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Introduction Sailing the Mediterranean Musics

GOFFREDO PLASTINO
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Arriving at the Mediterranean, let us first select a point of departure (Matvejević 1991: 17).


Zaragoza, April 2001. Before going to Bajo Aragón, to hear once again the drum rhythms performed there during Holy Week, I stop for some days in this beautiful and hospitable city. During my explorations, as usual, I visit some record stores. One of them offers free copies of the magazine Batonga! La Revista de las músicas del mundo, with a cover featuring the Spanish musician David Cervera and his nuevo sonido mediterráneo. In the cover story, Cervera tells a journalist about his latest record, Talaüd, and explains his “new Mediterranean sound”:

I think there are some very clear characteristics at the level of the sound spectrum, types of instruments and intonation: there is also something very significant and highly essential in the melismas and chord patterns. In any case, I have a very necessary explanation. Nations which are accustomed to a very hot climate, like us [Spaniards], have a type of cadence very different from people who endure the cold. To counter this you need to drink and, clearly, this makes people happier. Here people suffer and celebrate their suffering in song. This is another characteristic of the Mediterranean sound. (Amorós 2001)


I buy the record. Talaüd is a work of synthesis, an example of “Mediterranean crossover”: different styles and musical instruments are superimposed on every track. The CD allows you to hear a symphony orchestra, a boys’ choir, dolçaines (shawms), a hurdy-gurdy, a clarinet de pastor (a generic name for a traditional wind instrument), an ocarina, bagpipes such as Catalan sac de gemes, Bulgarian gaida, Irish uillean pipes—and also saz, ’ud, bouzouki, lauto, nay, txalapartas (Basque wooden percussions). The compositions portray soundscapes shifting through constant sudden changes of perspective, in the attempt to depict a musical Mediterranean that is heterogeneous but, as visualized by Cervera, self-contained.1

Newcastle-upon-Tyne, April 2001. In the HMV music store in Northumberland Street, in the world music department, I find another interesting disc: Mediterranean Café Sound. Hamid Zagzoule, in the introductory CD booklet, considers musical influences between diverse countries and cultures, cuisine, landscapes, and climate as elements of a unitary representation of the Mediterranean:

The music of Algeria, France, Greece, Italy, Morocco, Spain and Tunisia shares more than the common denominator of history and geography; the Arab, Gypsy, Latin and Maghreb traditions co-exist within each and every genre of the music. This collection of songs attempts to illustrate the links and connections inherent in the music. For instance, the Arab influence is to be found in Flamenco, Andalusian and Fado music. Similarly, you will be surprised not to detect the Latin, Gypsy traditions in Raï and Shaabi, the music of the Maghreb—Algeria, Morocco and Tunisia.

The Mediterranean has been an attractive and popular destination for visitors in search of joie de vivre. Beautiful landscapes, hot climates, exotic cuisine and a vibrant musical culture, all combine to make the region an ideal place to retreat to. Here then, is a hand-picked collection of songs capturing the essence of the Mediterranean sound.


Mediterranean Café Song is a compilation, and includes tracks by musicians and bands varying widely from one another. For instance, Italy is represented by the world-music band Agricantus, which “creates a hybrid sound rooted in tradition with a contemporary feel”; Spain, by Radio Tarifa, authors of an “intoxicating blend of Arabic and medieval singing, with a beady eye on the contemporary flamenco scene”; and Tunisia by the singer Amina Annabi, who has “experimented with Arab rap” and released an album, Zahra, “where oriental melodic singing reverberated against cool programmed backing.” The CD, Hamid Zagzoule assures me, documents “the real sound of the Mediterranean.”

New York, August 2001. In the big, new department devoted to world music at the Tower Records music store on Broadway, my attention is attracted by the cover of a record at a listening post. It is not a recent disc, but the store managers have decided to promote it alongside new releases. It is Mediterranea: Songs of the Mediterranean, by Greek singer Savina Yannatou. On the back of the cover, the contents of the CD are described:

From the fertile landscape of the Mediterranean rim comes this evocative offering of songs: a shimmering mosaic of spellbinding voice and sultry rhythms reflecting the nearly lost traditions of Greece, Tunisia, Sicily, the Holy Land, and more.


In the booklet, Sophia Yannatou—quoting Braudel's book on the Mediterranean (1987), Italo Calvino's novel Le città invisibili (Invisible Cities), and an unpublished text by Thanos Manousopoulos (The Music of the Mediterranean)—explains her idea of the Mediterranean and its musics

The successive migrations and the crossbreeding among peoples that for centuries traced their history across the Mediterranean, carrying with them in their language their native land as they journeyed by frigate or by camel train, tilting with the banners of their religions, and exchanging legends, names, traditions, songs in peaceful existence, have recorded their distinctive presences in the colored tesserae of this mosaic map.


Savina Yannatou performs songs from Greece, Albania, Italy (Apulia, Sardinia), Israel, Lebanon, Turkey, Spain, France, Corsica, and Tunisia. She is accompanied by the Primavera en Salonico Ensemble, a group of six musicians playing exclusively acoustic instruments such as the toumbeleki (goblet-shaped drum), bendir (frame drum), daouli (double-headed drum), guitar, 'ud, kanonaki (plucked zither), nay, violin, and double bass. Many songs come from the oral tradition; all have been arranged by the group, which uses the melodies as points of departure for the singer's vocal improvisations and for the musicians’ solos. Elements common to all the performances are the vocal contributions of Yannatou and the idea that the musical traditions of the Mediterranean can be revived and reasserted through the subjective feelings of an artist (in this case, Yannatou herself).
[image: ]Mediterranea: Songs of the Mediterranean
Some days afterwards, I ask the head of the world music department in the Tower Records music store near Lincoln Center if he can suggest a recent “Mediterranean” record to me. “Yes,” he replies at once, “there's this one by the group Esta, they're really good, they're Israeli and quite well known here in New York. They play well, they're excellent musicians.” Unfortunately the CD, Mediterranean Crossroads, is temporarily out of stock and nobody can say when the store will have it available again. I find it in another Tower Records store, having in the meanwhile visited the Esta web site, intrigued by the impassioned description of the group's music I heard. Esta describes themselves in this way:

Proclaimed by music critics as Israel's most original instrumental band, Esta has created a unique, innovative and energetic sound that is part of a new era of music. Esta combines the aromas of World Music, the power of Rock, and the spirit of Jazz into a powerful, energetic sound that crosses genres, styles and borders. Coming from Israel, a crossroads of many different cultures, it is only natural that Esta has based their music on the various musical influences of the ethnic traditions of their parents’ generations. With this background, Esta has created a rich, hot musical stew simmering with Mediterranean, Balkan, African, Asian, Celtic and Western flavours.2


Mediterranean Crossroads opens with an arrangement of a traditional Yemenite tune, “Deror Yikra,” introduced by the sound of the zourna; the next track, “Go-Go,” is introduced by a march played on the Highland bagpipes and repeated more than once. On the CD, a solid jazz-rock groove underpins the Mediterranean (or rather Middle Eastern) melodies and solos played on electric guitar and saxophones. On another page of the website, Shlomo Deshet, Esta's drummer and percussion player, explains the music of the band: “People like to categorize music. This is Irish music, that is Middle Eastern music. But we don't want to be obligated to any forms or any traditions…. What we play is accessible, it always has elements of Western music, but it is also a window to understand what goes on in other cultures.”3 The cover of the CD, a fourteenth-century map, visually reinforces the cultural and musical links between the various countries of the Mediterranean.

