terms of ‘belief”

The implicit leap of 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. In order for music to
gain a place on school curricula in that period, the case had to be made for its moraily
elevating, disciplinary and intellectual potential to hu

n_laﬁkind (Gramit 2002:93—124; .
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Nolte 1982). But beyond the idecational 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, st
organisations grew out of ‘single-issue movements’ of the late eighteenth century -
by dissenting British Protestants, whose moral and social ideals were disseminated
missionaries (including Presbyterians, Baptists, Methodists and many othe
(DeMars 2005; see also Berman 2004; Keck and Sikkink 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 article 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.' “Mission’ offers perspectives that may allow for helpful nuance. As sor
recent publications illustrate, studying mission can foster sensitivity towar
individuals’ personally-cherished convictions, consideration of the interplay betwe
individuals and the structures within which they operate, awareness of deep historic
connections, and, as already indicated, particular links between attitudes adhering
religious and western music practices.2 In the case of Palestine addressed here, I ho
to indicate some quite particular historical connections. So 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 dray
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.?

Western Missions to Palestine: A Brief Overview

Mission grew exponentially in nineteenth-century Europe and the USA in a defensi
response to secularisation and attendant social changes. Angst took different forms
different places, thus missionary organisations were ideologically varied and und.
took diverging projects. But transcending this diversity there was a very broad
Sha.red ideal among Protestant groups, namely the ‘restoration’ of ‘the Holy Lar
w}.nc.h would entail the conversion of its inhabitants to Christianity.* So a plethora
missionaries travelled to and settled in Ottoman Palestine, many with the idea

cgnverting the Jewish population (which until 1882 was around 3%), some with 1
aim of challenging Islam (even while proselytising Muslims was illegal unc
Ottoman law). All argued 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
ultimate 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.”

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).° In line with contemporary German theory, Ranke claimed that singing had a
‘healing’ effect on the ‘Gemiith, 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 (Nolte 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
(Nolte 1982:74-5)."

At the Jerusalem and the East Mission at the turn of the twentieth century, the
musical activities of the Bishop’s family were similarly regarded as close affiliates of
the work of God. As one report put it shortly 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 his heart
warmed to her sweet influence!®

The Bishop’s daughters, meanwhile, were 10 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] when one ofihe,r -
daughters took them up in the tonic sol-fa. In a short time the combinations of the
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scale were tolerably mastered, so that most of the singing at this time was done in
this system.’

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 SUpf
the spread of ‘civilisation. Thus, when English missionaries learned Tonic Sol-F:
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 (]
of the Jerusalem and the East Mission) was founded with the idea of creating not
converts and missionaries, but also a new body of Arab employees who wc
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 t

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 warr
connected it to a centuries-long, entrenched recollection of Islamic 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 Eastern Euro
the people were ‘divided into clans’, each of which ‘wages its own petty wars witl
neighbours’; and she proposed that the absence of a ‘national’ structure explained
backward condition of the people at large’ (Finn 1879:34).'° With this vision
closely-related ones, visitors and settlers grasped choral singing as a harmonior
effective countermeasure. A writer commenting on the Deaconesses’ work obser

[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
Lord, O my soul!” or: ‘How blessed it is to be a lamb of Christ!) it awakens such a
sweet harmony that one’s heart laughs with joy."'

Similarly, mission reports describe pupils at St George’s School as a ‘mo
assemblage’ of ‘Christians, Greeks, Latins, Anglicans, Mohammedans and conve
]ews.’, and observe that ‘[e]ight boys, of four different nationalities’'” sang in d
services at St George’s Church, and were of mixed Christian persuasions. The poirn
ln\‘lol‘ung 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
begn}mngs of a unity} he also meant ‘the Christian gentleman ideal’"?

' With this historical perspective as a backcloth, we can now return to the curs
situation. In the three sections below I discuss the testimonies of musicians f
Europe and the USA who, like Fred and Sabine, have spent time on Palestine’s V
Bank in order to teach music. Unless otherwise stated, all 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 three music
schools in Ramallah. Two of these were ‘home grown’ (while benefitting from and
ultimately depending on foreign finance), namely the National Conservatory of
Music founded in 1993 by five Palestinian musicians, and Al Kamandjati (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 collaboration with a Palestinian Charity called Medical
Relief.'*

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 and
‘development’.’> The aim is to foster ‘democracy’ and ‘peace’ with the neighbouring
(and currently occupying) state of Israel. There is a yet broader context as well, if we
follow Georg Yadice’s categorisation of the period since the end of the Cold War as a
new age of ‘cultural expediency’ (2003). Yadice 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 in
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 (Yadice 2003:10-11).

In 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 musicians’ initial reasons for moving to
Palestine, and then develop a discussion of their eventual activities in reaction to

realities encountered on the ground.
The article is part of a broader study of western musical intervention in Arab
" communities of Palestine on which I worked between January 2007 and July 2010. I
draw here on only one section of my archived materials, vnamely 30 semi-structured
interviews and conversations with 26 non-Palestinian teachers, which I conducted in
English, the language in which most teachers work and socialise with one another 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. I am 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 points 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 sense of horror in the face of Bri
and US policies in the Middle East. These things have remained with me through
the project.

Europe’s Demise and Palestine’s Potential

While the contemporary NGO discourse of ‘democracy’ through ‘culture’ sits witl
a liberal development discourse that intimates the end of global poverty and confl
it is arguably less ambitious than nineteenth-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 nincteenth-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.'® A piano accompaniment job
Palestine?s National Conservatory advertised on an international website was ‘fu
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 equally 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 collapse: ‘there’s no income for music m
available these days. The star system has fallen apart. Classical music has fallen ap
There are no more recording contracts’

Th.is 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 income 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’ K] 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 western 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 ideal listeners 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 250" 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, appalled that her main ambition in life had been to
sing on a stage where the audience was actually full 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 really 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 Ramallah, his ambition
was weighted primarily towards developing and indeed rescuing western classical
music. He stated that ‘[ylou can’t expect someone born 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 countries that -
are more attuned like Germany, which is diminishing very rapidly. If we go on like -
this we will have no musical life in thirty years (Harding and Barenboim 2004). -
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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 t
would be given through music education ‘later in the rest of the world to m:
people, and governments, aware of the necessity to have a music education’. A
Ramallah itself was involved because of its openness: “it’s easier to start something |
this in a society like Ramallah, rather than in Berlin, or London or New York’,
children of Ramallah, and Ramallah itself, emerge within Barenboim’s plan a
means through which to expand classical music appreciators worldwide.

Not all teachers—but several employees of the Barenboim—Said Foundation w
arrived late in 2003 or in 2004—recalled in interview that they had regarded Palest
as an opportunity to create something better than what they had at home. TI
reconstructed their initial ideas as an idealised image of how education in west
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 t}

Everything was open; there was the feeling to found something there. .. To teach,
to play to inspire people. 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).Y

Such comments were combined with a sense that Palestine was very lacking. T
lack was what created the openness, allowing the possibility of founding something
the vision developed at home. The same 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 immediat
wanted to go to refugee camps and work with disadvantaged kids’, and later rela
this specifically to his own ‘working class’ background. LN drew a connection
tl?e work he had already undertaken in poor communities in Los Angeles, as part
his university’s outreach programme, and TW has been similarly engaged w
outreach in universities in the USA since 2001. HJ thought she was ‘coming t
country where children didn’t have a lot of money, and MD said reaching the p.
was' ‘fm important part of our mission’. PQ connected this with an implicitly mc
posttion, saying that the job had seemed to offer:

To help children who are in a really critical situation and who have probably not
many means to get educated especiaily in such luxury issues as music; I thought

t.hatl j)ildren here may deserve it even more than in Germany where they are well
settled.

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, all 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 challenged by realities once they had arrived in Palestine.
For instance, developing a new and experimental music world that dramatically
challenged 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 ‘turning
into a German music school’. CD felt similarly that the Foundation was not open to
experimental projects and was becoming a conventional school. But he also said that
this ‘was anyway what the Palestinians themselves were asking for"

On arrival, although teachers working for Al Kamandjati went to refugee camps,
most others (those working for the Barenboim-Said Foundation in particular)
discovered that their students in Palestine were extremely wealthy. They found
themselves teaching children who belonged to the upper classes of Ramallah, and
whose parents were political emissaries, 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
given everything, as HJ put it. One child had his own private driver, and recourse to
other drivers when necessary.

Teachers generally came with considerable naiveté, on trust and without any
contract; they then became rapidly exercised about what they understood as
exploitation (FH, MN, PQ). Contracts in all three schools were reviewed in the
summer for the following autumn, leaving teachers with no idea until June whether
they would be employed in September. Schools were not legally empowered to secure
their residency (so they might be blocked by the occupying Israeli regime from re-
entering if they travelled out), and discouraged teachers from maintaining their
performing careers elsewhere. Teachers at Al Kamandjati were also critical of fund
allocation, and complained about a prevailing expectation that they work every day of
the week in order to compensate for the lack of infrastructure and management at the
school. These teachers observed that they might be legally more secure (in the face‘ of
Israeli border controls) if they had ‘volunteer visas, and that they would have 'n'othl‘ng
to lose financially from this arrangement. Their salaries were approximately in line
with the per diem allowance that holders of such visas were allowed (RP, NM, KJ,

HG)."
" The upshot of these surprises and difficulties was some disgruntlement. Several

" were highly critical of both the management of the Barenboim-Said Foundation (in

Spain), and its Palestinian organisers on the ground (‘out of their element’ when 1t
came to the poor population, as MD put it). But others found a way 'of reasoning
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about their situation: one teacher regretted somewhat that her teaching reache
mainly wealthy families in Ramallah, but said that she was pleased to have a fe
pupils from poorer villages near Bethlehem because ‘you feel you're really givin
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 institutional lin
PQ relinquished his initial hopes of reaching under-privileged communities b
reasoning that ‘if you want to establish western classical music in a society that’s nc
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 state
that working in the refugee camps ‘isn’t part of the politics of the Barenboim—Sai
Foundation at the moment, and that the task she had come to set herself i
consequence was to ‘find very talented violinists and try to help them as quickly a
I can while I am here’. MN, who expressed regret in 2007 that Al Kamandjati’s studen
base was becoming increasingly middle class, said two years later that he could ‘se
the benefits of teaching the rich kids’.

One singer, JL (Germany), who had extensive experience working in Germany
arguably challenged this acclimatisation pattern by developing her own projects i
villages and refugee camps, initiating choirs with minimal institutional support an
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 it might seem problematic that outreach activities and recruitmen
schemes only took place in private schools, but argued that reaching (the generall
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 musicians find obstacles in the way o
their ideal targets and in which they spread their work only outside stat
organisations—indicates another connection with nineteenth-century missions. A
described above, the initial targets for nineteenth-century proselytism were Jews an:
Muslims (the latter following the state religion), but missionaries were constantl
thwarted in their efforts with these groups. They only had the impact they sough
when they intervened in Orthodox Christian, and Catholic churches and school:
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, missionaries’ acquisitive work create

‘tremendous  hostility and competition (for congregations) among the varie

Christian groups. Analogously, and perhaps predictably, rivalry between two of th
music schools in 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 international self-promotion. F¥
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reflected on what a poor example it offered, given that musical activities 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."
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).

In fact, ‘heritage’ intersects only partly with music education. When teachers such
as Fred, Sabine and others went into refugee camps for Al Kamandjati, 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—1 encountered only two: RT had studied ney (end-blown flute played in North
Africa, the Middle East and Central Asia) at a North American university and taught
that instrument as well as flute 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 local language (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 music. But the reference points still aren’t there. In
Sweden everyone knows the major scale, and they don’t have that here’, NP attempted
to teach Solfege 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 th¢ st_udents
" sensed music completely differently from her: while they could hear the complex

polyphony of Vittoria motets, they could not make out the left-hand acqqm_pa;ijmeht_

of a Chopin Nocturne.
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Teachers discussed the disjunction between their skills and the children in varying
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’. 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, fo
instance) for his students, and felt happy that after their initial astonishment anc
amusement they realised that what he was doing was something ‘serious’ for him
and sometimes political 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 tc
counteract the hegemonic influence of ‘western subculture, which she said hac
‘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 it. 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 of western civilisation then it needs balancing out (GI 2009).

In a later interview GI 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
(GI 2010).

