BRITISH FORUM FOR ETHNOMUSICOLOGY

in conjunction with the Department of Performing Arts, Brunel University


2001 ANNUAL CONFERENCE

April 20th - 22nd 2001

BOOK OF ABSTRACTS

Programme Committee: Rachel Harris

Maria Mendonca

Laudan Nooshin

Henry Stobart

Jan van Belle (Netherlands; <jvbelle@worldonline.nl>)

Afghanistan, Islam and the Taliban.

In a short introduction the problematic relationship between Islam and music, according to Islamic law (Sharî'ah) will be discussed from a historical perspective, as well as the problems to define the term "music" (mûsîqî). The status of musicians in Afghanistan, especially in the last two decades since the withdrawal of the Soviet forces in 1988 will be examined, leading to the analysis of the current position of the Taliban towards

music.

The consequences of their total repression of music, recent destroying and burning of musical instruments and persecution of musicians for the culture and music of Afghanistan will be looked at. To what extent Afghan musicians inside and outside Afghanistan are using the power of music as a site of protest, struggle and resistance in the current situation, and do ethnomusicologists have any power in this respect? (and if so, what could be their role?) In this paper I will try to answer those questions, with musical examples of songs of resistance and  songs with comments on the ongoing civil war.

Andrew Blake (King Alfred's College, Winchester)

Multiculture, Town and Country: Re-locating British music.

Building on research done in East London and the South East of England, this paper will explore the musicalities of the avowedly multicultural urban centre, as against the implicitly monocultural (chiefly white and middle class) suburb-conurbation of the Southampton region. Contrasting such aspects of musicality as local educational provision; possibilities for live performance and ‘clubbing’; radio stations and target audiences; and radio coverage of musical genres; the paper will discuss the range of music-related identities offered in these parts of the UK with a view to raising difficult questions about the ways in which the theoretical and empirical exploration of the ethnic identity of users of music might proceed, and the ways in which education policy might intervene in the (re)production of a British musicality which is more openly and avowedly multicultural.

Donald B. Chae (University of Chicago; <dbchae@midway.uchicago.edu>)

Music and Power at the Court of Louis XIV: Les Plaisirs de L'île Enchantée.

Although it was fashionable in seventeenth-century France to mourn the loss of the ancient Greek modes, the power of music to elicit and suppress appropriate and inappropriate behaviours, thoughts, and actions—in short, to make "a civil and obedient people" (Gilbert)—reached an apogee at the court of Louis XIV.  Recent musical scholarship, however, has tended not to recognise the coercive functions of the Sun King's court music, preferring to focus instead on the remarkable thematic continuities that marked the arts.  Availing itself of common tropes and ubiquitous monarchical symbols, cultural production at Louis' court—including opera, the visual arts, architecture, and court spectacle—has been regarded as "almost interchangeable media" (Isherwood) in its projection and embodiment of absolutist ideology.

The message, however, is inextricably linked with the medium, and methodologies that implicitly reduce the function of opera and other court spectacle to the simple reproduction of subject matter will necessarily overlook the unique efficacies of Louis' court music.  A courtier's experience of an equestrian sculpture, a display of fireworks, and a trumpet fanfare was by no means identical, as modern thought might have us believe.

In this presentation, then, I have three main objectives.  Drawing upon the theories of Jacques Attali and the anthropologist Alfred Gell, I will first assess the potential for coercion in Louis' court music—specifically in the music from Les plaisirs de l'île enchantée, an ostentatious royal spectacle given in 1664.  Second, I will demonstrate how the musical topoi deployed in Les plaisirs uncover dialectics of war and divertissement, pleasure and power, order and disorder that empower the French monarchy.  Most generally, I hope to help reorient the study of Louis' court music around the music itself and its own properties of signification and efficacy.

John Cowley (Institute of Commonwealth Studies; <john1.cowley@virgin.net>)
Satire, Protest, & Black Music—Oral History Case Studies from the Caribbean and the USA.

From the time of slavery, satire and topicality are common elements in reports of black music from the Americas.  When need arose, they also served as a form of protest.  In 1889, Stickney and Donovan's Circus toured the Caribbean and the exploits of an American balloonist named Colby were recorded in a contemporary song.  This became a Martinique Biguine and a Trinidad Carnival piece, recalled well into the twentieth century. Identified as a trickster, in Trinidad Colby's exploits were used as a metaphor to criticise the way in which Louis Camille was acquitted for the murder of John Eligon in 1891. This song travelled through the islands and even in recent years elements were incorporated into a Chante Mas' sung in Dominica during the Carnival.

In the United States before the Second World War, US Army subcontractors administered the maintenance of the embankments or levees along the Mississippi River and its tributaries. Their reputation was of systematic brutality toward the work force, sustained by a system of peonage.  Referred to obliquely in commercial recordings, field recordings document the role of these contractors and uncover an unsuspected level of protestation by disadvantaged black workers forced to repair the levees. The powerless used these songs to warn their contemporaries of the dangers of levee maintenance work.

