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PREFACE

Katherine Brucher and Suzel A. Reily

This volume draws its inspiration primarily from two main works, which were published toward the end of the 20th century, just under a decade apart from one another. First, Ruth Finnegan’s book The Hidden Musician: Music-Making in an English Town (1989), which is a meticulous study of the “local music” of Milton Keynes (UK), and which encompassed a broad range of music worlds, from the English folk music revival to the brass band movement, the rock and pop band scenes, and even “country and western.” The second book is Christopher Small’s Musicking: The Meanings of Performance and Listening (1998), which is responsible for introducing the term “musicking,” understood as any form of engagement with music; alongside musical performance, Small’s concept of “musicking” includes other modes of musical engagement, such as dancing, listening, talking about music, organizing musical events, studio work, and preparing playlists. Though the volume links Finnegan and Small through the term “local musicking,” it also places a strong accent on “the local,” drawing particularly on Arjun Appadurai’s (1996) concept of the “production of locality”; for Appadurai, “locality” is a social space linked to geographical locations in which real people engage with one another in generating productive coexistence, a space commonly constructed and sustained through such communal activities as musicking. This volume is an exploration of what makes local musicking “local.” The main question guiding the contributions can be summed up as follows: how does musicking construct locality, and how is locality constructed by the musicking that takes places within it?

The discussions and debates surrounding the orientation in this volume began to take shape during the project “Local Musicking in Cross-Cultural Perspective,” which was directed by Suzel A. Reily and Ioannis Tsioulakis and funded by the Institute of Collaborative Research at Queen’s University Belfast during the 2014–2015 academic year. The project was structured around a series of roundtables involving scholars, practitioners, and community workers operating at Queen’s and the surrounding regions; this was followed by an international symposium in April 2015. Many of the participants in the events sponsored through the project have contributed to this volume. A larger follow-up to the Queen’s initiative is now underway in a FAPESP-funded Framework Project involving two major universities in Brazil, the University of São Paulo (USP) and the State University of Campinas (Unicamp). It is titled “Local Musicking: New Pathways in Ethnomusicology.”

While these projects have left a mark on the volume, perhaps most noticeably in a greater representation of some geographical regions within it (such as Northern Ireland, Britain, Brazil, Portugal, Greece, and South Africa), the collection includes ethnographic studies from all the continents of the globe except Antarctica (though we do have a contribution on Greenland!). However, the themes explored in these studies have not been conceived in regional terms. Instead, through regional case studies, they exemplify processes and practices that may be equally relevant in different ethnographic settings. Furthermore, we have made an effort to engage a range of scholars from across the academic spectrum, whose works explore links between musicking and locality in musical traditions, encompassing art, popular, traditional, and indigenous musics. The contributors are mainly ethnomusicologists, which reflects the field’s attention to spatialized music traditions (see Stokes 1994) and tendency toward greater consideration of amateur and non-elite musicking than other realms of music studies. In addition to ethnomusicologists, the contributors are anthropologists, archivists, music historians, and performers who share an interest in how musicking brings locality into being and how locality impacts musicking. Alongside well-known, established academics, the contributors include doctoral students and recent PhDs; our authors are based in different institutions, ranging from non-governmental organizations (NGOs)/nonprofits and music performance organizations to teaching colleges, regional institutions of upper-education, and large research universities. To invoke Doreen Massey’s (1993) argument that a sense of place is contingent on networks of social relations, this book functions as a node in a constellation of relationships that brings people together across disciplines and institutions. We hope that from this emerges a way of conceptualizing local musicking, what it encompasses, and how it might be useful to those who seek to better understand how people engage through music with others in their communities and around the world.

We envision that this book will serve a readership as varied as the community of scholars who have contributed to it. The text is designed to be used as a reference tool or a reader in undergraduate and master’s courses that attend to local musicking in various forms. However, the chapters introduce an array of detailed case studies, historical and ethnographic methodology, and sophisticated theoretical ideas regarding locality, community formation, sound, and place-making; these should be of interest to advanced graduate students and scholars as well. Finally, individual chapters may be of interest to a more general readership that wishes to know more about the concepts, places, and traditions that this volume encompasses.

We now invite you to engage with the volume’s content. The “Foreword,” offered by Trevor Herbert, cuts across many themes addressed throughout the volume. Drawing on both his experiences growing up in a Welsh mining town and his scholarship on brass band traditions in the United Kingdom and the United States, he puts forth a series of case studies that show how musicking and locality are deeply enmeshed but never static. Brass bands, unmistakable forms of local musicking, provide a point of connection between the local and the global and become a site of frictions that may be deleterious to tradition on the one hand and productive of new musical meanings and practices on the other. This piece, which provides an ethnographic introduction to central themes in the volume, is followed by our introductory chapter, which outlines the main concepts and theoretical orientations that inspired our thinking in organizing the volume.

The book is structured around five themes that explore how musicking and locality intersect in various contexts. The first section, “Modes of Local Musicking,” is an exploration of a range of spheres of local musicking that encompasses music making in real time as well as other forms of musical engagement, such as listening, concert attendance, dancing, online musicking, and the work of music research. The second section, “Musicking and the Production of Locality,” considers the localized nature of musicking and addresses the ways in which people engage in musicking as a means of constructing community and contexts of productive coexistence. In “Pathways to Local Musicking,” Ruth Finnegan’s concept of “pathways” is taken as a metaphor for the ways in which people come to engage in a musical scene or activity; the section also reflects on how pathways mark musical trajectories in localities. The chapters included in the section “Locality, Musical Connections, and Encounters” seek to understand how connections and encounters have converged within localities, marking local musical identities in ways that link them to the wider world. The final section of the book, “Musicking Local Frictions,” examines tensions in local music scenes, noting that they can result in what Anna Tsing (2005) has termed “productive frictions,” leading to unforeseen outcomes.