GI was one of a small number of teachers who had learned some Arabic music, anc
Sflid 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 helpin
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).

OFher 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 childrer
ffom villages and refugee camps were likely to know some songs by the Lebanes
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).
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An extreme contrast to these endeavours was evident in MD’s (2009) testimony.
He stated that western classical music was superior to Arabic music as a vessel of
learning, and that although his students ‘wanted to play their culture’s music), as he
put it, he ‘insisted that they also learned western classical 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 ‘teach
[Palestinians] how to play their music’ Instead, he saw his job as a rare and rather
particular privilege:

In many ways I had a dream job . .. 1 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. In organic movement. How to listen to that. Showing people how to
actively listen 1 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
‘western’. Once teachers had explained to me that they had respect 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. In other words, they adopted contemporary NGO discourses in
order 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 of
intervention. Indeed, 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’ music in a way that allowed them to experience the potential of
that sense of being. 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
line with current educational theory regarding music’s potential role in exemplifying

" and thus instilling ideal practices of social behaviour (see Green 2008, for instance).

JL.(2007) said that the main aim of her elementary music workshops was ‘to open the

senses and perception of the children, to make them socially aware of one'aﬁdther’._ .
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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
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 fall apart The ideca 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
aspect of music. Music is not ‘sexist’, he said, whereas in Palestine gender roles are
strictly policed.

Even while some teachers presented these ideals to me, they—and others active in
the region such as foreign consuls, cultural attachés and NGO workers— stated clearly
that the reality was rather complex. 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 context. FH said that the point of an
orchestral rehearsal 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. In fact most children did not have support at home
for such preparation and tended to try to learn their parts when they arrived.
Summing up the inapplicability of some of her own skills in the context, she added
‘they never hear a professional orchestra, so they don’t really know what it means’

Such awareness and doubt must additionally be set alongside the admiration that a
number of teachers expressed for Palestinian society as it was without their
interpolations. GI was enthusiastic about the way Palestinians got along with each
other in the cramped conditions of the refugee camps. “They know how to relate, it’s
magic, she said. TW said that social interaction was much better in Palestine than in
the USA: he referred to the ‘big houses’ and ‘suburbs of the latter, and the
trepidation that prevented parents from allowing their children onto the streets. MN’s
insights were particularly developed, because he (one of the few music teachers to do
so) formed friendships with Palestinians. As he put it, the families live so close to
one another that their environment is permanently socialised. In this context, one-
to-one lessons of western classical music, and the need for solitary practising, were
ineffectual interpolations. ‘It’s never going to work’, he said.

In fact, for MN the very strength and nature of the social bonds threw thd
sociological claims and frameworks of the project fundamentally into question
Having been embraced as a friend, for instance, he experienced the friendships and
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 up
for lessons or come late, and why so many businesses are closed half the time -
someone’s friend or family needs something. They also spend time just sitting. Being
there. With each other’. This meant that the imposed discipline was inapprobriate for
a music education project. ‘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 same 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
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 Al Kamandjati, 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 a2 Muslim
family to the violin.?® I suggest that this invocation of a person delivering ‘violence’
and a replacement thereof with a person delivering ‘music; is effectively a de-
Orientalisation.

Barenboim has taken this line himself, constructing Palestine as a place of violence
and fundamentalism, to which music lessons may provide a foreign but enriching
(and implicitly taming) alternative:

An hour of violin lessons in Berlin is an hour where you get the child interested in
music. An hour in a violin lesson in Palestine is an hour away from violence, is an
hour away from fundamentalism. It suddenly has another dimension. 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 music. Yet all teachers were shocked as
they came to perceive 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
religious 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 turn of phrase, they all came to understand it as

a situation of occupation in which Palestinians were denied - territory - and -

“indicates experiences that she herself found traumatic, and later in the sam
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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 hay
already sensed from Fred’s despondency discussed at the opening of this article. In
sense, 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 government. One teacher suggested that the sort ¢
music that might ‘help’ Palestinian children suffering from violence might b
something therapeutic. Yet he also said, T'm 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. In fact
however, some had not abandoned their ideals. This became very clear in the ways i1
which several referred admiringly to two teachers in particular who had developec
slightly different profiles from the others, because they worked regularly (rather thar
just on a more occasional workshop basis) in refugee camps and villages, often along
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 seen
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) wa
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 wer
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 ente
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 Ienij
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

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 gaine
from her music workshops, and within her reflections she made a connection wit
Israeli brutality towards Palestinians. The point of introducing music, she said, waj

To get inside of this really, to penetrate the life of nightly raids. It’s a hard life. To
offer something else, 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 (JL 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. In 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 1 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
political 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).

In 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’

JLs 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”

In 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 terms of 7

‘wildness. She hoped, she said, that the introduction of music to children wouild

enable them to incorporate aspects 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 saj
that she found the people in the region ‘rough with each other. They don’t notic
each other’s vulnerability. They have very little care and attention for one anothe;
Music, she said, could ‘bring that about’ and could be used ‘to transform conflic
Even while music could not ‘treat a specific conflict) it could ‘create a baéis 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 same 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, fc
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 enhance
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 he
strongest convictions in this context. 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 exampls
she regarded local clerics’ disruption of singing and music workshops to be product
of a power conflict between two political groups (communists and Hamas), and °
general fear of the imposition of a western way of life’. A prevailing anxiety abot
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 experienc
the sensuality of a musical instrument next to their bodies. Her answer was that ‘thes
Was no connection, because the people (from Hamas) had ‘no experience of tt

* sensuality of a resonant instrument. Their resistance, she said, was to do with the

Conservatism, and a fear of losing control over people (MD 2009).

Mtbough the teachers were united in their sense that the biggest problem f
Palestine was the Israeli occupation, then, this did not prevent them from developir
strongly critical positions with respect to Palestinian lives. And JU’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 recalls 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).

Concluding 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 Jocal 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
than violence, musical sensuality instead of a perceived roughness, and individualistic
self-development 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 consider. One of these lies in Palestine, where
all 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
import. It seems worthwhile considering whether the new chapter in the history of
cultural ‘expediency’ identified by Yadice (2003) actually began in nineteenth-century
Europe, and whether missionaries are some of the clearest examples of that new and
developing process. Future research may help us work that out.

Interviews

The following interviews and conversations were just one part of a broader process in
which T 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 specifically 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 contact. All interviewees were willing
to have their names included, but I have chosen to mask their identities with invented
initials and provide only their country of citizenship, and additionally—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 ]anuary 2007; mformal conversation 14 ]uly 2009
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BD (UK), Jerusalem, 27 April 2007; Ramallah, 24 June 2009.

CE (UK), Ramallah, 18 June 2009.

DFE (Belgium), Nazareth, 3 January 2007.

G (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), Ramallah, 20 June 2009.

JL (Germany), conversation, Nazareth, 3 January 2007; interview, Ramallah, 15 ]

2009.

CD (Austria; formerly resident in Germany), Jerusalem, 26 June 2009.

KM (Greece/USA/Israel; remained in Israel while teaching), Nazareth, 4 Janu
2007.

MD (USA; formerly resident in Germany), informal conversation, Nablus, 22 A
2007; telephone interview, 26 June 2009.

LN (USA), Ramallah, 15 July 2009.

MN (the Netherlands; formerly resident in Germany), conversation, Nazaretl
January 2007; interview, Berlin, 6 August 2009.

NP (Venezuela; formerly resident in USA and West Bank), Ramallah, 16 July 20

PQ (Germany), Ramallah, 17 July 2009.

RT (USA), telephone interview, 6 August 2010.

SU (Germany; resident in Israel), Nazareth, 1 January 2007.

TV (USA), Ramallah, 18 June 2009.

TW (USA), Ramallah, 18 June 2009.

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

[1]  Urbain (2008) is one example, but see also Grant et al. (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, Colbi (1998), Dudman and Kark ( (1998), Foerster (1'

Kirchhoff (2005), Loffler (2008), Marchand {2009), Marten (2006), Melman (1992), M
van den Berg (2006) and Vreté (1972).
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(5]

b

For examples of such rhetoric, see ‘Vorhandner Kinderkreis in Dritte Bericht iiber 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).

The Reverend Theodor 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.

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 Devil, ‘Music Creates Innocent Delight’ and ‘Music Reigns in Times of Peace’ (see
2007:89-97).

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

Ibid.

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.

Translated by the current author. The original is as follows: ‘Schauen wir finf Jahre zuriick, so
waren wir damals schon froh, die Zahl der uns anvertrauten Kinder bis iiber 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, weifle, 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 so liebliche Harmonie, dafl einem das Herz im Leibe vor
Freuden lacht’ (‘Das Erziehungshaus’ in Sechster Bericht iiber die Diakonissen-Stationen im
Morgenlande von Mitte 1862 bis Mitte 1864, 813 (at 8), preserved in the Bibliothek des
Diakonischen Werkes der Evangelischen Kirche in Deutschland (Library of the Diaconate of
the Evangelical Church in Germany).

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).

S. J. ‘G. George’s School’ Bible Lands, January 1905, No. 23:96-7 (at 97). _
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—i‘n-ramal.lah!
last [accessed 10 November 2011]). Prior to this time, the government funding for these
projects was channelled through the Fundacién Tres Culturas del Mediterraneo (http://www.
tresculturas.org/ [accessed 10 November 2011)). 1 am grateful to Muriel Piez Rasmussen,
Director General of the Barenboim—Said Foundation, for darifying this with me.

The close 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 Iragis out of Kuwait (ending the Gulf

Wars), Secretary of State James Baker undertook shuttle diplomacy between Israeli and Arab
leaders. The consequent face-to-face, conference hosted in Madrid in the autumm of 1991
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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] 1 have provided my interviewees with false initials. Please see further information on t
interviews, including dates, at the end of the article.

[17] Ina few cases it was Barenboim’s name that had enticed a musician to Ramallah to work. ¢
and HJ also mentioned the appeal of this. Additionally, CE actually left his job at Ramalla
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 Engla;
at that point, because ‘Barenboim’ was apparently the better investment for his eventt
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 came 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 accommaodation 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 tl
UK. It is paid into an offshore bank account, and he draws it from an HSBC cash point
Ramallah.

(18] The salaries of Al Kamandjiti employees were substantially lower than those of
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 iiber die Diakonisse
Stationen im Morgenlande; and the quarterly publication of the UK’s Jerusalem and The Ez
Mission, Bible Lands (1899 onwards). Secondary sources are few and far between, but s
Késer (2006) for a discussion about Fliedner’s interpolation of music into the lives of tl
women he trained to be Deaconesses, and McGuire (2009) for attitudes in the UK.

[20]  See, for instance, texts and images in Avran and Sablonniéres (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. I am interested, particularly, in the symphony orchestra as a
subject of ethnographic enquiry to reflect on the social and political agency of
musical collectives.! Civil society seems an appropriate socio-political domain for
such an enquiry, raising critical 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 Sao Paulo Orchestra in Brazil, Norman Gall suggests that it is one
of the civic functions of an orchestra to reach out to new audiences (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 (El Sistema, of which the Simdn Bolivar Youth Orchestra is the
flagship). The Greater London Authority Music Education Strategy for 2010-12
(published in March 2010) provides an example from the British context. In 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 develop partnerships with 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 In Harmony (a teaching programme inspired by
El 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 all
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 genres selected for such investments and the values attached to
‘particular kinds of music-making.

In reaching out to new communities, symphony orchestras have become aware of
issues around inclusivity and social relevance as they strive for the renewal of the

western symphonic tradition. They reveal the artistic aspects of engaged ciﬁzgnship_

Ethnomusicology Forum 329

practices and an arts-based potential for social mobilisation around issues of
contemporary political concern. This is a combingtion of self-interested preservation
in the modern musical market in which ‘communities’ are ‘audiences, and of
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 El 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 Jeader was seen to parallel autocratic forms of government) to an early,
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 brilkant technician, a charismatic personality, or a
poseur . ... Performers respond to the man and his cues, they develop interpreta-
tions into situational definitions, and project lines of concerted action on the basis
of these constructions (1973:149).

Atik similarly writes about the interactive dynamics of leadership and followershi

withir} the orchestra as a mode] for conceptualising styles of management and th
organisation of labour in consumer markets (1994). Christopher Small conceives th
professional symphony orchestra as a model of the industrial enterprise which mak
a product (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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society in which a group of individuals (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.