In both cases, commercial and field recordings provide the evidence for this use of satire and protestation and demonstrate ways in which the 'powerless' sustain their identity in hostile environments.
Julie Donovan (George Washington University; <juliedon@gwu.edu>)

“There’s Nobody Allow’d to Say I Sing but an Eunuch or an Italian.”  John Gay’s Beggar’s Opera: The Reclamation of English Manhood?

When John Gay wrote to Jonathan Swift in a letter dated 3 February 1723 complaining that “There’s nobody allow’d to sing I say but an Eunuch or an Italian,” he was referring to Senesino, one of the castrati sensations descending on London, carting off fantastic salaries and encouraging eighteenth-century female fan club behavior such as fainting fits and seemingly orgasmic pleasure. Castrated singers held up to men the frailty of their manhood, especially as imagined in an appropriation by women of masculine power. Preserving the real or imagined maleness of English identity was therefore linked to the fear of the Otherness of foreign musical performers and styles.

This paper argues that Gay’s The Beggar’s Opera (1728) was an attempt to rescue English opera from what was thought of as French and Italian excess and effeminacy. Yet the opera only goes to manifest Attali’s claim that “With music is born power and its opposite: subversion.” Although Gay’s opera accentuated a strict demarcation between the sexes with staggering box-office success, later versions of the opera confirm its inspiration as a vehicle for subversion and challenge to binary oppositions. For example, in 1730 the Little Theatre in the Haymarket put on a performance of The Metamorphosis of The Beggar’s Opera with all the female roles taken by men and vice versa. 

Further, The Beggar’s Opera, in emphasising social appetites and emulation, showed that, as Foucault has argued in The History of Sexuality, any attempt to contain the power of the Other (in Gay’s case women and effeminacy) also has power acting as a productive, generative force. In this way, as Susan McLary has written in the afterword to Attali’s Noise, “music truly heralds changes that are only later apparent in other aspects of culture.” 

Veronica Doubleday (University of Brighton; <vdoubleday@vdoubleday.fsnet.co.uk>)

Musical Instruments as Powerful Ritual and Sacred Artefacts: an Exploration with Reference to Gender.

Musical instruments are significant objects of material culture endowed with a variety of powers. This paper will present an aspect of work in progress for a forthcoming volume entitled `Sounds of Power: Musical Instruments and Gender'. The book is based on my own cross-cultural research in the scholarly literature, and will also contain 12 chapters on particular musical instruments or instrumental ensembles contributed by other ethnomusicologists. For this presentation I have chosen to focus on ritual and sacred dimensions of musical instruments. I work from the premise that certain instruments - through their symbolic meanings, sounds, and very presence - help to effect culturally significant transformations, and that those people who play them and own them partake of their powers. For instance, in some traditions shamans place importance on the use of instruments such as drums and rattles in their ceremonies for divination, healing and other purposes. Their instruments are imbued with personal power which may be inherited  or newly created through processes of consecration. I shall explore the symbolic powers invested in some particular sacred and ritual musical instruments, and my paper will include observations and analysis with relation to gender. The gender theme might relate to the player, owner and instrument-maker as well as to divinities associated with the instrument and the consumers of its music.

Amanda Griffin (University of Durham; <a.j.griffin@durham.ac.uk>)

Power through the People: The Manx Music Festival.
Taking place annually in the Isle of Man the one hundred and eight-year-old Manx Music Festival is, to many people, an example of what is perceived to be 'Manx' culture.  Yet this festival is not a celebration of the indigenous music that has existed in the Isle of Man for centuries, it is an amateur competitive festival the like of which take place throughout the British Isles and beyond.  The main question to be asked in this paper then, is why and how has this Manx Music Festival become a vehicle for social and cultural construction.  

By examining the social conditions present in the Isle of Man at the formation of the festival and charting a course through the first century of its life, I will initially show why it became necessary for the people of the Isle of Man to adapt this seemingly 'English' concept of the competitive music festival to fulfil their own need for a distinctly 'Manx' cultural identity. I will continue by examining how the people fulfilled this need by creating their own field of cultural meaning, and conclude by outlining the current status of the festival as a culturally significant phenomenon.

Drawing on research collected from an extensive period of fieldwork undertaken in the Isle of Man the paper will ultimately show one way in which this small island has continued to maintain a sense of distinct cultural identity in the face of potentially overwhelming circumstances.

Ruth Hellier (Birmingham Conservatoire, at the University of Central England; <ruthhellier@hotmail.com>)

Power Needs Names: The Oppression of Mexico's Indigenous People's Within mechanisms of "Folklore", Examined Through the Viejitos Dance, from Michoacán.
Power needs names, fear, divisions, colours and castes, 

inheritance of segregation,

Fear of the others, of different customs. 

Power needs names, disguises and rules. 

(“Saltapa’tras” from Baile de Máscaras, Maldita Vecindad)

These lines from a contemporary rock song succinctly encapsulate Mexico’s ongoing classificatory and segregatory social, political, and economic system, in which power relations still locate the indigenous peoples in the place with least control. This paper will examine the role of “folkloric” music and dance in this process of classification, demonstrating how such a rubric has undermined the status of the indigenous people, by subjecting them to a “predestined categor[y] and role, from birth to death, in order to exert control” (Kubik 1994:33). The insidious nature of the process is underlined by the apparent lack of recognition of such mechanisms.