There is such a thing as “Mediterranean music”; it is currently known and appreciated even outside of and far from the Mediterranean, as I believe this more or less chance sampling has shown. As Predrag Matvejević has written, the Mediterranean is “more than a matter of geography” (Matvejević 1991: 17), and attempting to understand it solely as a “lake” could be misguided: “Its boundaries are not defined by space or time. We do not know how or as what to define them: they cannot be reduced to sovereignty or history, they are not those of states or nations: they are like the chalk circle which keeps being drawn and rubbed out” (ibid.: 18). Images and sounds of the Mediterranean and its music can be found almost everywhere, as ultimate confirmation of the fact that the Mediterranean extends (in part thanks to its representations) beyond what we perceive as its geographical limits. It is thus possible to commence different Mediterranean voyages leaving from New York, England, or central Spain—in the aim of drawing a new circle.
[image: ]Mediterranean Crossroads
The Mediterranean and discourses on the Mediterranean are inseparable from one another (Matvejević 1991: 20).


The Mediterranean has at many times and in many ways been the center of attention for historians, politicians, economists, anthropologists, sociologists, musicologists, and ethnomusicologists—and of many specialists in other disciplines. Many of them have proposed (or referred to) a definition of the Mediterranean. An exhaustive study of concepts of the Mediterranean cannot be attempted here (it would provide material for at least another book, probably several), but it is possible to describe briefly some of the most important theoretical positions, limiting our inquiry to the field of history and anthropology. The best-known account is undoubtedly that of Fernand Braudel (1949), whose seminal work on the Mediterranean at the time of Philip II of Spain has had a profound resonance and importance far beyond the field of historical studies. Greatly oversimplifying, and also employing arguments advanced in another work by the French historian, we may say that Braudel believes the distinguishing trait of the Mediterranean to be its status as “an ancient crossroads,” a place in which “for millennia all has … coalesced, complicating and enriching its history” (Braudel 1987: 8). By this definition, the Mediterranean is an area of overlapping civilizations, of cultures that each speak with their own voice, and which taken as a whole, while maintaining their own peculiarities, constitute a substantially unitary Mediterranean (see Driessen 1999: 56).

The text that may be of greatest significance for the history of Mediterranean studies from an anthropological point of view, following the publication of Braudel's work, is that of John Davis (1977). Davis turned his attention (and continued to do so subsequently) to the anthropological studies on the Mediterranean, shedding light on their contradictions and findings, focusing on different but recurring models of analysis of the Mediterranean as a cultural region. We can accordingly adopt his writings to illustrate the most important theoretical positions. First, Davis reminds us that the Mediterranean has been seen as the region that produced an autonomous culture, now extinct but for a few traces. Then again, from a different anthropological perspective, it is only during the past millennium that an “aboriginal” culture has grown up in the Mediterranean. Finally, the Mediterranean has been perceived as nothing but a product that is (also) cultural, “an instrument of imperialist domination” (Davis 1993: 91). The model most widely accepted describes the Mediterranean as a well defined entity determinable from the inclusion of countries bordering it and by the exclusion of all others. Davis has offered criticism of this concept (Davis 1977: 11), emphasizing that is cannot be correct to exclude, say, Stuttgart from the “Mediterranean” on account of the large number of Mediterranean workers settled there, and on account of the complex relationships between this city and countries such as Italy and Turkey.

Even if Davis does not see the Mediterranean as a culturally and geographically separate entity, it is still possible to look upon it from a precise anthropological perspective. The Mediterranean has nurtured cultural, social, and economic contacts over a period of six or seven thousand years. It is not a single society, from the point in time at which it grows impossible to specify a Mediterranean economy, system of government, religion, or family organization, but it has been and remains a “melting pot” (Davis 1993: 105), and this renders it anthropologically relevant: “Mediterranean social facts are the product of the interaction of people of diverse kinds from time to time in a period to be counted in thousands of years, and they are to be investigated historically and comparatively” (Davis 1977: 14–15).

Davis's work has been seen as a milestone in the anthropological debate on the Mediterranean, arousing numerous discussions (see Boissevain 1979). Subsequently, in the attempt to define the category “Mediterranean” in a way satisfactory for all, anthropologists have at one time or another highlighted as characteristics essential to the Mediterranean area: cultural unity transcending differences; social and cultural forms of communication; tendencies to change; but also, contrary to this, the existence of sometimes insurmountable limits and oppositions, barriers, and enmities, and a certain degree of fragmentation (Pina-Cabral 1989: 404).

It is probably more useful, these days, to consider the Mediterranean as “a cultural construct that has been fostered by intellectuals for centuries and in that regard pretty close to the image of the nation, while it has nowadays developed into more of a folk-concept founded upon tourism and a general interest in roots and traditions” (Frykman 1999: 283). For a better analysis of the cultural characteristics of the present-day Mediterranean, we may therefore accept the fact that this area has undergone and is still undergoing constant internal and external modification, and that it is necessary to reflect on the Mediterranean forms of cultural identification (Driessen 1999: 59, 61): “The category ‘Mediterranean’ is not solidly uniform. On the other hand it would be presumptuous or arrogant to deny matters Mediterranean. The anthropologist who claims that the Mediterranean culture does not exist, neglects that for many different actors ‘Mediterranean’ is a cultural reality” (ibid.: 61). Not one Mediterranean, then, but a variety of “Mediterraneans” propose themselves and are proposed, and demand to be included.

In the field of ethnomusicological studies, there has been constant attention to the musical cultures of the Mediterranean, and it has produced a number of basic texts (among many others: De Martino 1961; Weis Bentzon 1969; Picken 1975; Lortat-Jacob 1996; Sugarman 1997)). The Mediterranean has been adopted also as an area of study. Tullia Magrini on many occasions has initiated theoretical reflections on the Mediterranean area, at first taking up (critically) Davis's concept of the Mediterranean as a melting pot, but also emphasizing the presence of musical cultures that are “non-communicating” or at least have a strong identity and only offer weak evidence of intercultural communication (Magrini 1993: 20–23). Magrini stipulates that, from the ethnomusicological point of view, the Mediterranean “is fascinating because it represents better than others a place in which one encounters countless diversities, and because it enables us to observe the ways in which these diversities manage to coexist, ignore each other, know each other, come into conflict, or blend” (Magrini 1999: 174–75). Magrini has also suggested adopting the definition of “Mediterranean music”, “for those musical phenomena which cross the sea, which have in their DNA a genetic patrimony that unites elements of different cultures, and which carry the historical memory of contacts within the Mediterranean,” extending it further to the new repertories resulting from the “postmodern tendency to contamination” (ibid.: 175–76).