Internal contradictions have offered social theorists ways of conceptualising the
relationat aspects of society, particularly between the individual and the collective,
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 self,
commenting on the need for ethnographers to recognise their ethnographic subjects
as individuals and promoting an understanding of social cohesion through a focus on
selfhood. He uses the model of a symphony orchestra to highlight diversity within
coherence, noting division into discrete instrumental sections within which
individuals play different parts, but from the same score. For Cohen, such diversity
is held together by the conductor, a model 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 simultaneously: 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 players are ‘doing the same
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 political liberalism, pluralism and democracy. Exploring the common
ideals 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 individuals
trying to achieve necessary competence in all the instruments of the orchestra.
Through co-ordinated and complementary activity, the group achieves a. totality of
capacity latent in each of its members. The individual is complete through active ¢o-

operation, through' a social union. For Rawls, society”is a ‘social union of social
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unions’ (1996:323) in which an ‘overlapping consensus’ can be reached. Since the
conductor is not represented as being in‘ control of the group, such democrati
aesthetics resonate with Faulkner’s and Atik’s studies of leadership, followership anc
internal negotiations between musicians, and suggests a model of civil society—
which is a union of individuals uniting around social causes—with politiéal agency

In his book The Fall of Public Man, Richard Sennett extends discussion on the
dynamics between the individual and the collective by considering audiences ir
interaction with orchestras. Notably, he turns to the figure of the conductor to reflect
on the rise of the public personality in the nineteenth century and to the disciplining
of the spectator as well as the performer. In his account, there is no overlapping
consensus, but a conductor who creates discipline, controls a diverse group o
musicians, and is an appropriate authority for an audience that is also disciplinec
into particular behaviours, for example, by keeping itself silent. The respect accordec
by audiences to public personalities like the conductor leads to a new image of the
‘artist in society’ and to a new form of political domination (Sennett 1976:211-12)
one in which the rise of the orchestral conductor is paralleled by the rise of the
bourgeois politician as a performer who can impose the discipline of silence on ¢
working-class audience. The cult of the personality extends to the collective
personality of the community, which has become ‘a phenomenon of collective being
rather than collective action’, except in the act of rejecting those who are differen
(Sennett 1976:223—4). For Sennett, the incivility of exclusion is unremitting. As he
comments:

The narrower the scope of a community formed by collective personality, the more
destructive does the experience of fraternal feeling become. Qutsiders, unknowns,
unlikes become creatures to be shunned; the personality 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 tha
tbe cpllective can become increasingly aware of its internal differences. In this respect
hls view accords with Cohen’s observations on the orchestra as a collective in whick
1eriViduals are doing different things, and he elaborates on the possibility that suct
differences foster disagreement to the extent that fraternity may be transformed intc

fratricide. Sennett’s comments on the relation between personality and politics in the

nlneteer.nh century resonate with the cult of the celebrity in contemporary marke
competition. But, pressures on orchestral economies and new marketing strategies
are .cl?anging the relationships between performers and audiences towards more
participatory experiences of the orchestra as elaborated in the following section.
T%le point that a collective contains within itself the potential for violence i
pertinent in recognising orchestral discord in contrast to metaphoric representation:
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of harmonious 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 political vision. The orchestra is described as
an agent of positive socio-political change. In 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-political 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 political
potential of cultural understandings for which the orchestra might provide a model,
seeing music’s dialogical 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). In another example, Zuhal Sultan, a young Iraqi woman, established the National
Youth Orchestra of Iraq 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 Iraq’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.’

Such projects draw on musical collaboration, political ideologies, contemporary
digital technologies and cultural values 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.* Since the late twentieth century, the orchestrd 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 also fits in a third
sphere which demands a more active engagement with social life. This is a sphere of
organisations and individuals which constitute civil society, and it is relationally
located with overlapping borders to the state and to the market. In 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 political discourse (often centred on citizenship, rights and democracy)
influencing the state. Civil society is also conceptualised in terms of values, people

power and the behaviours through which citizens pursue-their interests (see Ibrahlm _
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and Hulme 2010). Discussions on the institutions of civil society have focused on
non-governmental organisations but it is useful to consider the social roles played by
arts institutions. My initial question about the social work of the symphony orchestra
is posed within this framework. Os Meninos de Sao Caetano, the Simén Bolivar
Youth Orchestra, the West-Eastern Divan Orchestra and the National Youth
Orchestra of Iraq are all examples of musical ensembles pursuing musical, social
and political interests.

Orchestral practices of working together in conflict regions and across community
allegiances demonstrate peaceful political intentions and offer alternative 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 orchestral life may be dissolved at the end of playing and
listening. The same might be said of civil society, which is constituted and renewed by
individuals 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-led modes of creative practice. All orchestras have social
roles and relevance takes many forms. In 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. In 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 ideals
around education (improving skills and employment prospects), socio-ethical
concerns (promoting equity and including 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 critical 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 potential is hinted at in Sennett’s view
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that social relations can be aesthetic relations 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;
consultation; 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 genres 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 views 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 critical analysis of contemporary orchestral practices,
addressing 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 with a programme entitled
‘Remembering Nusrat—A Tribute to Ustad Nusrat Fateh Ali Khan’ The CBSO

was established in 1920 and was the first orchestra in the UK to be fundéd b}f a-
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local authority. Neville Chamberlain, who spent his younger years looking after his
family’s Caribbean plantations in the Bahamas and his later years as Prime Minister
(1937-40), was one of the founders and Elgar conducted the orchestra’s first concert.
Nusrat Fateh Ali Khan (1948-97) was a renowned gawwali singer who helped to
introduce this mystical Sufi tradition from Pakistan and India to a global audience. In
these tribute performances, his nephew Rahat Fateh Ali Khan (b.1974) was the lead
singer in his own gawwali ensemble, which collaborated with the CBSO. The
presenter at the London Concert (in the Royal Festival Hall), which I attended,
described the gawwali ensemble as an orchestra, thus situating the performance as
one of interacting orchestras (the gawwali and symphony meeting on an equal basis).
Qawwali is a devotional song genre; and its performance is a muystical quest.
Traditionally, a core repertoire is performed by a group of male hereditary singers,
with one or two solo vocalists, and accompanied by a dholak (double-headed drum),
harmonium and hand-clapping. At the London concert, gawwali songs were
performed with the gawwali orchestra in a leadership role and the CBSO in an
accompanying one. A tabli was added to the gawwali 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, Afreer,
‘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. All audience members were given a CD souvenir to
take home (Soul of Sufi 2008).

Projects 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). In one respect, this attempt to appeal to
new cgmmu’nities through engagement with a non-symphonic genre 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 Bad
alpums in the 1980s. In other respects, the interactions in the Nusrat Fateh Ali Khan
trl.bute lead to different kinds of analytical discourses centred on cultural hybridity,
minority communities, multiculturalism and the politics of encounter. Sanjay
Sharma suggests that in Britain the ‘recent visibility of “new hybrid” Asian culture
has (?ccurred during the moment of an acknowledgment and approval of a liberal
multicultural diversity’ and that cultural innovations abandon untranslatable
‘tradit.ional elements in an ‘assimilatory hybridity’ that nevertheless reinforces th
Alterity of the Asian-Other’ (2003:411-12). .

' Beyond hybridity theory we can note how the qawwali and symphony orchestrag
interacted in these tribute concerts within the frameworks of the performanc
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expectations of both orchestras. In the CBSO gawwali 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 gawwali 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 gawwali parts. The lead singer in the gawwali ensemble handles the
performance; his companions share the same 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 gawwali singer. Qureshi notes that
qawwali performance is remarkably variable since musicians react to different
performance situations; experiencing gawwali therefore means ‘hearing the same
song performed many times, but never shaped in the same way twice’ (1995:5). The
use of the symphony orchestra in this case is therefore in agreement with gawwali
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 gawwali or symphony orchestra practices, it was interesting to note that
audience reception was most favourable when the gawwali 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 gawwali 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. In 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 Indian film music in the ‘Rafi Resurrected’ project. 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 Indian classical 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. » i .
In the CBSO project, another playback singer—Sonu Niigaam—recorded his vocal

track versions of selected Rafi songs in India to pre-rgcf)rded orchestral tracks sent .
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from Birmingham. The songs were arranged and orchestrated for the CBSO by Tin
Pottier, who commented:

In the original recordings of Rafi, often the orchestral accompaniment simply isn’t
audible, 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 sitar
solo with 70 classical musicians? (Pottier, cited in the album liner 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 political performances, we might also consider them as aesthetic enterprise:
undertaken from a basis of prior sonic familiarity. Pottier’s question about replicating
the sitar demonstrates an aesthetic as well as a political concern, and is preceded by
acknowledgement of the already-present orchestra in the original film soundtrack. A
symphony orchestra was still active in Kolkata in the 1930s even when the city hac
ceased to be the political centre of British India, and music directors in this city
influenced early film orchestration in India (Booth 2008:232). The symphony
orchestra has been used in Indian films since the 1950s, drawing on Hollywooc
models and on orchestral practice in India. Historical perspectives highlight the long.
term exchanges between South Asian and western art musical traditions, from
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.”
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 anc
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 Western ar
music’ (2006:413—14). The CBSO’s explorations of the repertoires of Nusrat Fateh Al

~Khan and Mohammed Rafi challenge the perceived dominance of the standarc

S}fmphonic orchestral repertoire and the elite status of the symphony orchestra ti
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-Eastern 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, gawwali 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 all parts of society. Before
1914, only four women, all employed as harpists, had played with the Hallé Orchestra
(Russell 2000:242). By contrast, a few decades later, when Leopold Stokowski
established the All 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 model, 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 same
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
‘democratisation of classical music, and the marketing strategies of reaching out to

new audiences by making them ‘part of the LSO family’ (3 July-2010;the CBSO also’

" talks about audiences in these kinship terms). Marshall Marcus observed that 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 bein.
repository for a particular canon; composer James Dillon described this ,repositor)'
a ‘theatre of memory’ (3 July 2010). In the performance of memory, we find t
those orchestral initiatives in Britain seeming to embrace new repertoires in orde:
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 Brit
over the past two decades, which ‘involves orchestral musicians working with peo
of all ages and backgrounds in a variety of settings including hospitals, commun
centres, factories, adult day centres, supermarkets, hospices, prisons’. The educat
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.® The growth in community projects may also partly res
from establishing eligibility for Arts Council funding (Mendonga 2010:372).

As part of my ethnographic fieldwork, 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
A'ndrew 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 t}}e challenges facing the recording industry at that time—to record live mus
mahpg 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 (Mendonga 2010:370). The LSO uses the gamelan a:
f:orflmunity resource, offers workshops to local schools (to which all 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 ‘Inguk’ (‘Anxiety’) for the community gamelan and some Lf

) members (a violinist, flautist and percussionist); this piece was premiered in Ap
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Figure 1 The LSO 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 additional layers 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 LSO
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 LSO Gamelan usually works independently from the London Symphony

Orchestra. The community group members practise with specialist as well as leisure
interests in gamelan. The repertoire studied is gamelan gong kebyar, twentieth-centlrry
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 rn?k-e. it
accessible to all players at any level from beginners to virtuosos. Ideas about accessnblh.ty
and potential for developing teamwork skills have helpgd to promote gamelan in
various educational contexts—in schools as part of the National Curriculum and in

prisons as a tool for rehabilitation (Mendonga 2010)."The LSO Gamelan-¢éan be
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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 Trail 2011).

The community project emphasises local demographic participation; but, onc
again, to understand this example requires a global perspective on the practices of th
symphony orchestra. At the 1930 Colonial Exhibition in Paris, Canadian compose
and writer Colin McPhee heard live Balinese gamelan music for the first time. A yea
later, he had moved to Bali with his wife Jane Belo and had begun to immerse himsel:
in the study of gamelan music. In 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 came the rapid and ever-changing beat of the drums,
throbbing softly, or suddenly ringing out with sharp accents. They beat in perpetual
cross-thythm, regulating the flow of the music...Tiny cymbals pointed up the
rhythm of the drums, emphasized it with their delicate clash (2002:40-1).