This manipulative and interventionary process will be examined through the specifics of one particular Dance performance, the Viejitos Dance, from the Lake Pátzcuaro region of Michoacán.  From the 1920s onwards, in post-revolutionary Mexico, within complex and paradoxical ideologies of nationalism, indigenismo, mestizaje and regionalism, the Viejitos Dance, under a “folklore” rubric, emerged as a useful symbol of identity, promoted and manipulated by politicians, educationalists, academic scholars and tourism-related institutions.  Writing this year, Montemayor has described the very essence of the “folklorisation” process in Mexico:

As a form of social schizophrenia, we have opened up a great gulf between the living indigenous population and the pre-hispanic indigenous population. We celebrate the abstract figure of the indian of the past and we are ashamed of the indian of the present.

   (Montemayor 2000)

This paper will demonstrate that in the eighty years since the “folklorisation” process began, the power relations have remained virtually static, a position that was underlined in this new millennium, through governmental violence against the indigenous rights protestors (EZLN) in Chiapas, and paradoxically highlighted in the Mexican pavilion at the Expo 2000 in Hanover, with a romantic depiction of the celebration of Noche de Muertos, in the indigenous Lake Pátzcuaro community of Janitzio.

References
Kubik, Gerhard (1994) “Ethnicity, Cultural Identity, and the Psychology of Culture Contact.” In G. Béhauge (ed.) Music and Black Ethnicity: the Caribbean and South America. Miami: University of Miami. pp.17-46
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Kwela-Sabine Hermanns (University of Westminster; <kwela_hermanns@hotmail.com>)

Level-Playing or Devil-Paying? – Intellectual Property Rights, the Music Industry & Developing Countries from an Actor-Network-Theory Perspective.

The 'Faustian Pact' dimension to so-called development is a well-documented implication of the process of industrialisation (Berman 1983). As the mature music markets rise to the challenges of digital rights management in the 'information age', emerging  music territories are being forced to adopt Western definitions and infrastructures for the implementation of Intellectual Property Rights (IPRs).

Ever since the Uruguay round of the GATT negotiations put IPRs firmly on the agenda of what is today known as the World Trade Organisation (WTO),  the US Trade Representative (USTR) can enforce IPRs and fight piracy via dispute settlement practices. This 'de-territorialising half' of  globalisation (Sachs 2000), under the banner of free trade ideology,  ostensibly unfolds on a 'level-playing field'. However, these relations of power are in fact more complex and less balanced. Frequently,  developing countries suffer from Western appropriation of their indigenous (musical) resources, whilst  international money flows occur in favour of First World balance sheets  (Jameson 2000).

Following M. de Laet's work on the 'agency' of travelling patents and their 'translation' across distances (de Laet 1999), this paper will argue that music-related IPRs equally change their meaning and value across geographies and cultures. Drawing on Actor-Network  Theory (ANT), the notion that they retain their 'tenacity' whilst being transported will be deconstructed, and their inherent networks of power highlighted.  ANT evolved from the field of sociology of science and technology in the 1980s around the work of Bruno Lator and John Law, amongst others. It uniquely claims that in the myriad processes involved in human-technological interaction, both humans and non-humans possess agency. Here, 'technology' is seen to encompass objects, artefacts, 'techniques' and, crucially, practices.

This paper, then, will seek to examine how Western IPRs practices 'work' in developing countries through the institutionalised policing of solidifying objects as well as the continuous affirmation of relational networks of power in which each 'actant' is doing their job. Finally, it will ask questions regarding the potential agencies for interrupting said power networks.

References
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Bennett Hogg (University of Newcastle-upon-Tyne; <benjo36@hotmail.com>)

Power Relations of Technology and Space: Territory, Property, Surveillance 

and Listening in Britain and Bosnia and Hercegovina.

The playing and broadcasting of recorded music is a ubiquitous feature of contemporary public life.  Taking Michel Foucault's concepts of "power/knowledge" and "surveillance" the paper aims to investigate how these theoretical models can be elaborated with reference to the presence of recorded music in public spaces.

A homologous relationship is proposed between the microphone (or the inscription of its operation as sound recording) and the loudspeaker, a relationship which can be figured both  metaphorically and metonymically.  As tools of surveillance - the gathering of knowledge - microphone and loudspeaker are functionally not only interdependent but also interchangeable.  It is suggested that this is a significant attribute of the medium in terms of the encoding of relations of power.  In listening to recorded  music we are not only "monitoring" the "performance" but are ourselves under a form of surveillance.  This is related to an implied economy of power which is found in the technology and to the ways in which recorded music occupies physical space; excludes (by masking or rendering inert) "dissenting" sound phenomena, reinforces concepts of property (intellectual and geographical) and enforces a certain discipline or conformity through a metonymically codified form of surveillance.

Examples supporting these ideas are drawn from the public use of recorded music in the UK and from personal experience of the ways in which recordings of popular and nationalist musics functioned to assert occupation of space and as codifications of surveillance during and immediately after the recent war in Bosnia and Hercegovina.

Keith Howard (School of Oriental and African Studies; <kh@soas.ac.uk>)
Dancing for the Eternal President.