No doubt many—if not all—of the contributions could have just as easily been placed in a different section from the one we chose for them because, as will become apparent to readers as they work their way through the chapters, local musicking is a complex sphere in which people converge from diverse backgrounds, bringing their individual competencies, motivations, and expectations to the collective arena. Thus, they music in distinct ways, and they engage with one another differently, even as they strive to produce a common locality. Just as musicking can promote highly memorable experiences of intense joy, it can also generate feelings of exclusion and incompetency as well as the construction of diverse social projects, giving rise to tensions and misunderstandings. The themes of the sections, therefore, cut across the chapters. While this may complicate the organization of the volume, we contend that these intersections point to the conceptual potential of the category “local musicking.”

We close the volume with a highly personal account from Ruth Finnegan in which she outlines her academic trajectory and encounters with local musicking and local music makers from Derry in Northern Ireland to Milton Keynes, Fiji, and Sierra Leone. Finnegan tracks how geographic mobility and theoretical debate have followed one another in a continuous journey of discovery, concluding with the realization that music is at once local and non-local and that the “local” is multifaceted and a matter of degree, not kind.
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FOREWORD

Amateur Bands, Their Localities, and Their Challenges—The Lessons of History

Trevor Herbert

In January 2001, Christopher Small gave a lecture in New York City that was subsequently published in the journal American Music (Small 2001). Its title was an accurate abstract of its content: “Why doesn’t the whole world like chamber music?” Small’s audience for the original talk was the annual conference of Chamber Music America, so it will come as no surprise that its reception was equivocal. The main storyline of his presentation was a variant of themes contained in his monographs Music and the Common Tongue: Survival and Celebration in African American Music (1987) and more particularly Musicking: The Meanings of Performing and Listening (1998). His advocacy of performance, the total meaning that performance implies and contains, and a rejection of what he saw as the treatment of performance as ephemera was a constant in his utterances after the publication of Musicking, and this should be seen as an evangelical loyalty to an idea that was to become widely established.

At one point in the talk, referring to the uncomfortable truth that the first edition of the New Grove Dictionary of Music (1980) had no entry on “Performance,” Small suggested that


This curious neglect stems partly from the perennial tendency in European thought to create abstract entities from real actions and then to treat the abstractions as if they were more real than the actions from which they were derived.

(2001: 341)



This may have been a little harsh, but it serves as a sharp reminder of the value of empirical approaches in music making and to count the observation of music making (in the terms that Small suggested) as a central source for our understanding of musicking and the algorithm of relationships it implies. Such processes have many identities, and some are exemplified in the chapters of this book.

Small often marshaled music history and the historical process in general in support of his arguments, and this invariably galvanized them. In this book, which takes as its theme “local musicking,” historical dimensions are important because “local” is not a static concept. It may be static in a stolidly literal and geographical sense, but such an interpretation seems to stand in contradiction to the fluid pragmatisms that “musicking” suggests. As many human geographers will confirm, it is not physical proximities that are important but the cultures that emerge from lives led in proximity. I suggest that there are many factors that act on such processes, so the illustrations of local musicking outlined in the chapters of this book need to be understood in the contexts in which they occur, which may have changed over time.

Musicking positions music making at the heart of localities. “Localities” can be understood in at least two ways: they can be seen as an expression of a geographical space and as an expression of a cultural space. For my purpose in this foreword, I see them as either physically local and/or (respectively) local in the sense that they belong to a wider network within which a group of “musickers” interacts with shared understandings of idioms, modes of communication, and behaviors. In these networks, be they national or international associations, email lists, or the musicians’ relationships with the commercial organizations that supply their musicking needs, the musicians feel safe in the sure knowledge that their vocabulary is understood. So, for example, Methodist hymnists, bluegrass singers, and the modern world’s community of harmonica players feel this sense of locality wherever they congregate (actually or virtually) because their common language needs neither explanation nor apology.

All this is consistent with what Small meant, but there is also a minor complication regarding the balances of continuity and discontinuity, of tradition and modernity. Musicking speaks of an essentially positive environment in which all participants, close and distant, participate and draw nourishment, but it would be wrong to overlook the reality that, in all its component parts, it requires resilience because if there is one characteristic that all species of local musicking share, it is a nervousness about change.

This preface highlights both the strengths and the vulnerabilities of the relationships between music makers and the localities where their musical lives are played out. The example I take is the amateur brass band, and I use “local” to signify any agency that functions to create or sustain the bond between the music makers and the wider groups with which they interrelate. It is important to acknowledge the differences between bands, even though they may share characteristics because few Western societies have seen bands develop as part of a single social process. When Ruth Finnegan observed music making in Milton Keynes in the 1980s in preparation for her landmark book The Hidden Musicians, she was sharply aware that Milton Keynes, the subject of her investigation, was a locality that was literally under construction: Milton Keynes was composed of a group of English villages in the process of being conjoined by the building of entirely new settlements and populations to form a city (Finnegan 1989). The loyalties that the music makers may have felt were to the interest groups to which they had an allegiance; place was defined as the spaces occupied by such groups rather than by existing domiciliary settlements. Brass bands, as Finnegan properly pointed out, inhabited “a self-conscious separate world” (Finnegan 1989) in which unique values, behaviors, and modes of communication prevailed. It is these features that make bands an interesting field of study.