Later, McPhee learned about the cosmological significance of Balinese tones, each
known by the syllables dong, deng, doong, dang and ding, each ‘linked with the gods of
the five directions, north, east, south, west and centre, where in the middle of a lotus
sits Batara Siva, Creator, Destroyer, Lord God of All’ (2002:43). He also learned about
the nature-based imagery underpinning the gamelan orchestra’s sections: from a stem
(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 Paris
in 1932 to compose, McPhee’s reflections turned to a comparative mode:

As I 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 1 looked about
me in the hall, I felt 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 tc

compose ‘Tabuh Tabuhar’ in 1936, a work based on gamelan music for symphony
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
Players, Ravi Shankar’s Symphony in which orchestral players recite tabla bols,” anc
the CBSO’s gawwali and Bollywood projects, all of which require outward-looking
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. In 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 principle 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 came 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). In 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 global recruitme?nt
versus the nurture of home-grown talent, attention to local demographic patterns,

branding to achieve recognition in the international market place, and thinking about
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green politics in an era of orchestral tours (all topics which were debated at the
Association of British Orchestras 2010 Conference).

Case Study 3: Participatory Technology from the Philharmonia’s ‘Re-Rite’ to other
Orchestral Digital Experiments

It is worth noting that McPhee’s description of musical performance spaces ranges
from the micro-level of gamelan interactions (how musicians relate to one another
spatially within the orchestra and the structural organisation of musical sounds
within sections) to the macro-level of gamelan open-air performance venues
contrasted with the concert hall performance spaces of the symphony orchestra.
Eighty years later, the spaces of both orchestras have changed significantly: gamelans
are often housed in specially-designed buildings and are performed in the world’s
major concert halls; and digital technologies, culture-led urban regeneration
initiatives and collaborative alliances provide symphony orchestras with new kinds
of performing spaces in a variety of civic buildings and outdoor areas. In the
orchestra’s internal spaces, gamelan players move around each section, learning all 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 all over the British Empire; it is now an arts venue. The digital
residency was an installation called ‘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—could
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). In the conductor’s spot, a full score was provided, and a commentary
on the work by the conductor Esa-Pekka Salonen was offered through headphones.
Foll.owing Salonen’s idea, the installation 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

sect%ons were apparent. One of the aims of the installation was to attract new
audiences, people who might not go to a three-hour concert at the Royal Festiva
Hall, where they are confined to listening all the way through a performance. Ir
cont'rast, the installation provided a space away from the concert hall, one that coulc
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 tc
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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 participate in
studio control of the orchestra’s sounds.®

‘Re-rite’ is only one orchestral project to use interactive digital technologies; other
examnples include the following:

« Online blogs in which orchestral musicians record and reflect on their work
environments and experiences. Through these blogs, audiences get to know
some of the individuals in an orchestra, thus shifting the emphasis ﬁgm
collective action to individual experience in orchestral playing. The blog topics
range from travel impressions to rebranding exercises.”

e Mobile phone text alerts; e-newsletters; the use of Twitter anq Facebook;
podcasts (with interviews and visits to relevant sites for understanding a w9r}<);
and digital video-diaries so that the audience can follow an orchestral musician

1
on tour. 0

e Free ringtones and wallpaper for mobile phones; for example, the Los Angeles

Philharmonic Orchestra, which includes an image of their new director,

Gustavo Dudamel."!

institutions, are attending to the causes of civil society.
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e Websites encouraging audience members to submit their memories of the
orchestra—a project in oral history that celebrates orchestral heritages and
includes audiences as participants in that heritage."

e 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 digitally step into studio mixing processes to
online coaching. They encourage audience participation at a co-performance level,
reaching a potentially global public. They also 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 (from royal, merchant, state and consumer sources), different performance
spaces (from royal courts to concert halls and reclaimed industrial sites), different
repertoires, and different audiences. In 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 CBSO 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’)."

Given the angst surrounding the future of the symphony orchestra, the community|
project, the re-design of performances and audience experiences, and the creative use
of digital technologies are current marketing strategies, orientations towards consumer
culture, and initiatives that ensure orchestral sustainability through the development
of socially relevant practices. But there is a potential in the new performance spaces and~
digital technologies for many kinds of civic actions. In concluding, I turn briefly to the
topic of orchestral advocacy and look at how orchestras, as globally connected arts

Conclusions

One result of widespread attention to the social project of El Sistema has been t
draw orchestral attention to poverty. In 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 provision.
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 al. 2009:9-11).
Elsewhere in the UK, the government-funded initiative (Department of Education)
In 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’'* 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 Simén Bolivar 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. In addition to these
government-funded schemes, economic disadvantage is being addressed at youth
orchestra levels through policies of no cost and non-auditioned access, of which the
LSO On Track Youth Orchestra is one example. .
Poverty reached the global political agenda in the 1990s. No global soFlal
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 Poverty (established 2003);

L 5 PR SRR ioris. as
aré forming campaigns in cyberspace.'® Music is used as a tool in such campaigns, as
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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.'® :

The historian Dipesh Chakrabarty has noted that global concepts of political
modernity such as civil society, public sphere or citizenship stem 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 critical 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 for orchestral sustainability has shifted to discourses on the touring
orchestra’s carbon trails 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,
maritime traffic, oil and chemical transports, unauthorised fishing, and lack of
!eadership 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-Fastern 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 control and optimal human co-
operation. In 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. In
highlighting themes of community and conscience, I have aimed to foster the kind of
critical scrutiny needed in developing collective musical practices as socio-political
actions for civic benefit. Neither societies nor orchestras are comfortably self-
contained or unremittingly harmonious. I can end, nevertheless, with an optimistic
thought. In 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 socially-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 context. 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/2010/0ct/05/dutch-arts-cuts-orchestra (posted 5 October 2010;
accessed 12 October 2010).

[5) Although it is my focus here, these interactions are not limited to the South Asian examp'le;
others include the civic and musical projects of steelband orchestras in Leicester playing with
members of the Manchester-based Hallé Orchestra in festivals during the 1970s. These were
pursued with an explicitly political agenda of developing community interactions. .

[6] See http://www.abo.org.ukllnformation/About—Orchestras/Education—and7Cog_nmun1ty/
(accessed November 2009). : ’

- [7] The mnemonic syllables indicating tabla tone production and rhythmic p:}tterns ‘(_)f/Incj'lian

music (td@).

Chakrabarty,
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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 East
from the Scottish Chamber Orchestra on 22 April 2010. She begins: ‘There is a story about a
UK symphony orchestra that was rebranding. At the eleventh hour, the orchestral members
discovered that their Management [was] planning to have a new slogan—We’re All Over the
Place’—plastered across their orchestral truck.... See http://www.sco.org.uk/experience
blog/2010/04/rewards-rebranding (accessed 14 June 2010).

[10] For example, see http://cbso-weblog.livejournal.com/ (accessed 3 December 2010).

[11] See http://www.laphil.com/connect/mobile/index.cfm (accessed 14 June 2010).

[12] For example, see http://www.cbso.co.uk/?page = mycbso/rememberus.html (accessed 14 June
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 Mareike
in Germany (Jury award) and by Cichy and Mariusz Florczyk in Poland (award of the
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) from 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,' Small’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 outwardly
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 rituals, and of
what other audience members are seeking from 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 hall 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 »iritroi:lucigg

listeners to works previously unheard or, particularly thr_(_)ilgh programme notes and
performer talks, by providing new insights into already familiar piéces of music -

Ethnomusicology Forum 355

(see Pitts 2005a; Radbourne et al. 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
Jearning (for instance, attending classes); and through observing and assimilating the
responses and behaviours of others in the audience (learning where and where not to
applaud; Benzecry 2009:134). This third mode of learning 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 all 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 al. 2009). In 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 music. In Radbourne et al’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
.t0 a piece of music. While Silva and Silva (2009) found that a written description
Increased 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]
conceptual listening may not be more pleasant’ (2010:298).

These findings suggest that it is important for real-world studies of music listening
fo.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 materials 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 classical 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 classical performances in
succession. In this article, 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 closest 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-published ethnography of music-making in the English
town of Milton Keynes, and Stephanie Pitts’ (2005b) case studies of performing
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 the
" motivations and experiences of concert audiences have employed a range of methods,
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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 al. 2009:437), perhaps because of the many
interlinked psychological aspects of concert attendance: identity exploration, choice
and taste, emotional experience, and interpersonal relating all 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 genres 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 same 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.”

In each study, the methods used were similar: participants were recruited within a
target age group of 21-35 year olds—a group typically under-represented in classical
mysic audiences (Kolb 2001). In 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. In each case,
p_otential participants completed a preliminary questionnaire which sought informa-
ton 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 classical music concert attendance— this being a target audience demo-
gl'ap'h%c for classical music marketing professionals (Winzenried 2004).> While some
Participants had attended classical concerts infrequently in the past, this had always
determined by the influence of another person (for instance, a friend offering

free tickets) or institution (attending a classical concert as a school trip). Full details
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Date, performers and venue Programme
Study 1, 13" February 2008, 7.30-9.30pm Joseph Phibbs: Shruti (‘surprise’ premiere, part of
Concert | | London Symphony Orchestra (Conductor: Vasily the UBS Soundscapes scheme)
Petrenko) Rachmaninov: Rhapsody on a Theme of Paganini
Venue: Barbican Hall, Barbican Centre, London (piano: Ayako Uehara)
Shostakovich: Symphony No. 15
| Study 1, 19 February 2008, 10pm-11pm Mozart: Overture to Der Schauspieldirektor
Concert 2 | The Night Shift, Orchestra of the Age of Mozart: Piano Concerto No. 21, movements 2 and
Enlightenment (Directors: Kati Debretzeni 3 (fortepiano: Robert Levin)
and Robent Levin) Beethoven: Coriolan Overture
Venue: Queen Elizabeth Hall, South Bank Centre,
London
Study 1, 20" February 2008, 7.30-9.30pm Strauss: Die Fledermaus Overture
Concert3 | London Chamber Orchestra (Conductor: Schumann: Piano Concerto (piano: Ilya
Christopher Warren-Green) Rashkovskiy)
Venue: St. John’s, Smith Square, London Brahms: Symphony No. 1
Study 2, 39 December 2009, 7.45-9.45pm Vivaldi: Concerto in G minor
Concert | | Compagnia d'Istrumenti (recorder, strings and Corelli: Trio Sonata in D Op. 3 No. 2
harpsichord) Telemann: Corellisierende Sonata No. 1 in F
Venue: Upper Chapel, Surrey Street, Sheffield 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, 10% December 2009, 7.45-9.45pm Haydn: London Trio No. 1in C T
Concert 2 | Ensemble 360 (flute, hom, piano and strings) Martinii: Trio for Flute, Violin and Piano
Venue: Upper Chapel, Surrey Street. Sheffield Cherubini: Sonatas for Hom and Strings Nos. 1 &
2inF
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 hall as ‘a place where
middle-class white people can feel safe together’ (Small 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
all came from white—mainly English—ethnic backgrounds, while the Sheffield
sample 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 sample was relatively homo-
geneous: the participants were all graduates and were either studying as postgraduates

or in mostly professional occupations. The participants” previous concert attendance

illustrates their ‘culturally 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 event. 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 of the'resear;hers' at
each concert, and in-Study 1 were provided with disposable cameras and invited to -

added to the experience. .
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photograph aspects of the venue or event that seemed interesting to them, creating a
visual record of their concert experiences. The photographs taken at the concerts were
developed, and were then used when interviewing the participants individually, 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 or no-one at all, 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 recollection afterwards.

In the weeks following the concerts, participants were interviewed individually (in
person or by telephone), in order to follow up on their impressions of the concert

gﬁ; 2 l;il,ll'lt}cipants" photographs. Left: “So the first one is an empty row of seats at the
e 1 ser;s f1ch I. t.lnnl? was just the sort of.. .. ‘cos this was the first one [concert], there
g e 0 ;ntlclpatlon, 0 you kn‘ow, this was the start of the classical music journey
our ere a qut to em.bark on. So it was really, yeah, that it was about to be filled with
e 0\»{ classical music people’ (Dominic, LI). Right: ‘That’s [another participant]
Wﬂegj? picture of, }.1e’s taking a picture—I suppose I just was recording the fact that we
taking part in the study and we were all taking pictures, which I thought kind of

(Dominiy, D, -because it forced you to look around yourself as well’
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and to obtain more detailed personal responses than would be possible within the
focus group context. 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 also asked what they would
change, if anything, about the experience of attending live classical music, giving the
study a 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.* The interview, focus 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 discussed further in Dobson 2010b). Participants have been
given pseudonyms, since they were promised anonymity when they agreed to take
part in the study; in addition, all quotations are coded so as to indicate where and
how they were elicited, for example LFGI for London focus group 1, SI for Sheffield
individual interview, and so on.