15 April 2000. To celebrate the birthday of the 'Eternal President', the late Kim Il Sung (1912-1994), 50,000 men and women in their twenties danced in a Pyongyang square, in the last outpost of Stalinist socialism, the Democratic People's Republic of Korea. They were led by a massive orchestra and choir. 'Famous' vocalists offered solo renditions of 'favourite' songs and acrobats further added to the 'revolutionary' spectacle. Broadcast live on national TV, and watched from the steps of the People's House of Culture by an audience of perhaps 200 foreigners (most of whom were in town to participate in the annual Spring Arts Festival), the dancers performed perfectly synchronised accompaniments to a sequence of songs for almost an hour.

This paper, illustrated with video clips, considers different interpretations of the event. Mass dancing, by men and women bussed in from factories, offices and educational establishments across the Pyongyang area, is said to illustrate the triumph of socialism: all workers willingly join this unified celebration. But music and dance is strictly rationed by the state; entertainment is, in effect, controlled. Who choreographs the dances, and how are work cells taught the steps? To what extent is the event reflective of the power of state ideologues, and to what extent are the dancers coerced into participation?

Hannah Hughes (University of Durham; <h.o.hughes@durham.ac.uk>)

An India out of India? The Role of Bhangra Music in the Construction of British-Asian Identities.

Bhangra is traditionally a folk music and dance genre performed in the Punjab to celebrate the harvest festival, Baisakhi.  Brought to Britain in the 1950s onwards by first generation South Asian immigrants, it was performed at family celebrations such as weddings and birthdays, and became an integral part of a process of cultural retention providing the people with a perceived cultural link to the 'homeland'. However, in the 1980s bhangra music went through a transformation from a folk to a commercial popular music form. Electric guitar, bass, keyboard, and drum kit were added to the distinctive 8-beat syncopated dholak rhythm, forming a new and dynamic genre 

distinct from its traditional roots. 

In this paper I discuss how bhangra has become a site for the ongoing negotiation and re-negotiation of identity of second and third generation South Asian descendants in Britain, who simultaneously want to demonstrate an affinity with an imagined 'homeland' of their parents, whilst also asserting their place in their own birth country. Thus bhangra music functions as a symbol of a British-Asian identity that, whilst on the surface presents a unified community, is in actuality a series of constantly changing, fluid symbols in discourse with one another. By providing an ethnographic account of the Mela, an Asian festival held in Bradford, I will show how the politics of identity and cultural representation are asserted through the performance of bhangra, thus how the music works to create a space in the urban soundscape for British-South Asians.

David Ingram (Brunel University; <david.ingram@brunel.ac.uk>)

'Why Do Whales and Children Sing?': Acoustic Ecology and the Soundscapes of David Dunn. 

This paper explores the social construction of sound as an ecological concern in the recent work of American sound artist and experimental composer David Dunn.

Dunn positions his work in explicit contrast to New Age soundscape CDs, sold for example by The Nature Company, which construct non-human nature as a romantic, pastoral idyll for the purposes of relaxation and therapy. Critical of the commodification of nature in such recordings, Dunn's work investigates the power relationship between human beings and non-human nature in a more philosophically complex and self-reflexive manner. In particular, he draws on Gregory Bateson's cybernetic model of nature as emergent 'Mind' to create sound works such as Why do Whales and Children Sing? (1999), in which a range of sounds (of weather, animals, human beings and machines) is presented in a complex, non-linear structure intended to signify a deep ecological model of non-human nature based on principles of harmony, complexity and balance. The paper will take a critical view of this model, as well as another tendency in Dunn's work which is also typical of deep ecology, that is, its anti-urban sensibility that romanticises small-scale 'primal' societies as ecologically benign, literally (and, in this context, audibly) in 'harmony' with non-human nature.

In its critique of mass culture, Dunn's sound work continues the tradition of political modernism. Combining Gregory Bateson's ideas with the notion of the 'triune brain' developed in the 1960s by brain researcher Paul Maclean, Dunn argues that sound art can be a means of healing humanity's alienated relationship with non-human nature, by reintegrating human beings with what he calls the 'pre-conscious mammalian component of a larger ecosystemic mind'. Popular music, on the other hand, he sees as merely providing a safe, socially sanctioned outlet for such desires. Dunn's critique of mass culture places his work within two inter-related areas of recent cultural practice: that of 'acoustic ecology', associated with Canadian theorist and composer R. Murray Schafer's concern with sound design and noise abatement in both rural and urban spaces, and, secondly, American composer Pauline Oliveros' notion of 'deep listening' as a meditative, therapeutic practice giving access to the sacred. 

Anne Helle Jespersen (University of Durham; <A.H.Jespersen@durham.ac.uk>)

Algerian Rai: Between Love and Hate. 

Since the early 1980s, the popular music style rai has spread enormously in speed and success in its mothering country Algeria, and to the Western World as a new World Music. Built on the gharbi style of the 19th century Bedouin singers in Algeria, rai mixes traditional music, local wedding tunes, Egyptian popular music, and elements of western popular music and instrumentation. The lyrics deal with love, emotions, and material goods. Thus, especially to the youth in Algeria, the performers of rai have come to represent a modern lifestyle of pleasure and freedom. In 1994, one of the most affected rai singers, Cheb Hasni, was murdered, as was Rachid Baba Achmed in 1995, the only rai producer with an actual international reputation.