The approach adopted in this volume is somewhat different. I consider that it is necessary to take account of the fact that the present-day Mediterranean is a space (not purely geographic) in which various models (internal and external) and various musical experiences coexist and continually interact, sometimes integrating with one another, sometimes opposing one another, sometimes ignoring each other. Braudel's “heteroclite” Mediterranean (1987: 9) deserves the attention of ethnomusicologists, because it is through its music that the Mediterranean is continually and variously defined, and defines itself. In the Mediterranean (and, as we have seen, elsewhere) there are many “Mediterranean musics” to be heard, each of them an expression of identity, of economic, social, and musical relationships, each of them a result of local, regional, national, and global circumstances. These forms of music must not be redefined or reduced to a model (of whatever sort): they already exist, they are performed, they can be heard, they are disseminated by the media. The task of ethnomusicology, as I see it, is to understand their history and their characteristics, to verify and analyze the ways in which they acquire and give meaning to communities of musicians and listeners, to explain how and in what direction they change, to see how they are labeled and diffused around and outside the Middle Sea.

The Mediterranean is accordingly also the sum total of discourse on the Mediterranean, including those very arguments that define, analyze, and propose the idea of a “Mediterranean music” or of a complex of musics having clear and recognizable Mediterranean characteristics: discoursive practices that precede or follow the musical experience. These musical discourses spread rapidly within and beyond the present-day Mediterranean; they are resumed, deepened, reworked, and eventually recast, forming the basis for other discourses and other performances. In particular, after the proclamation of “world music” as a musical genre (Taylor 1997: 1–4), those “circular” discourses in which the accent is currently placed on “tradition,” “roots,” and “authenticity” (Feld 1994: 265; Plastino 1996: 25–29) in the Mediterranean have acquired a particular modality of expression. Within “Mediterranean music,” “authenticity” is highlighted as resulting from musical practices such as “contamination,” “fusion,” and “hybridization.” These lines of discourse often relate to the model of the Mediterranean as the area within which the relationships were and are principally musical and are drawn out over a long (and often indefinable) period of time. Once again, then, the Mediterranean is perceived as a hub of communications, exchanges, and cultural influences. From any point in the Mediterranean, it is often claimed in these new avenues of discourse, music can be used as the channel to any other point (as the cover of the Esta CD suggests). Any musical superimposition or borrowing is possible, from the moment that it represents a new chapter in the long history of the complex relationships between the peoples of the Mediterranean and their forms of music.

Before and beyond musical performances, this model of “Mediterranean music” is repeated incessantly, and so it is relatively easy to find a clear explanation of it in musicians’ own words, or in the texts that accompany their compositions. Each specifies the links regarded as most significant. For Esta, Israel being “a crossroads of many different cultures,” it is “natural” that their music should mix genres and styles. Savina Yannatou's work is based on the idea of “migrations and … crossbreeding among peoples” of the Mediterranean. In the booklet accompanying her CD, Kostas Vomvolos goes into greater detail on these musical migrations:

In any endeavor to identify the elements common to all these [Mediterranean] traditions, a good place to start is with the instruments they use. Here indeed, there are striking similarities in sonority and philosophy of construction, regardless of the variations in the way they are played and in their role in local tradition. Membranophones like the tambourine, the darabuka and the daouli, stringed instruments, bowed like the lyre and the violin and plucked like the lute, the oud, the tamboura and the guitar, wind instruments like the reed pipes, the zournas and the bag-pipe, are found in a variety of sizes and types with similar or differing names in most places around the Mediterranean basin.

Another feature is the overwhelming importance of the human voice. Song, as an infrangible composite of word, music, and dance, is probably the nearest thing there is to a Mediterranean tradition. Indeed, despite individual differences, the placing of the voice and the vocalization are remarkably comparable.


Many of the preceding observations regarding musical instruments might well be shared by the ethnomusicologists whose field is the Mediterranean.4 However, while some believe the similarities between the musical instruments and their timbres is what associates the various musical cultures with one another in this region, others suggest that it is the lyrics of the songs that provide the features essential for a comparison. In the booklet introducing the compilation Mediterranée: Les Musiques du Sud (three CDs devoted to women's voices, accomplished performers, and “new creators”), Taoufik Bestandji (within a reasoned discussion that takes account of the geographical, cultural, and musical aspects of the Mediterranean) asks:

Which are the common elements which have provided and continue to provide the musical wealth of the Mediterranean basin? Its riches are at one and the same time concrete and abstract, and rest in the musical language and the ideas conveyed by its melodies and its rhythms. Even if the Mediterranean languages (essentially Latin and Semitic) appear distant from one another, their poetic themes reveal a common source. This is the very essence of the oral music tradition.


Considerations that (while simplifying it) partially reproduce the anthropological model of the Mediterranean as a privileged environment and a cultural hub can be observed in recent “world music” oriented releases. The compilation A Mediterranean Odyssey: Athens to Andalucia, for example, places the accent on common musical features overriding cultural differences:

The Mediterranean is one of the most culturally diverse regions of the planet. Each of the four countries featured on this collection [Spain, France, Italy, and Greece] have unique histories, distinct cultures and languages, individual styles of art, food, literature, and, of course, music. Yet, for all the differences, there are many common threads that link the music of the northern Mediterranean. Influences from the Arab world, both historical and contemporary, can be felt in every corner of the region. The echoes of Jewish culture have left their mark, from the Sephardic melodies of Spain to the Eastern European clarinet riffs that resonate in Greek traditions. Tinges of the ancient Celtic world can be heard in the music of nearly every country. And the wandering Gypsy minstrels passed through all corners of the Mediterranean, leaving an indelible mark on the style, instrumentation and attitude of music from Athens to Andalucia.

[image: ]A Mediterranean Odyssey: Athens to Andalucia
The CD brings together tracks by musicians and bands from the folk music revival and world music who all come from Mediterranean-basin countries and, more important, have a shared perspective on music. In the music of the Italian band Novalia, “world, ambient and folk join to create an accessible and exciting new blend.” The music of Greek duo Anemos “blends flavors as varied as Western classical music, renaissance themes, ancient Mediterranean music and the traditional music of Greece.” This is a musical debate centering on the “Mediterraneanness” resulting from the expression in music of “fusion” between genres and styles almost all drawn from Mediterranean “roots.”

The model of the Mediterranean as a defined cultural entity emerges in other discographical works, in which at times the unifying element is identified with the “influence” of one (musical) culture on the others. For instance, the first issue of the encyclopedic Italian part-work Musiche dal Mondo: Atlante sonoro della World Music, devoted to the Mediterranean and the Middle East, tells us that “[t]he calm, clear waters of the Mediterranean are bordered by countries with millennia of tradition, guardians of customs and histories that are diverse yet draw on common sociocultural roots that emerge intact and vital in their music” (Guaitamacchi 2000: 2); in the booklet accompanying the enclosed CD, the assertion is made that “[d]espite experiencing realities of cultural history that are profoundly different from one another, the countries washed by the warm waters of the Mediterranean have in common thousands of years of history, a Gypsy attitude and shared Arab influences.” If it is “music” in general that is first invoked to express the unity of the Mediterranean, the subsequent approach is to state that within music, other (unspecified) aspects are “Mediterranean.”