Thematic Discussion
Expectations and First Impressions

I must 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 classical listening experience goes. I haven’t been to a concert
like this before (Louise, SFG1).

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, culturally-valued activity. Nonetheless, she is receptive to the idea of
attending a concert, and knows that there are ways of ‘following up’ that experier_lc.e
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, SFG1;
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
‘all precise, and all technically very good’ (Rachel, LI), and the venues themselves ga\{e
‘an indication of what you might expect from the music’ (Stuart,. LI). In tht?lf
expectations and first impressions, the participants linked the. settings, i§06131
conventions and repertoire in interesting ways, appearing to feel .that the formal
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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 quickly attuned to a traditional vie
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 of like a crowd that you'd be able to just seamlessly melt into’ (Emma, LI). T}
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 perceptia
which might reduce expectations of becoming part of the group through repeate
future attendance. In the London study, differences in audience profile were note
between the three venues, although the participants were not necessarily in agreemer
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
ree.llly 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 comfortable, like I was a little bit happier sitting sort of waiting before th
concert there by myself” (Rachel, LEG?). 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:

I(m;vhaft Ilike about here [Que':en Elizabeth Hall foyer, South Bank Centre] was this
wame(()l atrgqsphere..lt was like a place where a lot of people found what they
n > anl it was k.md 9f a lot of people doing slightly different things. Because
e people were hstenmg,. aqd some people were talking, some people were
thereg,isilme people were‘drm]ung, some people were waiting, some people were
g picking up information, and I like those spaces where, I don’t know, there is
~ «ind 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 Chapel in Sheftield
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 totally
new’ (Rachel, LI). In 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 follow came in the
form of programmes and publicity materials 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 [ 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 modern 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 conventionally 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 from
an arts organisation’s point of view it might be understandable that programmes are

written ‘for people who knew what they’re on about’ (Dawn, LFG1),. for these new -

“attenders the unfamiliar technical language contributed to the impression of classical
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]I;igure 3 The Barbican Centre’s ‘information man’ (photograph by London participant
awn).

concert audiences as a knowledgeable, distinct group, who ‘really appreciate the
music and they really, 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’
(l?ryony, S1) 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).
Partl.a‘pants also felt that the written information—and indeed the images in the
publicity r'najcerials—should reflect the quality of the music more generously: ‘For me
t;il:t rﬁ;z)sbc.nhp"?on of tonight doesn’t mak'e it sound very exciting . . . it makes it sound a
Py tlli ! (Bryon?r, SFGZ).. In see.kmg insight from the programme notes—and
bo o g tiem to }l:e' either lacklr.lg or inaccessible—these listeners show themselves to
i ceptive to their new experience of concert attendance, yet alienated by some of
€ resources that should be a source of welcome and guidance.
maliefore the concert l?egins, therefore, these new attenders have already experienced
oth y aspects of classical cc')ncert attendance: they have compared themselves with
ner members of the audience, finding them to be generally older, smarter and
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3. O discurso cientifico explicativo

Fiéis a uma logica erudita de distingdo (FRANCFORT, 2008) e numa tentativa de legitimar sua
pratica no meio académico, os compositores utilizam na universidade o discurso cientifico explicativo, tornando
a escuta musical uma atividade especifica e exclusiva para aqueles que conhecem uma linha supostamente
evolutiva da musica ocidental. E a critica, faccdo marginal na sociedade, simplesmente relaciona as estreias
das obras, numa linguagem neutra que expde raramente seus sentimentos com relagdo as obras.

Kowalski (1983, p. 8) pergunta: «que arrogincia nos permite supor que a musica s6 pode ser
compreendida sob seus proprios termos, exceto em circunstincias muito especificas e rarefeitas»? A sociologia
da percepcao artistica de Bourdieu supde que «toda percepgao artistica implica em uma operacao consciente
ou inconsciente de deciframento» e que «todos os bens culturais, desde a culinaria até a musica serial, passando
pelo western, podem ser objeto da simples sensacao até a degustacao eruditay» (in SILBERMANN, 1968, p. 45).

Independentemente do fato de a musica ser rotulada de erudita ou popular, todos os periodos
musicais tiveram seus modos de produgdo de massa e de «ndo-massay, isto ¢, de recepgao limitada — o que
abre a perspectiva para um estudo da recep¢ao das obras do ponto de vista de sua popularidade ou ndo. Num
periodo histdrico determinado, a obra musical pode ter uma recep¢do massiva ou restrita, da mesma maneira
que uma percepcao erudita ou simples apreciagdo superficial, independentemente da intengdo original de seu

criador.

4. As «outras» musicas

A maior parte dos conhecimentos veiculados pela escola seria véalida e digna de ser transmitida
aqueles que ndo a receberam de familia (in NOGUEIRA et NOGUEIRA, op. cit.). A cultura musical porém
esta longe de ser “hidroponica”, isto €, algo autonomo ou politicamente inocente, sem ligacdo com sua terra
de origem. Desde que a tonalidade e o modalismo sdo a base de numerosas estéticas da musica popular,
os principios seriais podem ser considerados como antitéticos com relagdo a todas as outras musicas € seu
estudo deveria ser relativizado e contextualizado: “logo ap6s a Segunda Guerra, auxiliado pelos escritos
pedagogicos de Schoenberg, o serialismo musical tornou-se dominante nas institui¢des e no ensino da musica
nova”, privilegiando o carater abstrato, cientifico, formalista e racionalista, fundado na negag¢do da tonalidade,
refutando a representacdo étnica da musica popular em nome da inovacdo e do rigor formal, e compositores
que definiram certos idiomas nacionais, como Bartok e Stravinsky, ndo conseguiram atingir a hegemonia face
a militancia sistematica de Boulez, Stockhausen e outros, cujos contetidos tornaram-se matéria obrigatoria nos
cursos superiores de musica (cf. BORN, HESMONDHALGH, 2000, p. 15).

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

exotismo e do primitivismo.
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5. Os perfis dos estudantes

Considerando o «peso da origem social sobre os objetivos da escola» (in NOGUEIRA et
NOGUEIRA,2002,p. 16), «aeducagio, nateoriade Bourdieu, perde a fun¢do de transformagdo e democratizacao
das sociedades e torna-se uma das principais institui¢des através da qual se mantém os privilégios sociaisy.
Essa “pedagogia do implicito” revela o programa de estudos, métodos de ensino e de avaliacdo pedagdgica
como um “processo social auténtico, 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 musicos da Orquestra Sinfonica Municipal de Sdo Paulo; Dimas da Costa (2010) realizou
uma enquete sobre a realidade socioeconomica dos integrantes da Orquestra Universitaria da USP/RP e
Travassos (2002) apresenta um perfil dos estudanes de muisica da UNIRIO. O que se percebe é que, assim
que observamos as hierarquias sociais € os tipos humanos classificados numa universidade ou numa orquestra
sinfonica brasileiras, somos confrontados com uma imagem diversificada e nada homogénea, como ja era
de se esperar. Um programa de disciplinas que ndo leve em conta essas pesquisas ndo chegara a atingir os
objetivos pedagogicos ou de produtividade académica e artistica.

Lehmann, em sua obra mais conhecida sobre as formagdes sinfonicas francesas, estabelece trés
tipos de membros: o herdeiro, o promovido e o rebaixado. Pichoneri desvela a origem dos musicos profissionais
em Sao Paulo — cuja maioria ¢ oriunda das igrejas evangélicas — e Travassos fornece sete perfis de estudantes
de musica na UNIRIO: o devotado, o polivalente, o empreendedor, o eleito, o adepto da musica popular e das
fusdes, o “brincante” ou entusiasta do folclore, e por fim o musico de congregacao religiosa.

Budasz, por e-mail, diz que nos Estados Unidos certas escolas superiores de musica sdo mais
abertas que outras. Naquelas em que a performance ¢ privilegiada, exige-se nos exames de admissao algum
tipo de execuciio publica ou entrevista. As vezes o candidato envia simplesmente uma carta de intengdo,
seguida ou ndo de um exame escrito. Em varios casos, essa fase ndo ¢ eliminatdria mas apenas uma desculpa
para que o candidato se inscreva num curso — o que traz mais dinheiro a 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 (ndo importando de qual
tradicdo musical). O programa de Jazz no mesmo departamento ¢ mais preciso sobre o que se deve tocar em
publico e ha também um exame escrito. A mesma universidade tem dois outros departamentos de musica,
um que segue o modelo do Conservatorio (departamento de musica) e o departamento de musicologia, que
¢ calcado sobre modelos humanistas (/iberal arts), e oferece um bacharelado (major) em Historia da Musica,
sem exigir qualquer espécie de audi¢do ou exame de ingresso.

Algumas universidades do sistema UC exigem exame de admissdo, outras ndo. A University of
California/Riverside oferece um bacharelado em musica e um outro de Musica e Cultura, igualmente sob
o modelo humanista (sem eixo na performance) e ndo necessitando de audicdo ou exame de admissdo. A
University of Southern California, que ¢ uma escola privada — na verdade a mais importante do oeste dos
Estados Unidos —, exige audigdes e exames em todos os cursos de bacharelado, mesmo em musica popular e
de industria da musica. Nao hd modelo tnico e talvez seja essa uma das razdes da ruptura da UCLA em trés
departamentos de musica, cada um com uma filosofia diferente e oferecendo diferentes diplomas de estudos

superiores.
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Perfis culturais de estudantes de musica

Introducao

Toda investigacdo coloca em jogo a historia pessoal do investigador, seus
interesses e motivagdes no campo da ciéncia, o lugar institucional que ocupa e suas
limitacdes. Comeco o texto com este truismo para lembrar certos aspectos metodolégicos
da pesquisa que esta em sua origem. Trata-se de uma investigacdo sobre as fronteiras
culturais do gosto musical, tendo como universo empirico os estudantes do Instituto Villa-
Lobos da Universidade do Rio de Janeiro. A escolha esta ligada a minha condicdo de
antropéloga que trabalha numa escola de musica.! Estar “fora do lugar” é préprio dos
antrop6logos quando estdo em pesquisa de campo: isso serviu como estimulo para esse
estudo etnografico cujo cenario é o préprio campus. A escolha tem ligagdo também com a
proposta de ndo limitar a etnomusicologia ao estudo da musica em sociedades

“primitivas” e comunidades rurais.

! A pesquisa, intitulada “Vocagbes musicais e trajetorias sociais de estudantes de musica: o caso do Instituto
Villa-Lobos da UNIRIO”, é apoiada pelo CNPqg (Conselho Nacional do Desenvolvimento Cientifico e
Tecnoldgico/MCT/Brasil) desde 1998. Ao longo dos anos, contei com a colaboragdo dos seguintes estudantes
(alguns ja formados), a quem agradecgo as idéias valiosas incorporadas ao trabalho: Leticia Martins Dias
(voluntaria, 1998), Daniel Rousseau (bolsista IC/CNPq, 1998), Vera Maria Alves de Andrade (bolsista
IC/CNPq, 1998-1999), Marcelo de Castro Lopes (bolsista de IC/CNPqg, 1999), Claudio Andrés Barria Mancilla
(bolsista PIBIC/UNIRIO, 2000-2001), Claudia Maria Villar Caldeira (bolsista IC/UNIRIO, 2000-2001).
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Perfis culturais de estudantes de musica

O objetivo da pesquisa é descrever a variedade de universos culturais que
convergem para a escola e, a partir dai, refletir sobre as fronteiras culturais do gosto
musical. Neste texto discuto de forma abreviada aspectos metodologicos da construgao
dos perfis de estudantes, apresentados em seguida. Convém advertir que néo trato
diretamente de “musica popular”,? mas de um universo estudantil largamente identificado
com samba, choro, MPB e bossa-nova, repertérios que integram a masica popular, no
Brasil. A UNIRIO implantou, em 1998, um Bacharelado em Musica Popular Brasileira,
curso que responde a demanda representada por esses alunos e aos ideais de um grupo

de professores da escola.?