Small’s Musicking (1998) idea is helpful when dealing with banding as a phenomenon, but it can force an idealistic, routine, and merely theoretical understanding onto musical practices. Furthermore, it offers little help in dealing with the vulnerabilities to which the very idea of musicking is susceptible. Communities and amateur music makers have been and are challenged by strong and fracturing interventions from three sources in particular: from the passing of time and the economic, social, and cultural changes that accompany it; from the potent effect that music making has on the music makers—to the extent that it changes them as individuals and groups and, as such, changes their relationships with communities; and from the interventions of external forces, such as the specialist networks to which many amateur music makers attach themselves and the imposing effects of new commercial business models that are often implicitly supported by those networks.

The four stories that follow have a strongly historical content, and they are aimed at exploring some of these themes. I approach the stories as a historical musicologist, but I think they express core ideas about the relationship between amateur music makers and their communities that may be useful to other disciplines and provide a helpful preface for what follows in this book. I use the word “stories” (rather than the more formal “case studies”) because this is exactly what they are: four short stories about events in amateur banding and some thoughts about what we can understand from these events. One story illustrates an intimate and mutual dependence between the people of a south Wales mining valley and a brass band in the 1950s: the Parc and Dare Collieries Workmen’s Band. Another illustrates how music makers can stray from their community roles and responsibilities, to the extent that they change as individuals and as a group, due to the effect that the experience of music making has on them. My example focuses on an incident concerning the Salvation Army in the closing years of the 19th century. Another story shows how an entire community music tradition, including its musical idiom, was fundamentally changed and quantitatively diminished by a commercial intervention. My example here concerns the imposed standardization of the pitch of British brass bands in the 1960s. And finally, I include a brief illustration of how the commercial appropriation of a community music making idea led to the creation of a nationwide network and the invention of an enduring local musical tradition. In this case, my example is the creation of the US high-school marching band movement in the early 20th century. The point I should emphasize is that while they may seem to characterize the erosion of local musicking, these stories, to greater and lesser extents, serve as reminders of the organic nature of the relating factors that constitute it and make it real.


A Brass Band in a South Wales Mining Village

It will be obvious that my first story has a strong autobiographical element. I was born after World War II in a small mining valley in south Wales called Cwmparc: it was a short but deep tributary in the Rhondda Valley. For my entire childhood, the small village where I lived was dominated by two collieries, which were so close to each other that they literally overlapped: the Parc Colliery and the Dare Colliery. Almost every child was the son or daughter of a coal miner, and I was no exception. It was a happy place enclosed by mountains and united by a single place of employment.

On Fridays, a ritual took place in our house: my father would come home from the pit and dutifully hand my mother a small, brown, unopened envelope that contained his weekly pay and payslip. The ritual continued with my parents counting the money and scrutinizing the payslip to ensure that it was accurate. My mother would read the items out loud for my father’s comment: “basic wages £7.4.6,” “overtime 15/-” (a silent nod from my father), “income tax £1.3.6” (some thought, then another grimmer nod), “band 3d,” and “library 3d.”

These standing items—“band” and “library”—were routinely approved and passed over each week. I came to understand that the deductions were made for the sustenance of the pit brass band and the workmen’s institute where the library was the major facility; both were supported through the mandatory deduction, at source, of six pence a week from every man and boy working in each colliery. Would this happen today, I wonder? Apart from the fact that today, the word “mandatory” makes everyone reach for their guns, many would wonder what a brass band had to do with them. But at the time, this was completely free of controversy. I once asked my father (who had no direct connection with the band) why this happened; he said that without the subsidy, there would be no band, and without a band, we would look stupid. I do not think that “stupid” was what he really meant; I think stupid was a substitute for “incomplete.” Perhaps he had wisely judged that the concept of being “incomplete” would have been difficult for a small boy to grasp, but I am sure that this is what he meant and what the other miners felt.

So, what was it that made the band essential? What social function, what role, did it act out that prompted such a consensus that a subsidy with equal status to income tax should be applied in a time and place in which the finest margins of family budgets were fragile? This can only be understood in terms of the band’s role as part of the highly insular working-class culture in which our communities existed: insulated literally by the deep shape of the valley and by the rituals that had been developed to emphasize the communities’ capacity for self-respect and self-determination.

Each player in the band worked in one of the two collieries. Because the band was entirely supported by the workers, the management of its finances had to be impeccable. The process was ritualistic and embedded in some heavy and conspicuously formal administrative measures—lots of committees with agendas, minutes, “points of order,” speeches, annual reports, and more speeches. This activity was a leisure pursuit and took men into a world quite different than what prevailed in the darkness of the pit.

The relationship inferred a strong sense of responsibility: players attended each rehearsal promptly, practiced hard, played well, and were serious in all that they did. The band was a constituent of a set of emblems that confirmed its members’ idea of an active community and identity. It also had a representative role: it not only represented the community in brass band contests, it represented the community to itself in ceremonies and communal events. Without the band, occasions such as May Day marches and memorial days would have taken place in silence, with nothing but the sound of the shuffling of feet. Concerts were also community rituals, and they called for best suits, frocks, lipstick, and the uncommon scent of perfume in the Workmen’s Institute Hall for performances of Tchaikovsky and Verdi in transcription—and more speeches in the interval. These events connected the community in ways that lay outside of and in contrast to the absolute necessities of ordinary working life. Ceremonies built connectedness, and without the music, the binding agents of community would have been weak, insipid, colorless, and unworthy of what the people believed they were: without the music, the community’s claims to be complete would have been less secure.