It would be mistaken to discount these discoursive practices as irrelevant, at best nothing more than comments on a new type of world beat. They form the conduit for a conception of music in the Mediterranean, or a “Mediterranean music” right and proper. They often contain clear reference to (or the echo of) historic, anthropological, or ethnomusicological analyses. One could easily regard these discourses as nothing more than the outcome of somewhat confused attempts to create a unitary standard of valuation within the multifarious musical expressions of the contemporary Mediterranean. In reality they are a new expression of that many-sided Mediterranean familiar to historians and anthropologists. These descriptions serve to elaborate and postulate a Mediterranean both real and imaginary.

Not all the discourses on the Mediterranean are, however, based on a clear musical concept. At times, “Mediterraneanness” appears difficult or impossible to define:

A certain way of life developed around the Mediterranean Sea, but this Mediterranean “style” is in fact a complex ensemble, altogether one and many. Full of contradictions and tensions, it is held together nevertheless by a strong bond, a spirit of “Mediterranean-ness” so to speak, a feeling of belonging to that Mediterranean world, which animates all its inhabitants…. The Mediterranean world of olive-trees and cheese is also a world of subtle variety: a blend of sugar and salt, a taste of sweet pepper.5


The model of the Mediterranean as a “lake” is again found in record releases that offer, for example, a “heartfelt collection of lullabies gathered along the sun-warmed shores of the Mediterranean sea.”6Parfums de Méditerranée represents a collection of old and new recordings of music described as Judèo-Arabe, while Italian compilations like Anime Mediterranee, Mare Nostrum, An Xplosion of World Music from the Mediterranean Area, and Mediterraneo include some field recordings and compositions by world music, world beat, and folk music revival musicians and bands, from several Mediterranean countries. The Mediterranean thus becomes “the great sea of music” (Assante and Castaldo 1995).7 Even more generally, the Mediterranean may be considered solely as a geographical setting or else as a source of inspiration. Following this path, it is of interest to note in particular that various contemporary guitarists have dedicated compositions of theirs to the Mediterranean. Again without claiming to offer an exhaustive survey, it is possible to illustrate this latter tendency through various works released on disc. In 1990, John McLaughlin composed and performed a concerto for guitar and orchestra in a Spanish style entitled The Mediterranean, declaring that “The title is firstly one of inspiration: since my home overlooks that splendid sea, it was instrumental in helping me.”8

A few years later, another jazz guitarist, Chuck Loeb, released an album with the same title—but it is hard to detect clear “Mediterranean” influences on his disc. In 2001, the “gypsy jazz” Robin Nolan Trio released a CD entitled Mediterranean Blues; on the title track, an instrumental number in an orthodox Django Reinhardt style, the sole “Mediterranean” element seems to be the flamenco-style palmas accompaniment. The Sardinian guitarist Marino de Rosas similarly inserted among the numbers on his album Meridies (2001) a track called “Mediterraneo” that seems little different from his other personal reinterpretations of traditional Sardinian music, except for the fact that (again) it features a palmas accompaniment. Mediterraneo is also the title of a CD published by the Andalusian guitarist (born in Tangiers) Eduardo Niebla and Palestinian 'ud player Adel Salameh (born in Nablus): a “crossover” collaboration, that has been considered “rather an exploration of territory, looking not only towards Spain and Palestine for its roots, but also to a place where their music, in all its modern aspects, can sit” (El-Ghadban 2001).

The reference to the Mediterranean as a backdrop, as a sea that metaphorically and physically unites the countries abutting on its coastline, has not only been expressed by Western world, popular, or jazz music performers. Simon Shaheen, an 'ud and violin player born in Tarshiha (Northern Galilee) and educated at the Jerusalem Music Academy and in the United States from 1980 (where he formed the Near Eastern Music Ensemble), released a CD in 2001, Blue Flame, with his ensemble Qantara. Blue Flame, says Shaheen, “explores the possibilities of music rooted in Arabic traditional sound that crosses cultures and styles”—of the Middle East, North Africa, India, and Western classical and jazz. One track of the CD is called “Dance Mediterranea”: it is an example of “crossover” between Western classical (notably Shaheen's own violin playing) and Arabic musical traditions, and “evokes the sunny countries surrounding the Mediterranean and the glinting waters that connect them.”9

The Mediterranean can ultimately be used as an expedient, to give an arbitrary title to a collection of tracks. This tendency is particularly evident in new-age music releases, a good example being the Mediterranea sampler, none of whose numbers (with the possible exception of a “rhumbasalsa” by the guitarist Ottmar Liebert) can be related to the musical cultures of the Mediterranean.

The paths followed here are simply a few lanes through the sea of so-called “Mediterranean music,” and many others could be added. It is not always easy, in fact, to recognize them all, because this totality of musical trends is in a constant process of change: it is like a single landscape changing with the seasons and the years, like the sea itself. All the same, if only provisionally (and in the awareness that any generalization may be modified or challenged by subsequent acquisitions and by new analyses of new musical phenomena dubbed “Mediterranean”), it is possible to draw a new map and plot other routes across the sea that are inevitably bound up with the stories (the discourses) told about them (Matvejević 1991: 116).

To summarize the various interpretations currently in circulation of “Mediterranean music” or “musical Mediterraneanness,” the Mediterranean has been regarded and put forward as:


	an area of intense contacts and exchanges: meaning that every expression of Mediterranean music has, may have, or has previously had an evident or concealed relationship with another expressive form or musical culture, and that this history may be revealed, reiterated, or for that matter invented, as of the present day, by means of collaboration, contamination, fusion, hybridization between various styles, and by the simultaneous use of musical instruments employed in different Mediterranean countries.

	an area in which a culture (that may be musical) is notable for having left its traces everywhere: meaning that every local expression of music may be reformulated utilizing or inventing the formal style and structures of a different [musical] culture declared predominant, as in the case of “Arab world music” in Italy.10

	an area which unites the countries bordering upon it: meaning that, tautologically, the term “Mediterranean” applies to every form, performance, and musical instrument of the Mediterranean countries, even in the absence of relationships or exchanges between them, whether evident, claimed, or invented.

	a source of inspiration for musicians, Mediterranean or otherwise: meaning that some musical forms, real or “invented,” and musical instruments belonging to traditions and cultures of the Mediterranean, or even at times the very name “Mediterranean,” may be used in various compositions belonging to genres or styles such as popular music, folk music, world beat, jazz, hip-hop, early, and contemporary art music.11

	a simple arbitrary label: meaning that a collection of musical items may be brought together as “Mediterranean” although any other title would have done just as well.


Even if we seek to pursue these lines of inquiry alone, the task just outlined remains complex. Each discourse, performance, or product that we may be offered or may consider as belonging to “Mediterranean music” is located at one point or another on our map. Indeed, a single musical project may change direction from one track or composition to the next. At times there are clear points of departure (jazz, or popular music, or a traditional tune) and arrival (the “Mediterranean”), but the route followed, or to be followed, may not be so clear, or at all direct.