I want to show how conflicting powers in Algerian society have created conflicting views of what rai represents. Whereas rai played an important role in the creation of social stability in the first period of Algerian colonial independence after 1962, later, however, rai came to threaten the social stability in the eyes of certain bodies of ideology in Algeria. I want to argue that, by suggesting to the post-colonial youth an alternative identity to the strongly Islamic, rai finds itself in a space of tension: The space between, on the one hand, fundamentalistic Islamic identity, and, on the other, Westernisation and globalisation in a post-colonial Algerian society. It is my aim to show how, between these boundaries, rai forms a point of disjuncture in Algerian society.   
Jelena Jovanovic (Belgrade Institute of Musicology; <Music.INST@bib.sanu.ac.yu>)

The Power of Recently Revitalized Serbian Rural Folk Music in Urban Surroundings.

During the last decade, in Serbian towns the need for authentic rural sounds and ways of musical expression, especially among young people, born and raised in towns has increased. The facts that could explain this phenomenon are: 1) mass migrations from villages to towns; 2) consequently, newcomers from different regions have difficulties to acquire a new identity; 3) the prevalence of the commercial music genres which use only few features of the original Serbian musical folklore; 4) suppressing of national identity during more than 50 years after the Second World War; 5) a decade of wars and suffering, poverty and forced feeling of guilt. As a result, nowadays we have the return to the tradition and, especially, to the rural musical folklore. It is significant that the majority of the audience prefer it without any (intentional) stylisation. The main reason for this lies in the extreme expressiveness of Serbian rural songs and instrumental pieces, especially of those of older musical layer. The impact of this music on the performers and the audience acts as a catharsis both psychologically (by the power of expression in natural, non-tempered intervals, consonant and dissonant chords, by rests between the phrases, etc.) and physiologically (by the great intensity of tone). It also gives strong and reliable answer to the questions about Serbian ethnic identity.  In addition to it, this music provides the power of gathering together, in opposite to all pressures inherited from older generation, that have come both from the inside and the outside of the society. 
Edward Larkey (University of Maryland Baltimore County; <larkey@umbc.edu>)

Fighting for the Right (to) Party?  Discursive Negotiations of Power in Pre-Unification East German Popular Music

This paper will look at three commercially more or less successful and culturally representative East German rock bands from the 1980s whose music provoked political controversies with the Communist Party leadership.  In an effort to censure them, different levels of the Party bureaucracy intervened in the production and distribution of 

the songs in State radio station and record company studios and programming.  I will examine one prominent song each from the CITY rock band, a band named PANKOW, and one named SILLY with a female vocalist.  I will draw on Party documents, interviews, and secondary literature to document the controversies, and show how the bands stood between Party directives to control the lyric content and socio-cultural meaning of the music on the one hand, and the demands of the commercial industry outside the country's borders on the other.  Each band evolved a specific stance in negotiating the power relationship with the hegemonic position of the Party, including judicious use of accommodations, resistances, and adaptations of the "rules of the game."  I will illustrate which legitimizing instance each of the bands utilised to justify its choice of music and lyric stance:  the youthful audience, the commercial industry, or its aesthetic-cultural viewpoint based on concepts such as socialist realism, folk art or "socialist entertainment art."  I will provide insight into the role of rock music in the exercise and negotiation of political power and cultural hegemony, the extent the state exerts control over the cultural industries, and the breadth of responses bands might deploy to stake out positions in a cultural field which evolved in pre-unification East Germany spontaneously, first in opposition to, then in conjunction with the contested influences of the commercial recording industry situated in the West.

POSTER PRESENTATION (ALL DAY SATURDAY)

Catharine Macedo (Christ Church College, Oxford;

<catharine.macedo@christ-church.ox.ac.uk>)

Aerial Nation: An economy in Breathing.

In 1890s Barcelona, the power of pleasure and the pleasure of power came together in the emergent Catalan nation:  Catalan intellectuals sought to differentiate their province from the effects of Madrid's 'ill-fated' imperialism, and in doing so constructed an aerial nation, an alternative to the terrestrial nation.  To this end, they used a broad range of cultural and scientific pursuits, the most important of which was choral singing. 

The formation of this nation, I suggest, used 'unisonance' to integrate the supra-collective of the nation into the personal identity of the individual subject.  It encouraged song's performance and reception to become affairs of heightened sensuous experience in which participants allegedly 'awakened' themselves from the stupor induced by 'Castilian oppression'; and, as part of this process, breathing became a physical manifestation of desire, which was harnessed, and set to work as an inter-connector of the body singing, the body of song and their surrounding environments. 

My exploration of this phenomenon, using Catalan-language sources in Barcelona, negotiates the conflicting ground between personal and communal aspirations, and provides perspectives on why, in the hope of a better life, many thousands participated in, or loyally supported, the subjectification of the conceptually massive by means of the rising tide of Catalanist choral societies — why, in the words of a Madrid-based detractor, a 'singing, political idea' became a nationalism of personalised experiences.