Quadro tedrico

Uma escola superior de musica é uma instituicdo que da a ver, com especial
clareza, que o “bom gosto € uma forma poderosa de controle social” (Becker 1998:108). A
frase de Howard Becker encerra uma visao sociologica que esvazia o fenbmeno do gosto
da substancia que o senso comum lhe atribui. Falar de bom gosto é falar de
reivindicacfes de uma sensibilidade superior, ou do privilégio de uma educacéo refinada;
inversamente, 0 mau gosto pode ser “explicado” por deficiéncias na sensibilidade ou na
distribuicdo social dos beneficios da educacéo e cultura. Estamos, pois, em territério de
diferencas e conflitos que, freqiientemente, tiram sua forca do fato de se apresentarem
como puramente estéticos e, portanto, desvinculados do terreno social (Bourdieu 1982).
Por outro lado, explicagdes economicistas — correntes em alguns ambientes sociais —

fazem a redugdo do gosto a estrutura de classes, sem qualquer preocupacdo de

investigacao empirica.

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

% Os termos “povo” e “popular” sdo ambiguos. Designam ora a totalidade de um grupo étnico ou nacional (o
povo brasileiro), ora as classes inferiores de uma sociedade estratificada (opondo-se, entdo, a elite). Os
estudantes da escola superior a qual fago referéncia provém em geral das classes médias da sociedade. A
“musica popular” que tocam, compdem e ouvem também nao €, necessariamente, a das classes populares.

® O Instituto Villa-Lobos oferece os seguintes cursos: Licenciatura em Educacgdo Artistica — Habilitagdo em
Musica; Bacharelados em Canto; em Instrumentos (Clarineta, Contrabaixo, Fagote, Flauta, Oboé, Piano,
Saxofone, Trompa, Violdo, Viola, Violino, Violoncelo); em Composi¢éo, Regéncia e MUsica Popular Brasileira.
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constituicdo e reproducdo de uma hierarquia cultural — irredutivel as hierarquias social e
econdmica. As escolas superiores de artes sdo instituicdes que reproduzem essa
hierarquia. Asssim, as carreiras estudantis e os perfis culturais de estudantes n&o podem
ser descritos como se fossem alternativas igualmente valoradas e igualmente disponiveis
para quaisquer individuos. Esses, contudo, ndo sdo temas confortaveis em alguns meios

culturais. Ao contrario, eles podem ser percebidos como irrelevantes ou impréprios.*

A orientacdo basica da pesquisa provém da etnografia da mdsica, tal como a
concebem Alan Merriam (1982 [1964]) e Anthony Seeger (1992). A etnografia nao define-
se pelo tipo de agrupamento social focalizado (tribos, aldeias, sociedades complexas),
mas pelo fato de focalizar — pressupondo sua existéncia numa totalidade — os sons
musicais, 0s atores sociais, outras objetivacdes culturais e formas expressivas, tais como
mitos, ritos, instituicdes, movimentos corporais etc. Dessa proposta, retenho como ponto

basico a convic¢ao de que compreender a musica é mais do que analisar 0s sons.

Além da etnografia, outra contribuicdo tedrica importante para o entendimento das
fronteiras do gosto nas sociedades modernas é a “critica social do juizo estético”
(Bourdieu 1979), fértil no exame das crengas que sustentam os campos artisticos nessas
sociedades. Ao mesmo tempo em que devolve o gosto a sua condigdo de fato social,
criticando o economicismo, pode vé-lo ndo somente como realidade externa, objetiva,
mas também como realidade subjetiva. Por isso, “0s juizos mais pessoais sdo juizos
coletivos” (Bourdieu 1982:164). Dado o tipo de investigagdo que fago, tendo como objeto
sistemas de representacdes e carreiras de individuos dentro de uma instituicdo de

formag&o de musicos, as tangéncias com a sociologia da cultura s&o importantes.®

‘o etnomusicologo Bruno Nettl (1995), que escreveu sobre uma “tipica” escola de musica superior nos
Estados Unidos, refere-se ao receio de abordar um assunto que pode soar outré.

® O termo “carreira” engloba tanto o contetido de um processo temporal que envolve transformacéo nos papéis
e posicOes sociais do individuo quanto seu conteido moral, que diz respeito as avaliagbes e significados
dessa transformagéo (v. a idéia de "carreira moral" de Erwin Goffman 1996).

=
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Perfis culturais de estudantes de musica

Problemas de método

1. Uma etnografia no campus

A pesquisa de campo etnogréfica focalizando fragdes das classes médias urbanas
ndo é novidade na antropologia brasileira e seu desenvolvimento vincula-se, em boa
medida, aos trabalhos de Gilberto Velho (1973, 1974, 1998, entre outros). Essa
elaboracdo local, tributaria da chamada Escola Sociolégica de Chicago, ocorreu
paralelamente a movimentos mais amplos da antropologia. Entre outros efeitos das
mudancas promovidas pela ethografia praticada na prépria sociedade do etnégrafo,

registra-se a quebra da “assimetria arquetipica” entre pesquisador e pesquisado.®

Dois feixes de questbes emergem em consequéncia. O primeiro centra-se na
critica a chamada escrita “realista” que se consagrou desde Malinowski e outros (v.
Clifford 1998). O segundo sobre o préprio conceito de cultura enquanto totalidade dotada
de consisténcia interna, concebido em moldes funcional-estruturalistas. Nas palavras de

George Stocking Jr.:

“Na medida em que diminuiram as diferencas observaveis manifestas entre os
povos, a cultura passou a ser perseguida nas frestas da homogeneidade
avassaladora. Nesse contexto, houve uma percepcao crescente do carater
problematico do conceito central em cujos termos a alteridade foi, durante muito
tempo, interpretada por antropélogos”.7

(1992:360)

As sociedades contemporéneas passam por um processo de “suavizacdo do

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

® Em sua versdo “classica’, resumida por George Stocking, Jr. (1992), a pesquisa antropolégica € uma
atividade de cientistas euro-americanos de pele clara estudando outros povos, de pele escura. A mesma
imagem, com ligeiras modificagfes, aplica-se & Ethomusicologia e ao Folclore Musical: o pesquisador com
formacgé@o musical académica e experiéncia social urbana recolhe cangdes entre camponeses e trabalhadores
rurais.

Tv. 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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terdo que aprender a compreender diferengcas mais sutis, e seus textos talvez se tornem

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

A pesquisa que apresento ndo escapa aos problemas inerentes aos dois feixes de
questBes, embora eu ndo procure resolvé-los por meio de experimentagdes na escrita e
nos meios de representacdo da realidade cultural, o que tem sido advogado por alguns
adeptos das etnografias poés-modernas. De qualquer maneira, as circunstancias da
pesquisa no campus evidenciam que o discurso etnografico sobre os estudantes é um
entre outros discursos quotidianamente produzidos, por colegas professores,
administradores, alunos, que também tém como objeto diferencas internas ao alunado,
hierarquias e conflitos estéticos. Mais claramente do que em outras situacdes, percebo
gue o relato etnografico contrasta com outras percep¢des do universo estudantil da

mesma instituicao.

Velhos problemas da pesquisa de campo persistem nessa experiéncia num
pequeno campus universitario no Rio de Janeiro: como controlar a intervengcdo da
subjetividade dos observadores? como generalizar a partir de informacdes fornecidas por
alguns individuos? como lidar com a “fofoca” sem violar limites éticos e sem ignorar essa
fonte de informagGes? Deve-se acrescentar que ndo “volto para casa” ao final de certos
periodos bem delimitados. A atividade de pesquisa mistura-se, na préatica, 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 € lido pelos colegas professores que sdo membros
da comunidade cientifica, por superiores hierarquicos que respondem pela instituicdo e
pelos préprios estudantes. Como as escolas sdo sensiveis a possibilidade de estarem
sendo avaliadas, procuro deixar claro que nado fagco diagnosticos do ensino e

funcionamento institucional. &

8 Margarete Arroyo (1999), que fez pesquisa de campo em uma escola de musica, observou o fenébmeno da
ansiedade dos dirigentes diante dos possiveis resultados da investigacéo.
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2. Representatividade da amostragem

A pesquisa de campo envolve, além da observacdo, entrevistas com alguns
alunos, a partir de um roteiro flexivel. Paralelamente, procuramos obter uma visdo
panoramica da populacdo estudantil com base em fichas de alunos na Secretaria e nas
InformacgBes Estatisticas que mostram o total dos estudantes em cada curso, a cada
semestre, distribuidos por sexo. Constituimos, ainda, um banco de dados a partir de dois
guestionarios, o primeiro aplicado em 1999 a 157 alunos dos diversos cursos, 0 segundo

em andamento.’

Amostragem € uma manifestacdo especifica de um problema maior da
investigacao cientifica, que tem correspondéncia com a figura da sinédoque: trata-se de
eleger a parte que representa adequadamente o todo. O problema da amostragem afeta,
pois, ndo s6 a escolha de casos, de individuos a serem entrevistados, de cancdes a
serem analisadas etc., mas qualquer descrigdo, j& que, em qualquer representacdo de
processos culturais por meio da escrita, partes sdo incluidas e partes “esquecidas” ou
subtraidas (Becker 1998:67; v. Clifford 1998 sobre a descricdo etnogréfica como
sinédoque ). Isso ndo significa que ndo se possa ser exaustivo — a descricdo de um
universo deve ser exaustiva, isto é, deve ser coerente com a regra de inclusédo/exclusao

estabelecida durante a analise.

Ha também o problema de delimitar o todo que sera representado pela amostra
(Becker 1998:70). A totalidade dos estudantes € sempre um conjunto provisorio, pois 0s
alunos transitam entre as varias condicdes possiveis no percurso entre 0 ingresso e a
formatura ou abandono de curso. O numero total de estudantes que frequenta
regularmente os cursos do Instituto Villa-Lobos é estavel durante alguns meses, no
maximo, de sorte que as amostras ndo podem ser calculadas em termos numeéricos

absolutos.

A amostragem aleatéria do questionario € contrabalancada nas entrevistas com
individuos escolhidos conforme um planejamento geral da investigagdo e o

desenvolvimento de questdes especificas. Essa combinagdo de dois tipos de amostras

°o primeiro questionario foi elaborado por Vera Maria Alves de Andrade, que escreveu sobre as atividades
profissionais dos estudantes (Andrade 1999).
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atende a preocupacdo de focalizar estudantes com interesses e histérias variadas,
evitando-se circular apenas entre os que tém maior visibilidade (por motivos que variam

muito) para os pesquisadores.

3. Tipos, tribos ou perfis?

Os estudantes dizem, as vezes, que reconhecem as “tribos” do campus: a palavra
assinala a percepcao de diferentes estilos de vida e preferéncias musicais, bem como de
tendéncias ao estabelecimento de relagBes mais intensas e continuas entre determinadas
pessoas. Mas ndo creio ser correto falar de subculturas no interior da populacdo
estudantil. A identidade de estudante de musica € compartilhada e o estabelecimento de
relacbes mais ou menos transitérias ndo encontra barreiras intransponiveis nas diferencas
entre estilos de vida e opcBes estéticas. Sao constituidas e desfeitas, continuamente,
relacbes de amizade e amorosas que se convertem em rela¢cdes musicais e profissionais.
O que as caracteriza, contudo, é sua relativa fluidez (o conceito de rede social, de Clyde
Mitchell, 1969, é aplicavel).

Isso nao significa que n&o se percebam regularidades, a partir das quais elaborei
os “perfis” apresentados adiante. O termo foi escolhido para evitar a confusao com tipos,
categorias de pessoas elaboradas a partir de um certo numero de tragos compartilhados.
Os perfis ndo agrupam individuos empiricos. Além disso, a tipificacdo exige que se
ignorem as complexidades de cada individuo mediante a redugé@o a tracos béasicos que
tem em comum com outros individuos.'® Nessa operagdo, podem ser jogados fora
elementos importantes para a analise das vocagfes, sua constituicdo, confirmacéo ou

frustracdo, em trajetérias especificas.