It is difficult to see what makes us keep trying to rearrange the Mediterranean mosaic, to keep compiling the catalogue of its components (Matvejevíc 1991: 18).


This book accordingly arises from a discovery and a desire: from the discovery that a multiform, contemporary “Mediterranean music” exists and is listened to and appreciated not only in the countries bordering on the Mediterranean; and from the desire to verify and analyze each of the questions connected to the reception and the diffusion of “Mediterranean music” by carrying out a properly systematic survey in various places and in different musical cultures, including:


	the use of musical forms, songs, musical instruments of the Mediterranean in popular musics (Mediterranean and otherwise);

	the use of popular music instruments and languages in the different musical cultures of the Mediterranean;

	the grouping of the popular musics of the Mediterranean under the title of “world music,” and the characteristics of what has sometimes been defined and is sometimes recognized as “Mediterranean world music”;

	the generation of discourses on “Mediterranean music,” including those resulting from a globalization of musical languages;

	“Mediterranean music” as an element of the musical identity of young Mediterranean people;

	and some of the concepts and questions relating to musical globalization in a complex area such as the Mediterranean.


There are many questions to be answered: and the essays collected in this volume set out to answer them, each reviewing one or more aspects and together offering a broad and reasoned view of the phenomenon.

Franco Fabbri's essay is devoted to “Mediterranean” influences in rock and popular music. Fabbri begins by analyzing the definition of “Mediterranean music,” observing how vague it is, and how it is often impossible to relate this label to precisely identifiable content. According to Fabbri, it is more productive to consider the concept of “Mediterranean music” “as just an ‘other’ that was created (by Mediterraneans and non-Mediterraneans alike) as a mythical counterpart to the popular music mainstream,” and, adopting a literary comparison, he relates this concept to the nonexistent knight who is the hero of the famous novel by Italo Calvino: Agilulfo, an empty suit of armor, existing as a knight because of a will to do so and because this knight is perceived as one by those looking at him. Fabbri—who on more than one occasion has analyzed recent changes in the music of the Mediterranean derived from oral tradition (Fabbri 1998, 2001)—correctly observes that almost any knight could wear the armor, just as the umbrella of “Mediterranean music” may shelter practically any form of musical expression. By analyzing popular music, mainly in the Anglo-American tradition, from the mid-1960s up to the establishment of world music, Fabbri demonstrates how the creation of this new musical stream within popular music has often had recourse to the Mediterranean—whether real or invented. Fabbri makes an important contribution to an understanding of the knights who have inhabited this armor (to continue along the lines of his useful metaphor), and introduces us to the territories of popular music in which this nonexistent knight has been seen. (Many other essays in this volume go on to look at who has constructed or modified the armor and for what purposes.)

Sílvia Martínez analyzes the Mediterranean characteristics in Spanish folk, popular, and world musics, from the 1950s to the present day. Over the years, the Mediterranean has been taken in Spain as a constant point of reference for a variety of musical practices of varying significance. In the ’50s, it represented an area from which to draw influences to elaborate a “solar” popular music (also of use as an element in the promotion of tourism). In the ’60s and ’70s, the folk revival and the “Nova Canço” movement in Catalonia regarded the musics of the Mediterranean as a source of inspiration from which to draw elements of a new musical identity. It was during this period that ways were found and developed to rework musical forms coming from various Mediterranean musical cultures. Martínez also analyzes the contemporary phenomenon of “Mediterranean” popular music, reviewing the frequent alliances between Spanish musicians and musicians and bands from countries such as Algeria or Morocco. According to Martínez, the genre of nuevo flamenco can be partly incorporated within the “Mediterranean” musical scene: it does in fact accommodate quite a number of hybrid productions featuring non-Andalusian musicians. Martínez's essay shows that “Mediterranean music” in Spain has a long history of contacts and exchanges between different musical environments, many and varying meanings, and a wide distribution both within the country and outside it. Spain figures in the fullest sense as a “laboratory” that has been used over the years to experiment with various “Mediterranean” modalities of music making.

Antonio Baldassarre considers the relationships between music and the establishment of channels of mass communication in twentieth-century Morocco, showing how these relations represent an important aspect of the country's social and political development. Morocco has a long history of contacts between local styles of music and forms introduced from abroad, beginning in the 1950s with the introduction of genres of music characteristic of the Near East, particularly those from Egypt. These musical links continued with increasing intensity in the ’60s with the arrival in Morocco of musicians from the so-called “Alternative Culture” and the emergence of local bands, were consolidated in the ’70s and ’80s, and constituted a solid reality in the ’90s, a decade during which collaboration between Moroccan and foreign musicians was intensified, various musical genres from Morocco acquired a value on the international market, and intercultural bands appeared in which the Moroccan musical element remained prevalent. Baldassarre illustrates how this long history of musical contacts, influences, and exchanges has always been accompanied, and at times encouraged, by the media, whose role has been critical both in the introduction of new genres and sonorities in Morocco and in the promotion within the country of the new musical experiences.

Gabriele Marranci analyzes the recent establishment of pop-raï, showing how, in this latest phase of the genre, the musical characteristics of local and global origin are often interwoven, and jointly serve to give fresh expression to the identities of the musicians and their audience. Marranci offers a detailed analysis of record releases and the activity of the best-known singers and producers, to illustrate how the raï genre has from the start been a local music based on cultural transplantation; in pop-raï, the mediation is through the Algerian cultural tradition, the specific constituent elements of the raï, and the multicultural aspects of France, together with the expectations regarding music and sonority of Western audiences and of the market in world music. It is possible within pop-raï to distinguish among different senses of musical authenticity: the transformations to which raï has been subjected in its transition from a “local” to a global reality take account of different factors, such as “artistic collaboration, disjunctive places, identity complexity, as well as market strategy. In other words,” asserts Marranci, “‘French Raï’ or ‘international Raï’ has its own ‘authenticity’ that is not the ‘authenticity’ of the Algerian Raï.” Accordingly, pop-raï may be assessed as a significant example of glocalization (that is to say, of relationships and interactions between the local environment and diffusion and reception on a global level), which is one of the principal musical processes in the contemporary Mediterranean.

Ruth Davis analyzes the reinterpretations of the ma'luf by Tunisian media stars, at the same time telling the story of the diffusion of ma'luf via the media, illustrating the role played by the media in determining its success. A musical genre seen as standing within a long tradition (going back to the Tunisian communities’ antecedents in medieval Spain), ma'luf includes numerous musical influences emanating from the Middle East. Widely disseminated and appreciated, and thus “popular” (in the sense of belonging to the Tunisian population as a whole), ma'luf currently enjoys widespread popularity, particularly thanks to the singing of media stars like Lotfi Boushnak and Sonia M'Barek. The latter, however, do not see themselves as mere executants of an ancient musical tradition but are more interested in “molding” the ma'luf to their personal expressive requirements. These media stars, Davis explains, consider themselves innovative, and “claim to sing the ma'luf in their own way.” Their innovations consist of adopting Western musical instruments, writing new lyrics, and shaping and modifying the ensemble accompanying the song. In addition, their activity is not limited to the execution of the ma'luf, but extends to other Middle Eastern and Mediterranean musical styles. Through describing the transformations in ma'luf performances, Davis ably demonstrates the manner in which it is possible in a “popular” music genre to ascertain the relationships between local and global aspects, the links with the past, and the attention of the contemporary world. In the case of these performers, it is more than local attention, when they are at one and the same time within a musical tradition and innovators, as is demonstrated by recent intercultural alliances. For example, Lotfi Boushnak is featured on the latest CD of the Italian popular singer Pino Daniele (Medina, 2002), a musician noted already for having developed a new form of canzone napoletana (Neapolitan song) and an “Arab rock” (De Simone 1994: 83).