Daniel T. Neely (New York University; <daniel.neely@nyu.edu>)

Mento and Jamaican Calypso: Tourism, Repertory and Power.

This paper focuses on mento, a genre of Jamaican social dance music that was developed by rural village bands performing quadrilles and traditional African musical forms in the nineteenth century and is now seen as one of the country’s important national musics.  Mento bands can typically be found playing at tourist resorts and have been a key signifier of "rural Jamaica" in tourist-directed representations of the island since World War II.  How, though, has the relationship between local musicians and the tourist industry shaped the performance of mento music?  What role does this relationship take in mento’s performance and presentation today?

Since the fifties, mento has been largely contained and represented by the institutional framework of tourism.  As musicians became increasingly dependent on tourism for income, their musical trajectory began to embody an "island music" aesthetic that was considered "Jamaican" but reflected a colonial ideal rather than local reality.  Today, most mento bands continue to reflect the internalisation and acceptance of this "island music" aesthetic to a large degree.  

Based on fieldwork done in Kingston in the summer of 2000, this paper will explore the role tourism has played in affecting the performance and repertory of mento music.  It will also examine the ways in which recent trends in cultural development signal a new relationship between traditional arts and institutional power.

Grant Olwage (Rhodes University, South Africa; <g.olwage@ru.ac.za>)

Exhibiting Choralism at the Cape Colony, or 'Africans on Stage' - A Second Take.

Work on 'ethnological show business' - the display of 'other' peoples for commercial and/or educational purposes - has become a popular pursuit since the rise of postcolonial studies. While the most interesting work in the field has resolutely refused reductive conceptualisations of particular parts of the West and whatever part of the rest, the organising tenet of centre and periphery has often effected an elision of what has been called the 'settler' colonies. A more thorough analysis of ethnological show business would have to take cognisance of 'spectacle' in, and not just from, for instance, South Africa.  Veit Erlmann, for example, has written copiously on black South African choirs on tour in the United Kingdom and the United States in the late nineteenth century, but black choirs had been performing for white audiences in South Africa long before this.

This paper will explore how black choral music-making in the eastern part of the Cape Colony from the mid-nineteenth century to c.1910 was implicated in a range of power-related discourses and practices. I will focus on the mission's use of choralism, specifically as a disciplinary technique and as a tool of propaganda, both for the 'civilising mission' in general and for particular political exigencies. I hope to show that a consideration of the 'spectacle of the local' further complicated constructions of race and identity, which ultimately, I would argue, had greater significance for the lived experience of most of the players (and spectators) than a once-off trip abroad.

Risto Pekka Pennanen (Musikwiss. Seminar der Georg-August-Universität; <kpripe@uta.fi>)

Greek Music Policy Under the Dictatorship of General Metaxas (1936-1941).

This case study analyses the role of music in the ultra-nationalist dictatorship of General Ioannis Metaxas (1936-1941). In 1937 Metaxas declared that his goal was to create "the Third Greek Civilisation" that was to be the continuation and combination of the positive qualities of the two previous Greek civilisations, i.e. ancient Greece and Byzantium. Greek culture had to be cleaned from foreign influences. The nationalisation and Westernisation programme contained several points connected with music: e.g. the establishment of Greek State Radio broadcasting national music and the censorship of recorded music. The purpose of the censorship was to keep non-national and morally suspicious music away from records and radio emissions. Such types of music included Ottoman-Greek café music and rebetika, the music of Greek urban sub-culture. 

However, the strictness and effects of the censorship on recordings have been subsequently exaggerated: Greek record catalogues from 1937 to 1940 contain numerous pre-censorship Ottoman-Greek and subculture-themed recordings and even those made during the Metaxas regime. Turkish-language recordings were also available. It seems that the change in recorded repertoire in Greece in the late 1930s was only partly due to the censorship. Another important reason was the changed taste of the record buying public that preferred Western-influenced more mainstream bouzouki music to Ottoman-Greek music and subcultural hashish songs. 

Annie Janeiro Randall (Bucknell University, Pennsylvania; <arandall@bucknell.edu>) 

Like the Rings of a Tree: Layers of Meaning in Shared Protest Songs of the Abolition, Woman Suffrage, and Labor Union Movements in the USA, c.1850-1920.

Music was a powerful tool for agitation and propaganda in the movements to abolish slavery, to achieve woman suffrage, and to establish labor unions in the USA.  This paper will look at selected songs that were shared by these movements, with particular attention to "John Brown's Body," also known as  "Battle Hymn of the Republic".  By establishing the songs' origins and tracing and interpreting changes made to them as they moved from one protest movement to the next we observe that tunes co-opted from the repertoire of well-known patriotic anthems (themselves co-opted from the British repertoire in many cases) and given new lyrics served to critique and subvert the originals.  To this first critical layer of meaning, further layers were added as the songs gained different texts to express the issues of the new protest movement.  In their successive incarnations the songs became more complex as their new texts interacted (overtly and/or subliminally) with previous ones, creating richly intertextual readings each time they were sung.  Viewed in this way, the songs bear witness to an unbroken tradition of resistance and convey with lightning immediacy the historical momentum of ideologies that sustained such movements and linked them together.