However, anyone with knowledge of brass bands will have spotted something of a paradox here. In the 20th century, brass bands were controlled by sets of national regulations: a National Federation set rules about contests and instrumentation, and this influenced performance styles and repertoire. Fundamentally, it is such networks that define musical idiom. In Cwmparc, all those years ago, compliance with such things just legitimized the band formally as a genre, but because it influenced musical practices, it always lurked as an important intervening factor. It was this conflict of loyalties that gave rise to Finnegan’s observation that brass bands were “a self-conscious separate world.” She was right, but to fully understand what this meant musically, and the extent of its strength, we must turn to my second story.




General Booth’s Dilemma

The central archives of the Salvation Amy reveal much about 19th-century culture, the community of Salvationists, and how this community integrated with Victorian communities more generally. Brass bands were introduced into the evangelical mission in 1879, just a year after the inauguration of the Salvation Army. They strengthened the military metaphor that its founder General William Booth had invented, and, as he said, their sound, which was so popular at the time, attracted attention to the evangelical message.

This was extremely effective, but in May 1897, General Booth published an extraordinary letter headed “Self-denial of bandsmen’s wives” in the monthly magazine The Musical Salvationist:


A bandsman has special temptations that do not cross the path of an ordinary soldier … they [are] often in spiritual danger… There is likewise a possibility of musical interests and activity usurping the Salvationist ideal… What a chance a wife has of watching the rise of these various kinds of danger.1



Booth went on to explain what the spiritual danger was and how it could be detected and eradicated. In fact, Booth’s persistent attempts to regulate the behavior of bandsmen were never fully successful, but it is instructive to understand what his dilemma was, because it illustrates—in terms that are only slightly metaphorical—how music makers can be distracted from their community ties by the effect that music making has on its practitioners

Booth’s problem was that bands had been introduced into the Salvation Army for purely pragmatic reasons: they existed to attract attention to the central Christian message. But by putting instruments into the hands of these men (they were mostly men), he had given them the opportunity to be musical. Inwardly, they became musicians, and worse still, some of them acquired the sin of virtuosity. Virtuosity was a sin because it was no less than a particularly potent manifestation of vanity.

The impact of music on music makers as a distraction from their community roles is a real one that has affected relationships between music makers and the communities to which they are, or appear to be, aligned. The way Booth perceived this phenomenon is obvious, but bands outside the Salvation Army were just as likely to see their practices in the context of banding as a whole, with congregations such as brass band contests having a strong influence. The effect of music on individuals, especially practitioners, is not neutral, and it is this self-serving aspect of music making, generated by the practice in the context of nationally inspired values, that Finnegan identified.

The importance of brass bands as part of a national network became yet more pointed and dramatic in the 1960s with a commercial intervention that was, as it happened, initiated by the Salvation Army.




Pitch, Idiom, and Survival in the 1960s


[image: images]

Figure F.1 Barratt’s (the absence in the image of the possessive apostrophe is an error) of Manchester was one of the UK brass instrument retailers that ran extensive advertising campaigns aimed at persuading brass band players to use the move to low pitch (which was compulsory for competing bands) as an opportunity to buy foreign wide-bore instruments. As the players did so in vast numbers, the traditional idiom of the British brass band was irrevocably changed, and many local bands with low resources were forced to wind up.



In 1964, the two main British manufacturers of brass band instruments, the Salvation Army Supplies Company and Boosey and Hawkes, colluded in an agreement that was cataclysmic. Since the 19th century, brass band instruments were pitched almost a semitone higher than the prevailing standard; this was a pitch class inherited from the British military, which designed its pitch to give military bands a bright and penetrating sound when they performed in the open air. In 1939, by which time military bands had also transferred to the lower pitch, orchestral pitch was set at A = 440, but brass bands were still pitched at the higher standard of A = 452.5. The continuation of the old pitch was partly due to inertia, but many preferred the higher, brighter sound. However, the two instrument manufacturers decided to cease production of high pitch instruments because it was too costly to make instruments to two pitch standards. In almost an instant, all high pitch instruments effectively became obsolete. The so-called low pitch kits (sets of tubing to extend the airways and lower the pitch) that were advertised as a simple way of adapting high pitch instruments to low pitch did not work.2 The manufacturers must have known this—the basic laws of acoustics made it obvious. Many bands across the country struggled on for a year or two, but they folded after failing to raise the money necessary to buy a new set of instruments. Even those bands that did survive faced an important consequence. Figure F.1 is an advertisement for the musical instrument firm Barratts of Manchester.3 It is just one of many similar advertisements that were published in brass band magazines at the time. It encouraged brass band players to take the opportunity when buying new low-pitched instruments to buy American-style instruments of much wider tube-bore—effectively symphony orchestra instruments. This proposition was attractive because of the exotic appeal of American instruments, which was heightened by the American manufacturers’ use of thin metal sheets, including copper, to give the instruments a reddish metallic effect that was different from that of the heavy, silver-plated instruments that had been produced by British manufacturers for more than half a century. Many brass bands, eventually all of them, turned to these instruments. Thus, the change to low pitch had two catastrophic effects: the number of brass bands diminished, and the sound of those that survived changed to the extent that the traditional brass band sound was lost forever.4 At no stage in this process did the thousands of players in British brass bands have a morsel of influence, let alone control, over what was the most important change in the musical idiom of the British brass band.




The US High-School Band and the Culture of Reassurance

My final story is told to illustrate how commercial forces have employed their power not just to influence but to effectively invent a community musical tradition.