Michael Frishkopf analyzes the part played by Spanish and Latin musical styles in Egyptian popular music. Frishkopf presents a detailed survey of this “Spanish Tinge,” based on the activity of the most important Egyptian performers and their records released to date, establishing in what manner these two new styles have been integrated into the language of Egyptian popular music. Frishkopf gives significant attention, in the course of an ethnohistorical investigation, to the effect that such influences have had and currently have on the Egyptians. After having retraced the threads of Egyptian popular music (which experienced an “explosion” during the 1970s and 1980s, in part through the fusion of Eastern and Arab elements), Frishkopf dwells on the growth and the definitive establishment of Latin and Spanish styles within the past 10 years, and on the readings that Egyptians have assigned to them. Frishkopf's essay is notable for its systematic recognition of discourses on the “Spanish tinge,” explained as arising from associations of a historico-cultural and musical nature (with Andalusia, the Western world, modern Latin America, the Mediterranean), and as reflecting associations of a politico-economic nature (Westernization, globalization, marketing, technological change). In particular, the “Mediterranean” reading, asserting that “the presence of Spanish (and by extension Latin) music reflects more general cultural mixing and borrowing around the Mediterranean, including also North African, French, Greek, Italian, Turkish,” and that “[t]hroughout history, Mediterranean peoples mixed and shared, due to proximity, and similar environments,” clearly favors the model of the Mediterranean as a privileged area for musical exchanges.

Edwin Seroussi explores the various meanings assigned to “Mediterraneism” in the cultural history of Israel, a concept also found in Judaic studies around the end of the nineteenth century, and its bearing upon music. Seroussi distinguishes three models of Mediterraneism: a “synthesis model,” pursued in search of a synthesis between the Jewish cultures of East and West and the civil societies of the Middle East; an “orientalist model,” with its principal accent on the music-making of the “other” (Sephardic and Oriental) Jews; and a “subversion model,” a defined form of Arabness, Turkishness, or Greekness in music, in opposition to the Western orientation of official culture in Israel. From time to time he relates Mediterraneism, in various ways, to a complex of musical facts (scales, modes, rhythms, instruments), and sees the Mediterranean as a context in which Mediterranean musics are played and heard. Seroussi looks at musiqa mizraḥit (Oriental music), an alternative term for a genre of popular music established in Israel in the 1980s as musiqa yam tikhonit (Mediterranean music). As he sees it, the musiqa mizraḥit genre is not specifically Israeli but imported from Greece, Turkey, and the Arab world and set to new lyrics. In the ’80s it turned into popular music, and some characteristics were emphasized or added (the vocal treatment, the use of instruments such as the bouzouki, an accentuated use of the Phrygian mode). In the ’90s it became the popular music of Israel, because it reflected the wish for a synthesis between East and West, and seemed to constitute the best way to, in a sense, evade direct confrontation with the Arab world, at the same time developing a sense of belonging to the culture of the Middle East. Seroussi also speaks of the discrimination experienced by musiqa mizraḥit musicians in Israel, reconstructing the stages of a difficult and sometimes paradoxical establishment of the genre, which resulted, among other things, in the Mediterraneanization of Israeli popular music. Seroussi's article ties in with the other analyses in this book through its discussion of the diverse musical influences and the constant appeal to the Mediterranean (visualized and invoked in many ways) in the development of different musical identities in Israel.

Yektin Özer reviews the characteristics of the Akdeniz (Mediterranean) music scene in Turkey, locating it within the context of its medium-term cultural history. Özer tells the story of rock music and its diffusion in Turkey in the 1950s, and of the assessment of non-Turkish popular musics in the ’60s. In the course of this narrative, Özer sheds light on some relationships between Turkey and the musical cultures of the Mediterranean, illustrating how non-Turkish popular musics have been understood: in general, through the channel of the aranjman (arrangement), based on famous Italian, French, and Greek songs whose lyrics have been translated into Turkish and performed by aranjman singers. Özer accordingly analyzes Akdeniz music, established in Turkey at the start of the 1980s, as an “alternative” musical form, a reaction to entertainment music, or to commercial music. The cultivation of akdeniz music (that includes Greek elements and makes use of the bouzouki, but generates a sound that is neither Greek nor Turkish, despite the evidence of a Greek musical influence) expresses the wish to enter into musical relations with the Eastern and European Mediterranean. The estimation of Mediterranness has various meanings on the Akdeniz music scene. In the first place it possesses “a connotation of ‘extrovertness’ as opposed to ‘introvertness,’” while also referring to the use of Greek, Italian, and Spanish (Andalusian) elements, which get extensive radio airplay in Turkey. Özer opportunely underlines the fact that the Akdeniz music scene does not seem to evince direct links with the global music market, rather constituting a further example within the Mediterranean of processes and relations between local musics and global contexts: definitions of what is actually “Akdeniz” may vary from one musician or one band to the next, and this flexibility is perceived as advantageous for the emergence of different identities and musical discourses with Mediterraneanness as a common point of reference.

Kevin Dawe discusses the peculiarities of popular music in Greece over the course of a decade (1990–2000), setting it in a broad sweep of cultural history extending from the 1960s to the present day. Dawe identifies a recurring model, developed to make sense of contemporary Greek music-making: that of Greece as a country of borders and contacts with a diversity of cultural worlds. Proceeding from this positive perception of Greece as a frontier, “musical orientation and indeed consciousness is explored, negotiated, contested, worked out, developed, defined, expressed.” Greek musicians, explains Dawe, are aware of the dynamics of globalization, which they use to define their product and to define themselves; they take full account, moreover, of Greek musical traditions and of the sounds and musical instruments of their locality, considering them essential elements of inspiration and identity. The musical mix that reproduces in sounds the model of the cultural frontier includes among other things the melodies, rhythms, and instruments of Arab, Turkish, and Middle Eastern cultures. In a close reading of different compositions by musicians who are Greek by birth or by choice, and by evaluating various musical genres, Dawe reveals that within Greek popular music, identity is perceived as a mix, achieved by the superimposition of different musical styles (many of which come from Mediterranean countries), and is the result of various attempts to find and establish a “right mix” in the sounds and in the music. Here, then, we encounter a “between world” musical aesthetics, based on the concept that intercultural collaboration, hybridization, and crossover are not negative experiences if directed “from within.”12