Helen Reddington (University of Westminster; <reddinh@westminster.ac.uk>)

Hands Off my Instrument!

During the moment spanned roughly by the years 1976-1982 there was a sudden influx of female instrumentalists into bands, partly stimulated by Punk Rock's new enabling attitudes to music-making , and partly due to women's feelings of empowerment highlighted by the 1975 Equal Opportunities Act. This was an unusual phenomenon, without precedent in the fields of rock and pop music  (and still seen as a novelty today, when we still often take for granted the fact that a woman's role in rock or pop music-making will be that of the vocalist). Concentrating within the above time parameters, this paper will explore the power bestowed on female rock and pop instrumentalists by the fact that they could be seen to be participating in the instrumental side of sound-creation in bands, and the effect this perception had on the audience, the media and male performers. From the spectacle of the girl-with-guitar to the political implications of women's involvement with what Julie Burchill and Tony Parsons dubbed "a pedestal sport", where "a guitar in the hands of a woman screams 'castration'", the underlying tensions and the consequences of this empowerment will be explored. This is part of a PhD study on women instrumentalists in punk and rock bands and will include material gleaned from interviews and questionnaires from participants in bands at the time. The author was bass-player in Joby and the Hooligans, a punk band dubbed 'the worst band in Brighton' by a local promoter.

Henry Stobart (Royal Holloway College; <h.stobart@rhul.ac.uk>)
Power and Subversion: Ontologies of Music from the Bolivian Andes.

This paper will contrast two portrayals of music from a Quechua speaking rural community of the Bolivian Andes. In the first, the rationale for musical performance is presented in terms of a struggle for power and in the second as a threat to political 'order'.

(1) The struggle for power: In a story told to explain the origins and need for wind music performance, the mythic characters of God (diosninchis 'our god') and the Devil (supay) compete over access to water. The gradual playing out of this conflict - finally leading to the release of water - evokes the unfolding of the year, where seasonal transformation is treated as negotiation, rather than as some form of natural given. In the story's rich imagery, music emerges as a metaphor for the hydraulic movements of water in which the alternating containment and release of water parallels that of musical sound.  In a variety of ways, music is presented as the assertion and expression of order and control.

(2) The threat to 'order': During his year of office, the leading local political authority is prohibited from participating in musical performance. Furthermore, in certain ritual settings the instruments of anyone found playing music in his presence are likely to be smashed. The explanation give for such suppression of music is that 'order' (orden) must be maintained.

The paper will consider to what degree these differing ontologies of music are, one the one hand, contradictory and, on the other, complementary. Do such musical ontologies always go hand in hand? and does the apparent contradiction help us to understand music's relationship to power?

Reinhard Strohm (Oxford University; <reinhard.strohm@music.ox.ac.uk>
Costanza e Fortezza - Ideology and Metaphor.
The opera by Johann Joseph Fux, as performed for a magnificent courtly celebration of Emperor Charles VI (Prague, 1723), not only exemplifies perceived connections between music and power, but also invites the testing of approaches to the problem.

Concepts which typically occur in studies of an artefact and its social aura may be expressed with the terms ‘rhetoric, ceremony, patronage, metaphor and ideology’. Of these, the first three, in particular, belong to a discourse which habitually decodes art as a type of cultural practice. This discourse happens in either consenting or critical ways, but it usually underdefines the type of relationship between artistic and cultural practice, often only arriving at presumed analogies. (Examples will be given how this is done with the work in question.) ‘Ideology’, by contrast, is a strong description of this relationship, which tends to take a form of evaluative decoding or unmasking the artefact for what political practice it is supposed to conceal. This procedure by suspicion (Ricoeur), which is based on the political philosophies of Marx and Weber, will be limited to detecting an exertion of power. It will not greatly improve upon the traditional analogical method unless the concept of ideology in itself is unfolded in the light of more recent philosophy. Without abandoning the Marxian-Weberian basis altogether, such unfolding leads to the concept of metaphor as a general ingredient of cultural practice, also beyond the exertion of power. It appears that metaphor and ideology are closely connected, and that the ideological functioning of art can be described as a metaphorical practice.

Britta Sweers (Bertelsmann Online/Hamburg University;

<Britta.Sweers@t-online.de>)

The Power to Influence Minds - German Folk Music During the Nazi Era.

Similar to other European countries, folk music not only became a useful tool in music education but also a means of enhancing the feeling of national identity in Germany at the turn of the 20th century. During the subsequent Nazi regime the power of this music was used to organize and control the masses. At the same time, the concept of folk music changed - often, the tradition (ballads, carols, etc.) was pushed aside and replaced by other material (marching songs, contrafacta, new compositions). When, after World War II, the former tradition was taken up again, the relationship to folk music had been profoundly altered.