The US National Museum of Musical Instruments is part of the University of South Dakota, and it is located in the remote town of Vermillion. In addition to thousands of musical instruments of all types, it also has a large collection of business papers from the main US musical instrument manufacturers. One of the most interesting sets was inherited from Conn Company of Elkhart, Indiana. Founded in 1876 by the entrepreneur Charles Gerrard Conn, it became one of the largest producers of wind instruments in the world, and as we have seen, it was still imposing its influence on the British brass band movement in the 1960s. Among the business papers held by the museum are strategic documents, minutes of departmental meetings, blueprints of instrument designs, and, perhaps most interestingly, the company’s salesman’s manuals: the guidance books given to traveling salesmen that offered detailed advice on how they should identify and persuade potential purchasers (a category referred to as “prospects”) to buy their products.

The early success of the Conn business was founded on the production of high-quality instruments for the growing US music profession. More than any other manufacturer, it was successful in persuading American professionals that home-produced instruments were better than foreign imports. Early in the 20th century, the briefing of salesmen took a new turn: the company identified a novel sales strategy that closely matched the strategy that was implemented by instrument makers in Victorian Britain. Victorian entrepreneurs had identified a moral sentiment that could be applied to the mass of working-class people as well as a strong emotional appeal that could be utilized when speaking with the more elevated classes. It was based on the idea of self-improvement and was to become known as “rational recreation.” This strategy manipulated the idea that music making by working-class people promoted virtue, that it created harmony, both actually and metaphorically, and diverted potentially delinquent minds to wholesome and “rational” ends. It is difficult to know whether the Conn strategy was calculated as an imitation of the British model—it seems likely that it was—but that is not a matter of great importance. The important point was that the strategy was to be diverted to the amateur market and in particular to the young. The Conn Corporation’s goal was to stimulate a movement that it self-confidently characterized as being close to a national duty. It also recognized (as the Victorians had done) that to sell instruments, you had to sell the value of the idea, not to potential players but to those who held influence over them. In so doing, they targeted not just the influence but also the source of potential funding.5 The most important idea they struck on was that there was a need to appeal to communities, and they did so by targeting specific groups. “Every group of people having an existing common interest is a logical prospect for musical instruments,”6 pronounced the Salesman’s Manual: “the three primary targets are high schools, fraternity groups, and any ‘miscellaneous groups of a local nature.’”7

To communicate the idea that music making fundamentally underpinned the concept of social coherence and stimulated desirable attributes, such as an appetite for hard work, social order, patriotism, and pride in locality, the Conn Corporation acquired the endorsement of the most impeccable exemplar of those ideas, the ultimate symbol of national identity and patriotism in America, and the country’s most famous citizen outside of politics: John Philip Sousa. Sousa’s band was formed in 1892, and from the time it commenced, it was marketed on the basis of three stellar elements: the personality of Sousa himself; the band’s distinctive performance quality, which was largely based on disciplined precision; and the idea of America and the values it enshrined. Sousa’s band, probably more than any other agency of the time, was marketed as an emblem of American nationalism. This sentiment was manifest in the way the band looked, sounded, and behaved. Even the titles of Sousa’s marches—“The Washington Post,” “The Liberty Bell,” “The Invincible Eagle,” and “The Stars and Stripes Forever”—resonate with the idea. The Conn Corporation captured all this and marketed it to high-school presidents, mayors, and parents. It was an idea that such people found irresistible because its meaning could not be logically contradicted. No town, no matter how small, could risk going without a high-school marching band: without one, it would appear incomplete.

The interesting feature of US high-school bands is that they capture everything about representation and ceremony without holding refined musical and performance quality as a priority—it is the sight, presence, and often the choreography of the band that is in the foreground. But in the early years of the 20th century, these bands contributed to American society in an important way. They extended what the historian Neil Harris identified, when analyzing the Sousa effect, as “the culture of reassurance” (1983): bands acted as a reassurance against the passing of time and the darker implications of change by emphasizing traditional routines and the warm continuities of community and the local.




The Lessons of History

These four stories differ considerably, and one draws broad conclusions with some hesitance, but a few tentative generalizations can be made. The relationship between amateur music makers and their localities is most dynamic when it is symbiotic: the case of the Parc and Dare Band reveals this very strongly—there was, in effect a pact, a mutual dependency that was even sealed by a financial dependency. This pact eroded only when external forces—the closure of the coal mines and the advent of more diversified modes of employment—changed the community and made the relationship between it and its bands untenable. The simultaneous intervention of the pitch change caused financial chaos, and the idiomatic change drew the band into new types of repertoire in modernist languages that alienated its traditional audience. The band struggled on with some modest commercial sponsorship, calling itself The Parc and Dare National Smokeless Fuels Band—but its trajectory was downward.

General Booth’s dilemma was one of real substance, and it serves to illustrate how a community can be defined as something other than the people of a location. Booth’s message is not only about Booth and the Salvation Army: it is a metaphor for a wider phenomenon. Booth had appropriated an element of popular culture precisely because it was popular, but he made the fatal mistake of trying to control it. The appropriation of popular culture for any purpose other than that which is natural and organic is risky—many political parties have attempted it to their regret. Neither individuals nor communities can limit the effect that music making has on practitioners, if sophisticated music making is genuinely at the core of the activity. Furthermore, alliances, such as national societies and interest groups, create a binding layer that is wider than, and often as powerful as, local relationships—to the extent that these alliances contest the local.