Joško Ćaleta embarks on a detailed analysis of the characteristics of traditional music in Mediterranean Croatia, the regions of Dalmatia, Istria, and Kvarner. Ćaleta outlines the establishment of local forms of popular music, presenting combinations of local musical elements with global styles and demonstrating that traditional musics and popular local musics share the same place of origin and are performed within the same cultural environment. This common localization gives these musics a Mediterranean connotation, even if the links with the Mediterranean remain undeclared (although it may be possible to identify influences and borrowings from other musical cultures). Ćaleta first considers the phenomenon of klapa singing in Dalmatia, illustrating the differences between the various forms of klapa: the traditional form; the “festival klapa,” which arose out of festival appearances by klapa singers; and the “modern klapa,” which sees the area of use expand from Dalmatia to take in areas such as Zagreb and Rijeka as well as remote locations like Australia, New Zealand, Canada, Germany, and Sweden, where groups of klapa singers are active. The “modern klapa” performances include non-local musical elements such as rock, rap, blues, funk, and “alternative” music. According to Ćaleta, the new style developed in the ’90s constitutes an element of the popular music scene in Croatia, reflecting and enhancing a positive idea of Mediterraneanness. Ćaleta also reviews the music scene in Istria, illustrating the activity of musicians and bands playing a mix of music forms from oral and global traditions (pop, rock, jazz, and electronic music). This is a music open to a greater diversity of influences, where the choice of a single expressive style seems impossible. The musicians active in Istria often affirm their distance from the world of traditional music, Ćaleta tells us, but they do not depart from it, using traditional forms as an element of local connotation, and understanding that, in fact, this use represents an essential element of their success outside Istria.

Goffredo Plastino highlights a disc that has left its mark on the history of popular music in Italy: Creuza de mä by Fabrizio De André (with Mauro Pagani). It is a work that introduced a model of “Mediterranean music” still appreciated and imitated today by numerous Italian performers. Plastino reconstructs the context of Italian popular music and in particular that of the progressive rock scene in the 1970s, a period in which there was already a marked interest in the traditional musics of the Mediterranean. It was this context that gave birth to the idea of Creuza de mä, which, however, distances itself from the musical experiences that preceded it. The record is in fact based on the idea that Mediterranean music can be the result of cultural mediation, expounded by performers who have no direct link with the musical traditions adopted in the elaboration of their style. Creuza de mä is put together in such a way that the musical elements “borrowed” from various musical cultures of the Mediterranean are not immediately identifiable and consequently represent, in the view of its creators, a “no man's land”: an “invention” combining certain formal structures of popular music with a non-localizable “Mediterranean” sound. Released before the assertion of “world music” as a musical genre, this recording by De André and Pagani anticipates a number of its characteristics, such as the exploitation of traditional musical instruments and melodies and the use of sounds outside their cultural context. Creuza de mä thus proves important not only for its role in pioneering certain musical tendencies that emerged in the years that followed, but because it depicts a Mediterranean identity within Italian popular music, one reaffirmed in subsequent years by many performers, notably within the ambit of the folk music revival. This record upholds the idea of Italy as a place of passage and of synthesis of various Mediterranean musical cultures, which may therefore be liberally reinterpreted and reenacted—an idea still strongly held today by many Italian musicians.

Philip Bohlman examines the repertories in which it is possible to identify a rapport between the sacred and popular musics of the Mediterranean. Rather than thinking of the two camps as separate and reciprocally in opposition, Bohlman studies the extent to which they have interacted, in particular in a period of history marked by the globalization of modes of religious expression and by the “explosion” of forms of popular devotion. Proceeding from the analysis of music product issued for the Christian Millennium Jubilee, Bohlman studies “the ways in which sacred musical practices become popular through the creative use of music by worshipers moving along personal and collective sacred journeys,” and identifies in the topics of the journey toward and the passage through the holy places that renders possible the expression of the sacred in performances of popular music. Bohlman's reading of this situation presents us with a Mediterranean in which sacred popular musics are shaped by the superimposition of different musical features, clearly audible in realities that are diverse and distant from one another, and jointly constitute a diagram of points through which a constant flow of musical information passes. Bohlman's text closes the circle, in a sense, and adds essential information that—along with that contained in the articles of the other contributors—tells us of the Mediterranean as a place of new and intense musical communications.

The more we are able to know of this sea, the less we look at it on our own: the Mediterranean is not a sea of solitude (Matvejević 1991: 151).


Many connections are clearly identifiable in the essays presented in this volume, many can be discovered. I will confine myself to a few suggestions. It is important to note the use that has been made of certain musical instruments in different real-life cultural and musical situations: the bouzouki, for instance, is often found outside Greece—in rock music, in Italy, in Turkey, and often employing techniques that are incorrect but do not affect its role as one of the symbolic timbres of the Mediterranean. Then again, relations with Spain and some musical cultures of Spain may be encountered elsewhere (Morocco, Tunisia, Egypt, Turkey). There is then clear evidence of the influence on different local forms of music exerted by the diffusion and hearing (from Spain to Turkey) of a model of song such as the Italian, from the Sanremo festival (Borgna 1986). More generally, there clearly emerges a broad spectrum of intercultural collaborations, based on attentive listening to and sometimes participation in recordings of music differing from those made locally.13 One of the merits of the essays in this volume is undoubtedly that of having shed light on many “relevant connections … across the Mediterranean” (Stokes and Davis 1996: 256).

The relationship between musical expression and identity is present in all the articles, and it is possible to see how much these identities are shaped and established through music. The claim of “Mediterraneanness” often represents the element fundamental to the development of a local musical identity, glocal and sometimes global. But the “Mediterranean” is not always the same for all: we see the differences in the conception of “Mediterranean music” in Spain, Israel, Turkey, or Italy. We also see how in Egypt the Mediterranean reading of popular music has been advanced alongside many others, sometimes overlapping, sometimes remote.

One constant element appears to be a recourse to local realities in all musical experiences. Local musical cultures are revisited, redeveloped, relaunched via the acquisition of other repertories, whether global, Mediterranean, or local. The dialogue is between that which is at hand and familiar and that which is perceived as distant (though sometimes not that far off) but similar, or in some way assimilable. The process of change never appears sudden or inevitable, but always as the result of reflection on various possibilities of change: instrumentation, style, expression. The relationship with global musical reality has always been closely assessed and carried to its conclusion without ever losing sight of local links (included here, adopted in many different ways). It may therefore be emphasized once more that these musicians of the Mediterranean “have … established connections with other musical cultures and music markets, in this instance by emphasizing some of the distinct musical characteristics akin to their own or else by forming new alliances through whom they are represented” (Guilbault 1993: 39).