Os perfis aproximam-se mais dos tipos ideais de Max Weber, constru¢des de
pensamento que nao resultam de uma média de tracos empiricos observados. Sua forca
nao esta na generalizacdo a partir da média de casos individuais, mas na generalizacdo a

partir da especificidade dos fenbmenos (v., a respeito da distincdo entre tipo ideal e tipo

10 Quando se fala da “mulata” como tipo brasileiro, agrupam-se individuos do sexo feminino em fungdo de
poucos tragos, como a cor da pele e certa sensualidade (idealizada, atribuida). As mulheres que
correspondem ao tipo séo diferentes quanto a um sem namero de aspectos.
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obtido a partir da média, Weber 1998:127)."" Trata-se de uma forma de conceituac&o
propria das ciéncias humanas, que apresenta um quadro ideal, ndo-contraditério, dos
eventos. E uma utopia que se obtém acentuando imaginariamente certos elementos da

realidade:

“Obtém-se um tipo ideal mediante a acentuacéo unilateral de um ou de varios
pontos de vista e mediante o encadeamento de grande quantidade de
fendbmenos isoladamente dados, difusos e discretos, que se podem dar em
maior ou menor nimero ou mesmo faltar por completo, e que se ordenam
segundo os pontos de vista unilateralmente acentuados, a fim de se formar um
quadro homogéneo de pensamento. E impossivel encontrar empiricamente na
realidade este quadro, na sua pureza conceitual, pois trata-se de uma utopia”.
(Weber 1998:118)

Nesse sentido, ndo é um fim, mas um meio para o exame da realidade empirica.
Como os perfis de que falo se referem a pessoas e ndo a processos e instituicbes (que
constituem a exemplificacdo de Weber), o carater de sintese imaginaria os torna

semelhantes a personagens de ficgao:

“...as personagens tém maior coeréncia dos que as pessoas reais (e mesmo
guando incoerentes mostram pelo menos nisso coeréncia); maior
exemplaridade (mesmo quando banais; pense-se na banalidade exemplar de
certas personagens de Tchecov ou lonesco); maior significacdo; e,
paradoxalmente, também maior riqueza — ndo por serem mais ricas do que as
pessoas reais, e sim em virtude da concentracdo, selecdo, densidade e
estilizacdo do contexto imaginario, que reune os fios dispersos e esfarrapados
da realidade num padréao firme e consistente”.

(Rosenfeld 1976:35)

" Diz o autor: “A diferenca entre conceitos genéricos simples, que apenas relinem as caracteristicas comuns
a diversos fendbmenos empiricos, e os tipos ideais genéricos [...] é fluida nos pormenores. Mas nenhum
conceito genérico possui, enquanto tal, um carater ‘tipico’, como também ndo existe um tipo ‘médio’
puramente genérico. Sempre que falamos de grandezas ‘tipicas’ — como na estatistica, por exemplo —
encontramos algo que € mais do que um mero termo médio. Quanto mais se tratar de classificacdes de
processos que se manifestam na realidade de uma forma maci¢ca, tanto mais se tratard de conceitos
genéricos. Pelo contrario, quanto mais se atribui uma forma conceitual aos elementos que constituem o
fundamento da significacéo cultural especifica das relagdes histéricas complexas, tanto mais o conceito, ou o
sistema de conceitos adquirira o carater de tipo ideal. Porque a finalidade da formac&o de conceitos de tipo
ideal consiste sempre em tomar rigorosamente consciéncia ndo do que é genérico, mas, muito pelo contrario,
do que é especifico a fendmenos culturais” (Weber 1998:127).
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1. O devotado

Chamo “devotado” ao estudante que desenvolve uma atitude de devogdo a
masica, que se manifesta como devo¢ao a um instrumento, ao canto ou a composicao: €
a concentracdo dos esforcos num determinado tipo de pratica musical que define o perfil.
A relacéo que o devotado mantém com a musica envolve sacrificio, disciplina e, no limite,

sofrimento (fisico e psiquico).*

A atitude de devocao que caracteriza esse perfil pode estar presente em musicos
de orquestra, grupos de jazz ou qualquer tipo de conjunto. Mas tem relacdo com a
trajetéria que conduz ao desempenho do papel de solista. As expectativas de uma
carreira de solista sdo mais comuns entre violinistas, pianistas, cantores, saxofonistas etc.
— isto é, entre intérpretes para 0s quais existe volumoso repertorio de solos ou que
praticam géneros musicais que demandam a atuacdo de solistas (como o jazz, a cangao

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

A devocéo implica na rendncia a atividades que possam roubar tempo da pratica
musical. O devotado enfrenta longas horas de estudo diario — freqlientemente solitario —
que parecem intoleraveis para outros estudantes. Ele avalia seus colegas a partir de seu
proprio standard, motivo pelo qual eles aparecem, muitas vezes, como desleixados,

pouco preocupados com o dominio técnico e com a superacgéo de dificuldades.

A valorizagdo dos esforgos concentrados e a auto-exigéncia de desempenho
excelente tém como consequéncia a necessidade de estudo intenso e continuado,
imprescindivel para conjurar o medo do erro que compromete a qualidade da
performance. O medo de errar € proporcional ao risco ao qual o musico se expde: o do
concertista € maior que o de instrumentistas que tocam em unissono com os colegas. A

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

2 No contexto de sua analise do recital, observando a ansiedade e o esforgo fisico de instrumentistas e
cantores, Henry Kingsbury também serviu-se da imagem da devogao: “The word ‘devotion’ would also be
appropriate to their roles as musical perfomers” (1988:134).

9 Actas del IV Congreso Latinoamericano de la
Asociacion Internacional para el Estudio de la Musica Popular



user

Highlight





Perfis culturais de estudantes de musica

Também é grande o risco do compositor que submete sua obra ao publico e a critica.

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

Se as ambicdes se frustram, produz-se o ressentimento que Bernard Lehmann
(1998) identificou nos instrumentistas parisienses a quem o sistema pedagodgico 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
conservatorio que ja estdo engajados profissionalmente em uma orquestra: o
COmpromisso com o0 conjunto é encarado como ameaca ao desenvolvimento individual
(Kingsbury 1988:54).

Ao contrario de outros profissionais da muasica que podem satisfazer-se com os
bastidores, o devotado define-se como mdusico cuja pratica culmina numa exposicao

publica individual, na performance ou na representacéo de sua obra de compositor.

O desenvolvimento técnico e expressivo muito especializado gera estudantes que
ndo desejam “perder tempo” com atividades que n&o estdo diretamente relacionadas ao
objeto de sua devogdo. O curso na escola superior pode representar, entdo, uma

sobrecarga de tarefas divorciadas do objetivo do estudante.

2. O versatil

O versatil é guase a imagem no espelho do devotado: toca varios instrumentos,
canta, faz arranjos, dirige espeticulos musicais, da aulas, monta ou comp®e trilhas
sonoras e jingles. Sua maxima pode ser “ndo recuso trabalho”, como ouvimos de um
aluno. Considera que a especializacdo fecha seus horizontes estéticos e profissionais. A
versatilidade pode manifestar-se como disposi¢cao para experimentar repertorios musicais
e tipos de atuacdo profissional variados. Com isso, 0 versatil tem, necessariamente,
familiaridade com a mausica popular e maior intimidade com o campo da producéo

industrial.

O versatil tende a ser atraido pelos cursos de Licenciatura em Educacao Artistica

e Mdsica Popular Brasileira; ndo esta ausente dos cursos de Composicdo e Regéncia.
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Mas raramente procura os de instrumento e canto, que solicitam concentracdo dos

esfor¢gos numa direcéo.

A carreira escolar do verséatil pode alterar seu perfil: afinal, escolas de musica em
nivel superior, por mais afastadas que estejam do modelo oitocentista do conservatorio,
guardam algo de sua misséo de inculcar a devo¢ao a masica. Por isso, o ingresso de um
versatii num curso de instrumento ou canto, quando ocorre, pode dar lugar a uma
mudanca de rumo. Conhecemos um estudante de violoncelo que tocou violdo em grupos
de musica popular e guitarra em uma banda de rock, antes de entrar na escola de musica.
Apos vérias experiéncias profissionais distantes do mundo das artes, escolheu o curso de
violoncelo por acreditar que sofreria menos concorréncia. A escolha ainda estava ligada a
I6gica da versatilidade, mas o percurso escolar fez com que seu esfor¢o se concentrasse

num Unico instrumento.

z

A versatilidade é uma estratégia consciente de insercdo no mercado, mas nao
seria correto associar o versatil ao profissional orientado para o mercado, em oposi¢cao ao
devotado, orientado para a arte. Assim apenas repetiriamos uma dicotomia que é parte da
ideologia carismética ou “romantica” da arte. Ambos tém preocupagfes com 0 mercado e
ambos desenvolvem concepcgdes estéticas. Para o devotado, entretanto, igualar arte e

trabalho é profanar o culto & musica.

O versétil encontra menos eco na instituicAo escolar porque sua nao-
especializagdo ndo constitui virtude reconhecida nos meios musicais académicos. Por
isso, pode sentir necessidade de defender-se de uma eventual estigmatizacdo

destacando a presenca de um elemento unificador de suas varias habilidades — seu estilo.

O versatil é, geralmente, um profissional autbhomo que s6 mantém vinculo
empregaticio durante periodos curtos. Seu pragmatismo diante do mercado tende a
afastar, como sonhos fantasiosos, aspiracdes ao estrelato. Ao mesmo tempo, identifica-se
com os bastidores de maneira positiva e valoriza os oficios da fabrica musical que
geralmente estdo ocultos do publico: arranjo, producdo musical e outras tarefas

requisitadas em estudios de gravacdo.™

¥ Luciana Requido (2001), em pesquisa sobre o professor de musica que atua em aulas particulares e
escolas livres, apresenta diversos depoimentos interessantes com relacéo a versatilidade. O baixista Adriano
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3. O entrepreneur

O entrepreneur caracteriza-se pelo pragmatismo e preocupacdo com as formas de
inserir-se de maneira rentavel no mercado. Encara sua relagdo com a musica como um
meio de ganhar a vida que atende aos ditames da vocacdo, mas que nao pode ser
avaliado apenas em funcdo disso. As aspiracdes de estabilidade financeira séo
assumidas como uma ambicdo legitima. A maxima do entrepreneur € “eu tenho o pé no

chdo”, como ouvimos dizer um estudante.

Como o sentimento de vulnerabilidade financeira € comum entre estudantes que ja
sao ou serdo musicos profissionais, 0 que distingue esse perfil € 0 desejo ostensivo de
transformar a muasica em atividade financeiramente rentavel. O entrepreneur reclama da
acirrada concorréncia em certos setores e da condicdo subalterna do musico na industria
cultural. Queixa-se também dos musicos que ndo “estudaram” (ndo estiveram em escolas
de mdasica) e tornaram-se astros da noite para o dia. Revolta-se diante dos “filhinhos-de-

papai”, jovens que nao precisam trabalhar e tém o privilégio do diletantismo.

Dentre os valores constitutivos da identidade desse musico, estdo o “realismo” e
certo desprezo por divagacdes estéticas. Quando toca na noite, ndo enfeita a vida boémia
com o glamour que ela costuma ter para certos setores da sociedade. Preocupa-se com a
administracdo de sua carreira e valoriza o tino para negocios, qualidade praticamente

ignorada pelas escolas de artes.

O entrepreneur assume as tarefas de oferecer seus servicos e negociar contratos.
Por isso, tem ndo so6 tino comercial como a disposicdo de desbravador que elabora e
executa projetos especiais na area da mdasica, para 0s quais busca patrocinio e
divulgacdo. Também oferece servicos de musicografia por computador, monta pequenas
empresas de producdo de CDs, cria grupos de repertorio ndo-convencional. Como se Vvé,
desenvolve alguma versatilidade, aliando varias competéncias técnicas, musicais e

outras. Com isso, ainda que tenha restricdes estéticas a musica de sucesso midiatico e

Giffoni diz: “ser competente é estar apto a trabalhar no maior nimero de situag8es profissionais possiveis”. O
presidente do Sindicato dos Musicos, Vitor Neto, observa: “hoje vocé ndo pode mais ser o saxofonista. Vocé
tem que fazer um curso de como operar mesa de som (...) tem que produzir... dar aulas. Acho que hoje vocé
ndo pode mais ser s6 o musico instrumentista, tem que fazer muita coisa”.

http://www.hist.puc.cl/historia/iaspmla.html 12
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facil comercializacdo, ndo se recusa a pratica-la, pois precisa manter-se em sintonia com

a demanda.