Paradoxically, the US high-school band can be seen as a solid, enduring, and relatively unchanging community tradition. This may be because social and community rituals, rather than pure music making, dominate its purpose. It exists primarily and often only for ritualistic purposes. It marks and perpetuates routine continuities such that it gives sustenance to Harris’s idea of “a culture of reassurance.”

By the 1970s, the British brass band movement had transformed, both as a musical idiom and in terms of its status within communities. There are continuities but also many changes. The most fundamentally new, positive, and important change to have emerged has been the inclusion in massive numbers of women as brass band performers, and this has had an equally massive effect on the supply of women brass players in the music profession. This increase in gender diversity has positively impacted the community music maker relationship, and it can, in many ways, be seen as a great achievement of the brass band movement.

If there is a single overarching generalization that emerges from these stories, it is that each can be seen as a set of historical circumstances that are relevant to the analysis of contemporary local practices. The messages of history surely reveal that the passing of time, the patterns of change and continuity, the embedding and dismantling of traditions, and the interventions from commerce and the beguiling experience of music all act on the relationships that form the fabric of local music making.




Notes


1. The Musical Salvationist, May 1897, 68–69.



2. These “pitch kits” were used politically to convince brass bands that the change to the new pitch standard would have little effect on finances. In fact, the idea was either not properly developed or deliberately deceptive. The acoustical properties of brass instruments are complex. The additional tubes worked in their nominal pitch state (with no valves depressed), but when valves were depressed, the acoustical problems became obvious.



3. The British Bandsman, 14 November 1964.



4. Several remastered recordings of pre-1964 recordings of British brass bands are available commercially. A comparison between any of them and a recording made in the new era provides a stunning illustration of stylistic change.



5. Victorian brass bands were seldom funded through direct altruism. Most bands bought instruments through deferred payment schemes with key moneyed individuals (such as employers) acting as guarantors. Loans were repaid through fund-raising concerts and other activities. There is little evidence of any bands’ defaulting on the loans.



6. Conn Salesman’s Handbook, p. 5 (not dated and uncatalogued), National Musical Instrument Museum, Vermillion, South Dakota (Conn business box).



7. Ibid.
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LOCAL MUSICKING

An Introduction

Suzel A. Reily, and Katherine Brucher

“Local” is a term frequently used to describe musical activities within a given place, but it is typically applied without much reflection on what constitutes the “local” or for whom or the process by which these activities became associated with this place. With this volume, we hope to encourage critical inquiry and continued study of the complex relationship between musicking, identity, and discourses of space, place, and community. While conceptualizing music in terms of the local might seem to suggest a microcosmic perspective, paradoxically, we find that it encourages thinking beyond the kinds of regional or national approaches that have dominated studies of musical histories and practices within much of music studies. Within ethnomusicology, music is commonly viewed from a geographical perspective, particularly in relation to traditional and popular repertoires (e.g. Balinese gamelan, traditional Irish music, eastern woodland Native American style, and so on). Yet, in 1989, Ruth Finnegan published her landmark volume The Hidden Musicians: Music-Making in an English Town, a meticulous study of the musical practices of Milton Keynes, a modern planned city north of London, founded in the 1970s. Although many of the musical practices of the town seemed invisible, given their “local” and amateur character, Finnegan calculated that around 5% of the population of Milton Keynes was involved in regular music-making activities, although the city itself was quite new. Among the “local music worlds” of the town, she identified the English folk music revival, the brass band movement, rock and pop band scenes, and the “country and western” movement. Perhaps if the project were being conducted today, she would have included the samba bands, gamelan ensembles, and belly dancing troupes, among other global music worlds that have become common in many British towns and cities.

Finnegan’s work shows how local musical activities in today’s world can involve styles that transcend the limits of locality. Yet they bring together people who live and move about within the same geographical spaces. Furthermore, she argued that local music plays a central role in organizing local social life. It is present during weddings, graduations, religious ceremonies, civic festivities, nightlife, and so on. In effect, there are few communal social events in which there is no music, and in many settings, local musicians provide it.

Finnegan’s studies focus on music worlds that involve musical performance. However, here, we will be addressing a broader spectrum of musical practices—or modes of “musicking,” the term coined by Christopher Small (1989) to encompass any form of engagement with music. Thus, musical performance is a way of musicking, but so is listening to music, talking about music, downloading music from the Internet, participating in whatever capacity in the organization of a musical event, or engaging in activities linked to the music industry.

Like Finnegan, however, we privilege the musical choices people make as they act in local domains, given that we understand that this perspective preempts some of the central themes that animate contemporary ethnomusicological debate, such as studies of music scenes, whatever their geographic associations; the musical construction of identity; music in everyday life; amateur performance and community music making; and music globalization, localization, and “glocalization” (Robertson 1992), among other themes. Despite their differences, all of these themes invoke what Arjun Appadurai has called “the production of locality.” He conceived of locality as a “structure of feelings” that forms relations between “the sense of social immediacy, the technologies of interactivity, and the relativity of contexts” (1996: 178). For him, a “locality,” as a structure of feelings, is understood as a value that is realized in interactions, creating relationships between people and the spaces in which they move, whether these spaces are physical or imaginary. Musicking, we argue, is an effective technology of interactivity that is used throughout the world in mediating people’s relations to their localities, shaping their commitments to the locality and to the people with whom they interact within it.


Music, Music Making, Musicking

In the Western world, most people are able to hear a sequence of sounds and classify it as “music” or “not music”/“noise,” given that music is set within a recognized semantic field in this cultural domain. However, as every ethnomusicologist is quick to remember, the word “music” does not exist in the majority of languages on the planet; nonetheless, people everywhere engage in sonic activities that Westerners would hear as music. For this very reason, John Blacking concluded that “musicality,” the ability to organize sounds and make sense of what is heard, is a capacity that all human beings possess. To emphasize his view of music as an innate human capacity, he created a definition for music of transcultural validity: “humanly organized sound” (Blacking 1973).