Many of the musical repertories considered here are currently disseminated through the market for world music, even if they have sometimes been created or elaborated without direct reference to this new “hyper-genre.” At the same time, it is correct to state that they have come together (and will probably continue to come together) within world music, because the model of the Mediterranean as an area of musical communications and exchanges in all directions (on which many musical experiences in the contemporary Mediterranean are based, or to which they are related) represents on a reduced scale and for a precise geographico-cultural reality that which world music seeks to achieve for the whole world. The welcoming of many Mediterranean musical realities beneath the umbrella of world music then appears both “natural” and inevitable: in great part, as we have had opportunity to observe, it has already taken place. In seeking to read and interpret the musical facts documented in this volume through the discourses of and about world music (Frith 2000), it is possible to offer in evidence many aspects such as (among others): the postmodern condition of some traditional musical cultures; the disappearance or attenuation of boundaries; musical creativity and cultural borrowing; changes in musical traditions; and hybridity and (as) authenticity. Many hybrid musical forms and productions analyzed in this book are “situated in the intestices of numerous cultural borders” (Joseph 1999: 2); are the result of processes of exchanges not only between a center and a periphery but also between different peripheries, and work as the metaphors “for the form of identity that is being produced from these conjunctions” (Papastergiadis 1997: 274); develop new senses of self, not through the marginalization but through the awareness (Klopper 2000: 229). But we must not overlook that many of these elements appeared in various musical traditions of the Mediterranean before the establishment of world music. In a sense, the Mediterranean has been a privileged environment in which the musical dynamics successively lifted by world music have been repeatedly tried out; for this reason, world-music–oriented recordings look attentively at, and seek to “cover” completely, the contemporary Mediterranean—which nevertheless seems unable to mesh completely with this musical dimension.

The pieces of this mosaic could have been joined by many more, and many more will be added.14 Every presentation of the evidence restores to us an aspect, necessarily and fortunately partial, of this complex, multifaceted reality—as usual, one feels like saying. The Mediterranean, then, is always taking on new form: this explains the fascination that it exerts.

More than once, finishing my work on this book, I have thought of a song which I heard and recorded ten years ago, during a religious festival in a little village in Calabria (Southern Italy). At the end of September 1992, I was in Riace for the feast of Saints Cosmas and Damian, the patron saints and protectors of the village, who gather to their sanctuary, year after year, a vast crowd of devotees, including throngs of Gypsies. I spent one afternoon in the church listening to the singing of one man: Giovanni Schipilliti. I had encountered him at other festivals that year; he was known, heard, and appreciated by all as an accomplished and tireless singer. In church, Giovanni Schipilliti sang religious songs, in which the congregation sometimes joined. Outside of the church, he sang love songs, receiving invitations to the houses of friends and acquaintances for this purpose. On this particular afternoon, I joined him as he entered a house so that I could hear him sing some more and make some recordings. Before he started, Giovanni Schipilliti explained that to reach Riace from his village he had traveled for about seven hours (including station stops along his train journey), covering the whole coast of central-southern Calabria from the Tyrrhenian to the Ionian Sea, well aware that the same journey could be made by car in less than two hours. However, he did not own a car, and in any case, he had to be present at the festival. Then he began singing: some muttette for solo voice (a style of song commonly found in Southern Calabria, usually with guitar accompaniment), among them one with these lyrics:

Volia iettari nu lignu nta mari

mi navigu e mi vaiu a n'Arbania

mi vidu la me bella se o viva o morta

si o viva o morta mi la portu cu’ mia


Vaiu e l'arrivu comu gigliu all'ortu

cu nu libbru a manu chi leggia

vaiu e l'arrivu comu gigliu all'ortu

cu nu libbru a manu chi dormia


Marinareddhu chi veni di Londra

dimmi l'amuri comu s'accomencia

e s'accomencia cu soni e cu balli

o puramenti cu chianti e lamenti


I wanted to launch a boat on the sea

to sail and go as far as Albania

to discover whether my beloved is alive or dead

alive or dead, I will bring her back with me


I am going to join her, she is as a lily in a garden

with a book in her hand, may she be reading

I am going to join her, she is as a lily in a garden

a book in her hand even as she sleeps


Sailor who comes from London

tell me how love begins

it begins with music and dancing

or else in weeping and wailing


For me, this song represents many of the questions that will be explored in this book. It reminds me of a man who, to sing again, went from sea to sea by the longest route he could, always feeling himself to be at home. Most important of all, perhaps, it speaks of voyages on and to the Mediterranean: this song is a vivid reminder to me that that sea has also been a place of contacts, of requests, of exchanges.


Notes

	For more information, see http://www.davidcervera.com, http://www.talaud.com.

	See  http://teev.com/esta/index.htm.

	See  http://teev.com/esta/press.htm.

	See  Magrini 1993: 22, which quotes the case of the Cretan lyra and instruments similar to it as an example for the Mediterranean of “exchanges that are more complex and more difficult to locate in time.”

	Notes from the compilation  Empreintes méditerranéennes, 1998.

	Notes from the compilation  Mediterranean Lullaby, 2000.

	In other CDs, the musical performances have no clear element in common: “In this compilation we unite Mediterranean music;” notes from The Mediterranean. Traditional and Ethnic Music, 2001.

	John McLaughlin, notes in The Mediterranean, 1990.

	Website: Simon Shaheen, notes in Blue Flame, 2001. See also Bessman 2001: 84. Shaheen's CD has been viewed as one of the most relevant examples of a “new” musical phenomenon, which could be defined as “Arabic world beat.” The interest in such forms of crossover in Arabo-Mediterranean countries has among other things produced compilations such as Arabic Groove (2001), which states: “Modern Arab artists are taking traditional melodies, rhythms, instrumentation and singing styles and superimposing them over Western pop styles. The results are irresistible blends that do not require the listener to understand the lyrics or comprehend the subtleties of the singing.” Arabic Groove includes performances of musicians from Algeria, Morocco, Lebanon, Egypt, Libya. Other recordings of the same type are Desert Roses and Arabian Rhythms (2001), Arabica (2002), and Arabica II (2002).

	In this connection, the work done by Roberto Catalano (1999) is of great importance.

	See, for example, these words by the composer Eleni Karaindrou, written as introduction to her last published corpus of compositions, Trojan Women (2002): “Costantinople lyra, kanonaki, nay, santouri, outi, laouto, harp, daires, daouli, sounds which comes from the depth of time. Sound which caress the shores of Asia Minor, travel to the Black Sea, nest in the domes of Costantinople and bind with the wail of Smyrna burning. Sounds recognisable not only in Greece but also in the Balkans and in all the countries wetted by the Mediterranean.” In Italy, many rappers and raggamuffin bands have been associated with has been referred to as “Mediterranean reggae” (Mitchell 2001: 198, 208), because of the use of regionals dialects, samples of Italian traditional musical instruments, and influences of Middle Eastern musics (see Plastino 1996).
Furthermore, numerous jazz musicians have associated themselves with Mediterranean musical cultures or musical elements, and recently there have been many Mediterranean musicians who have released works making ample use of the language of jazz (such as Kudsi Erguner in Islam Blues, 2001, which includes a track entitled “Mediterranien”; or the French Orchestre National de Jazz, that released in 2002 a CD entitled Charmediterranéan, with Tunisian 'ud player Anouar Brahem). It is not possible to attempt an analysis of this complex musical phenomenon here: for a brief introduction, see Chambet-Werner 2000: 95–97; on Italy, see Plastino 1990, Piras 1985.


	See, as a final example, the description of Bahar,
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