Using contemporary documents and own interview material, this paper will take a look at the role of folk music (in its original and altered forms) within a totalitarian regime and at some of the long-term effects. That the conscious use of the altered folk music indeed exerted a strong influence is still evident from the retrospect viewpoint: for a long time, the war generation associated the term "folk music" only partly with the old ballads and dances but rather with the newly composed material introduced during the Nazi era. Likewise, especially the marching songs can still be memorized - partly to the present day. On other levels, however, the influence did not work at all: A large number of carols, written at that time, were intended to replace the Christian context by a pagan content. Yet, this material - like many other newly composed songs - never became generally accepted.

Milan Todorovic (Buckinghamshire Chilterns University College;

<milan.todorovic@bcuc.ac.uk>)

Underground Clubbing in Nineties' Belgrade.

This work presents an account of the most significant developments in the clubbing scene of mid-Nineties Belgrade (Serbia). Series of events that took place in influential Belgrade night clubs are at the heart of this research paper. 

Serbian youth experienced international isolation in a society tormented by violence, poverty and hyperinflation of an unprecedented degree. These socio-political circumstances were directly or indirectly related to conflicts raging in Croatia and Bosnia-Herzegovina. Alternative youth movements in Nineties’ Serbian cities Belgrade have played an important role in developing a cultural resistance to the decay of civil society. 

This chorus of disapproval of Serbia's urban youth against the organic crisis of society had a variety of forms: from open social critique in music, arts and literature - to hedonistic escapism which, having in mind the situation, was more than a political statement. 

Audiences for artistic performances were reduced in size. In spite of, and perhaps, because of that, they participated in these endeavours along with musicians, multimedia artists, promoters and DJs. A number of up-and-coming alternative-rock projects, promising 'alliances' of DJs and art groups were contending for the attention of the media. A small group of devoted enthusiasts had helped the survival and even influenced the growth of the underground music and art scene.

Frederic Vandenberghe (Brunel University; f.vandenberghe@brunel.ac.uk>)

The Political Implications of MDMA and Repetitive Beats.

In this article, the author analyses the British clubculture as a counter-culture which fuses the idealism of the hippies with the political engagement of the punks. Rejecting Adorno's reductionist treatment of popular music in general and jazz in particular, he presents an analysis of techno-music and MDMA which highlights the emancipatory potential of the musical underground.

POSTER PRESENTATION (ALL DAY SATURDAY)

Caragh Wilk (University of Durham; <c.j.wilk@durham.ac.uk>)

Cultural Reproduction in Chinese Immigrant Communities in Britain: Cantonese Opera in Liverpool.

Traditionally, ethnomusicological scholars have discussed issues within fixed cultural contexts. Recently, this approach has been transformed with the realisation that there are no fixed cultural contexts or boundaries in terms of fixed identities and traditions (see, for example Appadurai) due to human and therefore cultural movement enabled by the forces of globalisation. One implication of this is the recognition that the culture produced by immigrant communities in their new, changed environment provides new sources of information for looking at issues of culture production.

The first Chinese immigrants came to Britain in the mid-nineteenth century. Their number has steadily increased, and due especially to the more recent wave of immigrants from Hong Kong in the post-war period, so significantly that the Chinese are currently the third largest ethnic minority group in Britain. 

As a regional opera originating in Canton, China, Cantonese Opera has functioned as a form of entertainment, a means of educating and communicating with the masses and as an important part of ritual. My paper examines how music plays a role in Chinese cultural reproduction in Britain through focusing on a particular Cantonese Opera group in Liverpool. I would like to suggest that Cantonese opera in its reproduced form is a site where members of the Chinese community contest for their social identity in a foreign country. Walter Benjamin maintains that the aura and originality of an art form is lost in reproduction. Through discussing a particular performance where Cantonese Opera functions in a way different from the original - being used as a tool to promote a Chinese product in a Cash and Carry - I maintain that different meanings in different contexts can produce new values of authenticity, and thus that the concept of authenticity is socially situated.
Hon-Lun Yang (Hong Kong Baptist University; <hlyang@hkbu.edu.hk>)

Music and Political Power: Xian Xing-Hai’s "Yellow River Cantata".

The "Yellow River Cantata" is one of the most well known musical compositions of the People’s Republic of China, an "official work," collectively believed to have "raised national pride, illuminated the path for class struggle, and boosted [the Chinese people’s] confidence to fight for [their] final victory."  The almost mythical status that the "Yellow River Cantata" enjoys is a case in point of the intricate relationship between music and political power.  The evolution of the various arrangements and versions of the piece indeed testifies to the close ties between music and politics.

In its original form, the "Yellow River Cantata" by Xian Xing Hai is a choral work of eight movements accompanied by Chinese instruments, composed in 1939  to boost people’s patriotic sentiment at the time of the Sino-Japanese War (1938-1945).   Though Xian later rewrote the cantata in Moscow in 1941, his effort was not recognised to the extent that this version of the work was never performed in China.  The version that is known today was the collective product of the Central Philharmonic made in 1975.

After studying the various versions of the work and its reception history, Xian’s diaries and memoirs, and China’s cultural policies from the 1930s to the 1970s, I come to realise what Xian aspired in the new version is in conflict with the Party’s ideology.  But he and his works have been perceived by the party as befitting the socialist realist ideology, they have been thus protected from any possible negative perceptions at great cost, including the censorship of the composer’s intention.
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