4. O eleito

O entrepreneur opde-se, sob diversos aspectos, ao eleito. Este escolhe as mais
valorizadas carreiras no campo da musica — compositor ou regente — e ndo sente-se
pressionado a ingressar no mercado de trabalho, pois sua familia dispde de recursos
econdmicos e apoia a escolha de um(a) filho(a) que se dirige para um campo artistico. A
perspectiva do eleito € dedicar-se aos estudos durante bastante tempo, no Brasil ou no
exterior, dando continuidade a sua formagéo musical em cursos de pos-graduacdo. As
carreiras de instrumentista exercem pouca atragdo sobre o eleito, que também néo se
inclina pelo magistério, assim como ndo sofre ansiedade diante da perspectiva de ganhos

instaveis.

Oriundo de familias que aliam recursos econdmicos e culturais — e é precisamente
ai que reside sua eleicdo —, esse perfil caracteriza-se ainda pela iniciacdo precoce a
masica por meio de professores particulares, frequentacdo de musicos, concertos e
ambientes intelectuais. Sua curiosidade é ampla e abrange outras areas artisticas além

da musica, como teatro, cinema e literatura.

O eleito ndo tem, necessariamente, identificacdo com determinado estilo ou
repertério musical e cultiva certo ecletismo como via de construcdo de uma carreira
individualizada. Se a religido da arte rege as escolhas do devotado, se o pragmatismo
rege as do versatil e do empreendedor, sdo as determinagcfes subjetivas, atribuidas a
personalidade, que governam o projeto do eleito. Dentre todos os perfis, o do eleito

singulariza-se por desconhecer as pressoes financeiras sobre o desenrolar da carreira.
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5. O adepto da musica popular e das fusdes

A escola de musica da UNIRIO atrai um bom numero de estudantes que sdo ou
desejam ser musicos, porém ndo querem estar limitados ao estudo da chamada mdusica
erudita. O contato com esse universo estudantil permite delinear o perfil de um praticante
de musica popular, geralmente critico do eurocentrismo e da hierarquizacdo de

repertorios vigente no establishment escolar.

Deve-se observar que sua defesa da musica popular baseia-se em critérios que
ndo sdo estranhos ao mundo da musica erudita: invocam-se os valores de originalidade
da criacéo, alto nivel da técnica, complexidade da fatura, autenticidade da expressao. Ao
mesmo tempo, o adepto da musica popular identifica problemas e caréncias na formacéao

do musico erudito, tais como dependéncia da partitura e incapacidade de improvisar.

O nacionalismo cultural arraigado nos meios artisticos brasileiros e a tendéncia a
tomar popular como sinébnimo de nacional podem manifestar-se nas escolhas desse
musico. Sua adesdo a musica popular faz-se acompanhar da preocupagéo constante com
a manutencdo da qualidade. Tem aversdo a massificagdo e aos fendémenos de
redundancia e comercialismo que caracterizam a industria cultural. O adepto da musica
popular identifica-se com certos repertorios: samba, choro, MPB e bossa-nova. Os trés
primeiros passam por um processo de “canonizagdo” ou “classicizagao”, no Brasil, que
esta relacionado com a criagcdo de cursos superiores de musica popular. A bossa-nova,
por sua vez, estd associada, desde sua génese, a sofisticacdo musical e a segmentos

intelectualizados da classe média.

Portanto, os repertérios de um adepto da musica popular e de um musico erudito
sdo diferentes, mas eles compartilham valores estéticos. Nao surpreende a relativa
facilidade de integracdo do estudante adepto da musica popular ao ambiente da escola.
Ele encontra eco em alguns de seus professores e, seguramente, no projeto pedagdgico

do novo curso de Musica Popular Brasileira.

http://www.hist.puc.cl/historia/iaspmla.html 14
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6. O “brincante” ou entusiasta do folclore

Brincante — aquele que brinca — é palavra corrente na fala popular da regido
Nordeste e designa aqueles que dangam, cantam, representam e se divertem divertindo o
publico nas muitas dancas draméticas da tradicdo popular. O renascimento do interesse
pela musica folclérica, nos anos 1990, tem forte ligagdo com o mundo estudantil. E nesse
contexto que surge, na escola de musica, um entusiasta do folclore que se engaja em
producdes musicais-teatrais inspiradas nos espetaculos populares. Caracteristico desse
perfil é o ideal de combinar a atividade artistica com pesquisa de campo e bibliogréfica

sobre o folclore.

Convém sublinhar que estamos lidando com estudantes oriundos de segmentos
das classes médias. O entusiasmo pelo folclore é parte da critica ao modo de vida
burgués, o que ndo deixa de recordar certas manifestacbes de contracultura dos anos
1960. O brincante venera as raizes, aquilo que h& de profundo e sdlido na cultura

brasileira, partilhando, com o adepto da musica popular, certas inclina¢gdes nacionalistas.

O entusiasta do folclore encontra pouco apoio na escola, pois 0s repertorios que
elege ndo sdo considerados, no Brasil, apropriados para musicos profissionais: quando
muito, s&o fonte de inspiragdo para compositores. A escolha do folclore pode causar
estranheza, dentro do campus, quando ndo gera suspeitas de falta de disposi¢do para

estudar.

O brincante procura imprimir a seus produtos e performances a espontaneidade
propria da festa popular. Os espetaculos de que participa terminam, invariavelmente,
numa roda alegre onde dancam e cantam artistas e publico, juntos, numa espécie de
communitas. Valorizam-se empreitadas coletivas reunindo musicos, atores, dancarinos,
artistas plasticos, pesquisadores. Coerentemente, teatro musical, circo e Opera sao os
veiculos privilegiados de expressao, tomando o lugar dos recitais. Valorizam-se também
as ocasides de expressao liberta da necessidade de “fazer perfeito” que impera no mundo
da masica de concerto e, a seu modo, no show business. A desestetizacdo é compativel
com os anseios politicos e morais do brincante, que fala da necessidade de conhecer o
Brasil e resistir & homogeneizacdo cultural e a faléncia de valores no mundo

contemporaneo.
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7. O musico de congregacao religiosa

Trata-se de um fiel de igreja protestante que teve iniciacdo musical na igreja e nela
atua profissionalmente (com ou sem remuneracdo, pouco importa). Pode estar ligado
também ao mercado musical especializado em mausica sacra. De qualquer forma, a igreja

ou a religido tendem a absorver o interesse musical.

Todos os repertérios musicais sdo classificados por esse musico em dois blocos
opostos: “musica sacra” e “musica do mundo”. Os critérios usados na classificacdo séo
doutrinarios e estéticos. Os tracos basicos desse perfil sdo a énfase na musica vocal e na
pratica musical congregacional (ritual ou de entretenimento), restricbes ao virtuosismo e

concepcao funcional da musica.

Deve-se levar em conta que pesa sobre algumas igrejas evangélicas a suspeita de
ndo fornecer formacdo musical adequada e de incutir preconceitos contra musicas
profanas. Isso, aliado a necessidade de defender-se do estere6tipo do “crente” — uma
imagem negativa, caricatural, arraigada nas classes médias cariocas, e que visa mais o
protestante das camadas populares —, explica porque séo discretos os estudantes que se
dedicam integralmente & musica sacra em igrejas protestantes. A instituicAdo escolar

praticamente ignora sua op¢ao.

O mdsico de congregacdo religiosa estd convicto de que Deus estd na origem
tanto de sua escolha individual como da propria musica. A descoberta da vocagdo € o
reconhecimento de um talento dado por Deus, que deve ser retribuido com trabalho e
estudo. O musico com esse perfil tem, ademais, uma visédo transcendente da natureza
mesma da masica. Valorizada por seu potencial de educacdo e mesmo de salvacdo das
almas, ela torna seus praticantes responsaveis pelo desempenho de funcdes basicas
dentro dos cultos e na vida comunitaria. “Eu acredito na divindade da musica. Deus € um

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

*k%

http://www.hist.puc.cl/historia/iaspmla.html 16



user

Highlight



user

Highlight





Elizabeth Travassos

Os sete perfis foram tracados basicamente a partir de repertérios musicais
(folclore, musica sacra, MPB/samba/choro/bossa-nova), de atitudes (concentra¢cdo ou
disperséo, pragmatismo ou gratuidade para com a musica) e do modo como se combinam
preocupacdes estético-musicais e outras. Ao elabora-los, tivemos em mente recobrir as
tendéncias mais importantes que observamos nas trajetérias dos estudantes de muasica.
O entusiasmo pelo folclore, por exemplo, ndo pode deixar de ser observado porque
constitui uma tendéncia que renova um ideario estético-politico com longa histéria na
cultura brasileira. Entretanto, a pratica de repertorios folcléricos corresponde, em termos
estatisticos, a uma fracdo bastante pequena dos estudantes consultados por questionario.
Assim, ndo é a representatividade numérica da tendéncia que justifica a elaboracdo de

um perfil.

Tipos ideais sdo recursos que permitem ao investigador retornar ao mundo
empirico para investigar processos histéricos singulares. Minha descricdo dos perfis, da
mesma forma, encerra este texto, mas ndo a pesquisa sobre as vocagoes de estudantes
de mausica, que prossegue com a tentativa de delinear mais nitidamente esses perfis e

esbocar outros.
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Carole Gubernikoff, também por e-mail, sobre os Conservatorios Universitarios como New
England Conservatory, Julliard School, Mannis, Manhattan, e tantos outros, diz que tém testes de entrada
dificilimos e sdo frequentados por orientais, sulamericanos, africanos, arabes... E pergunta: «Porque discutir
uma Unica maneira de formar musicos (se ¢ isto que queremos) se cada instituicdo 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 terd de ser atualizado e teremos de nos adaptary.

Com as novas diferencgas sociais — que separam fisicamente, mas unificam ideologicamente — e
o esgotamento das possibilidades de mobilidade social para a maioria da populacao (cf. DAYRELL, 2005,
p.24), estudar a musica surge como uma possibilidade de interferir na cena cultural com produgdes musicais

independentes que poderdo se aproveitar das realiza¢des historicas da ciéncia musical.

6. A ilusao biografica

Muitas historias da muiisica baseiam-se principalmente nas biografias dos compositores, ¢ beiram
a hagiografia. Como diz Bourdieu (1986), «a historia de vida ¢ uma dessas nogoes do senso comum que
entraram de contrabando no universo cientificon. Se partimos do principio que «o real ¢ descontinuo, formado
de elementos justapostos sem razao, todos eles Unicos e tanto mais dificeis de serem apreendidos porque

surgem de modo incessantemente imprevisto, fora de proposito, aleatorio”,

tentar compreender uma vida como uma série unica e por si suficiente de acontecimentos
sucessivos, sem outro vinculo que ndo a associagdo a um ‘sujeito’ cuja constancia certamente
ndo ¢ sendo aquela de um nome préprio, é quase tdo absurdo quanto tentar explicar a razdo de
um trajeto no metrd sem levar em conta a estrutura da rede.

Nesse sentido, s6 se poderia atestar a identidade da personalidade, como individualidade
socialmente constituida, a custa de uma “formidavel abstracao”, com a fun¢do de confirmar uma suposta

predestinagdo dos compositores, ignorando a construgao social das identidades.

7. Pos-escrito

Longe de se pretender uma conclusao, o que se propde aqui ¢ refletir sobre valores musicais numa
perspectiva humanista e de democratizagdo do cdnone — ainda que a pesquisa estética e a aristocracia do
gosto tenham estado sempre a servigo da distingdo.

Sem ignorar que a logica comercial ameaca toda e qualquer produg¢do independente e que a
concorréncia, “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 maximo e custo
minimo”, a difusdo comandando a producao (in BOURDIEU, 2001).

Como diz Rios Filho (2010): ser compositor de musica de concerto contemporanea no Brasil, na
América Latina, na Africa e nas Filipinas, j4 é ser “outro”, desarticulando a questdo do exotismo, uma vez que
nesses casos as noc¢des de “outro”, de “hegemonia”, de “centro” e de “periferia” ficam confusas e assim, pode

ser superado o medo de contaminagdo modernista pelo kitsch, o popular, o primitivo, o pop € a midia.
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O que se coloca ¢ a necessidade de um projeto pedagdgico que saiba por um lado transformar
o saber erudito em saber escolar; e por outro, muita musica dita “popular”, digna de estudo em sala de aula,

permance ignorada pelas grades curriculares.
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