With the development of an “anthropology of music,” a distinction began to be made between “music” and “music making.” In his classic book The Anthropology of Music (1964), for example, Alan Merriam constructed a paradigm for the study of music from an anthropological perspective in which he proposed that musicians operate following their culture’s conception of music. This means that their understanding of what the music should sound like guides their actions in producing the sounds as their aim would be to reproduce their cultural model. In other words, musical practices and sonorities form a coherent entity, the one determining the other.

This perspective differs radically from that proposed by Blacking, for whom music is a product of human activity, while music making is the process of music production (Blacking 1969). Instead of the product determining the production process, it would be the outcome of the process of social interactions: the objective of musical activity, Blacking contended, resides in the experiences one has in performance. The tshikona, the national dance of the Venda of South Africa, the ethnic group among whom Blacking conducted field research during the 1950s, involves an ensemble of many men—at least 23—each playing a single reed tube containing the notes of the tshikona chord sequence, which emerges through their coordinated hocketing; this ensemble is thickened by singing and the sound of three different sizes of drums, the music serving as a foundation for the circle of male dancers. The structure of the tshikona is such that it is able to involve large numbers of participants in a participatory context in which distinctions between participants and audience are blurred.

No doubt the same musical sounds of the tshikona could be produced through quite different performance practices. For this reason, Thomas Turino (1998) has asked whether the same sounds produced through different processes of music making can really be considered the same music. In asking this question, he drew attention away from the music as the focus of analysis to emphasize new ways of thinking about musical practices. In particular, he has proposed a system of classification based on “fields of musical practice.” First, he made a distinction between practices that take place in real time and those that involve recordings, thereby acknowledging the fact that many people’s musical experiences today center around recorded forms of music. In defining these categories as fields of musical practice, Turino emphasized the process of musical production, whether the musicking takes place within a real-time setting, such as the context of a musical performance, or in the production of a recording. Each of these arenas is then further subdivided into two fields of musical practice: the real-time modes of musical practice include “participatory” and “presentational” musical activities, while recording practices encompass the production of “high fidelity recordings” on the one hand and “studio art” on the other (Turino 2008).

By focusing on music production rather than the specificities of musical styles, Turino has identified new sets of cross-cultural processes of musicking. Throughout the world, musical styles that promote participatory music making tend to involve a series of common practices, such as the use of short and repetitive phrases, limited space for the demonstration of virtuosity, fixed tempo and limited dynamic contrast, and dense texture, among other features, as these characteristics encourage participation. From this perspective, the globalization of such participatory forms as samba band percussion ensembles may have more to do with the genre’s potential to promote musical participation than with its cultural associations: in effect, it is fun to play percussion instruments in an ensemble, whether one is in Rio de Janeiro, Belfast, Kyoto, or anywhere else (see, for example, Eisentraut 2001). Presentational formats, in turn, tend to require intense practice and rehearsal because they have organized structures, limited repetition, space for exhibiting musical competence, and so on. Regardless of where they might be, musicians who play for audiences do not wish to bore them, so they structure their performances in such a way as to sustain their listeners’ interest, avoiding excessive repetition and displaying their special abilities, publically demonstrating the time and effort they put into training and rehearsing in order to have something worthwhile to show.

In the domain of recorded music, Turino highlights the intentionality of the recordings’ producers. In the “high fidelity” mode, producers strive to create a recording that is as faithful as possible to a recording of “the real thing.” It is worth noting, however, that these recordings are not always that faithful to the actual sounds recorded. This may be due to the quality of the equipment used (the case, for example, of the numerous ethnographic recordings made on wax cylinders that populate many traditional music archives) or to the aesthetic orientations of the producer (as in professional recordings that cut out any interferences from the environment such that these productions may, in fact, involve considerable studio art). Recordings in the studio art category, however, are, for Turino, those that involve computer-based composition practices in which the producer aims to create music that uses sounds that are distinct from any identifiable real-world sounds. In the production of a high fidelity recording, the producer should let sounds be identifiable; in studio art, the objective is precisely the opposite: to avoid any recognizable sounds such that the producer takes full control of the entire production. This might explain the emergence of so many “virtual communities” in which aficionados for electro-acoustic composition create sites where their works mediate musical interactions (see Lysloff 2003; Warner 2012), returning the sociability of musicking to this highly individualized creative practice.

Note how the fields of musical practice that Turino privileges are all directed toward the production of music as their final product. Christopher Small, though, as noted previously, conceived of musicking in a broader sense that encompasses any form of musical engagement with music. For example, music listening is an important practice for many people around the globe, and there are many ways to listen to music, some of which have been identified and described by Tia DeNora in her book Music in Everyday Life (2000); her account of Lucy’s listening practices, for instance, indicates that each morning, she would sit between two speakers to hear Frédéric Chopin as a means of remembering her father (2000). Steven Feld (1994) documented the particular way in which the Kaluli of Papua New Guinea hear the world, namely, as “lift-up-over-sounding,” a “habitus of listening” (J. Becker 2010) marked by the ability to foreground particular sounds from within multiple overlapping sounds, a mode of listening that is coherent with the sonic environment of the forest in which the Kaluli live. It is also worth remembering that Blacking (1973: 8) argued that the ability to identify, appreciate, and comprehend the musical structures we hear is the result of innate human musicality. There are many social fields alongside music performance and listening that mobilize our innate musicality, fields that might encompass movement and dance; the construction of musical instruments; various activities associated with the music industry, from studio production to stocking retail sales; work in radio, television, and other communication media; music journalism and so on. A broad notion of musicking challenges us to explore the full gamut of arenas in which human musicality operates as a technology of interactivity, mediating people’s daily activities and their relations to locality.

Musical practice does not occur in a vacuum. As Howard Becker (1982) observed, “art worlds” involve networks of relations that collectively sustain them. Musicking is also inserted in these social networks. Furthermore, many musical activities take place with other people. As Blacking (1973) noted, among the Venda, the greater the number of participants in a musical activity, the greater its social importance. Tshikona and domba,1 which brought together the largest number of music makers, were the most valued musical events of the society. Finnegan was drawn to investigate the local music making in Milton Keynes precisely because it seemed to have been particularly effective in organizing the social life of a newly made modern city; music was the medium that people who suddenly found themselves sharing a space turned to in making the town their home.

Community is another term frequently invoked to describe groups of people who engage in musicking together. Kay Kaufman Shelemay (2011) notes that “community” fell out of use in ethnomusicological writing about music as musicking became untethered from geographic locations. One could no longer assume (as if one ever really could) that community signified a group of like-minded people living in close geographic proximity. Shelemay advocates for a more nuanced understanding of the term, which she delineates in a typology of community formation based on descent, dissent, and affinity. Descent signifies a collective identity that shares a real or imagined foundation in historical fact (such as lineage or ethnicity), while dissent mobilizes collectivities centered on opposition or resistance (subaltern groups in relation to a dominant majority or a protest movement). Affinity-based communities coalesce when individuals find themselves drawn together by commonly held preferences, tastes, and desires for social proximity. For the authors in this book, although processes of community formation may be experienced apart from a physical location, when coupled with locality, these processes take a spatialized dimension. As Trevor Herbert notes in the preface, localities may encompass not only physical spaces but also networks of people who interact with mutual understandings of their musicking.

At the local level, groups of people engaged in musical practice tend to forge their practices together. For this reason, they form what Etienne Wenger (1998) has called “communities of practice.” According to Wenger, a community of practice is formed by a group of people collectively involved in a common enterprise that requires members to engage in continuous negotiation in pursuing their objectives. A community of practice can comprise an Amazonian tribe striving to preserve its traditions, a consortium of scientists searching for a solution to a problem they have set themselves, a group of friends jointly developing their skateboard techniques, a rock band trying to “make it” in the music business, and so on. Wenger sees any group of people who share an activity that requires a collective effort as a community of practice precisely because in the common enterprise, the members of the group develop practices that allow them to act in a coordinated manner, which better places them to achieve their collective objectives.

Although each community of practice may be an identifiable unit, individual communities of practice may overlap and intersect in various ways. As a rule of thumb, people participate in various communities of practice simultaneously because they may be living with their family, have friends with whom they engage in regular activities, have a job that involves working with other people, go to school, have one or more hobbies, etc. The practices developed in one context can be disseminated and adapted to other settings. Moreover, some communities of practice engage in enterprises that require collaboration from diverse domains of knowledge, as in art worlds, which involve artists, gallery owners, collectors, and so on; the interactions among these different spheres also promote the exchange of knowledge and practices. In this way, a group of interconnected communities of practice forms what Wenger calls a “constellation,” and even constellations can be connected to other constellations. According to Finnegan, the reason the city of Milton Keynes was able to establish such an effervescent musical life just 25 years after it was founded is that the new inhabitants had already participated in similar activities before moving to Milton Keynes; on arrival, many sought out musical activities with which they were familiar as a means of adjusting to their new home. In this way, people who already knew the practices linked to a particular music world found it relatively easy to integrate into a new community of practice; while their practices may not have been identical to their past experiences, they were sufficiently similar as to feel familiar.

For Finnegan, each musical universe—or constellation of musical communities of practice—surrounding a particular musical style establishes a “pathway” (1989). She adopted this term because, as she notes, pathways come into being through use. The term also avoids metaphors of a bounded or isolated sphere or world. Thus, as people move along a pathway, they leave a legacy of practices for those embarking on it after them. As people join the pathway, they bring to it their experiences from other pathways, adding new practices while reformulating and discarding others. Thus, pathways are being continuously reproduced and shaped by the collective negotiations taking place among those moving along them. Musicking, then, involves participating in a localized community of practice and engagement in a pathway of practices that converge in the collective acts of the community.




Localizing “the Local”

At the level of common sense, the local is opposed to broader scales—the national, the transnational, the global. On the one hand, “the local” can invoke a romanticized notion similar to that evoked by the notion of community; on the other, however, it can suggest parochialism and isolation, a place that has closed itself off from the rest of the world. Among academics, there are various modes of conceptualizing the local, each highlighting distinct perspectives. Here, we will outline some of these approaches and their potential for the study of local musicking.

In The Hidden Musicians, Finnegan used the word “local” to indicate the physical space of the city of Milton Keynes and its surrounding areas. The local, therefore, was defined by the specific geographical space in which the investigation took place. Yet the term also invokes the amateurism of the subjects of her research. Although her study was undertaken in a new, modern, planned city, it focused on the “hidden” musicians of Milton Keynes, those ordinary people who engaged in musical activities as a means of enriching their daily lives through musical experiences and the sociability attached to them.

Appadurai (1996) conceived of the local—or locality—as a “property of social life,” an ideal of communal conviviality that is continuously recreated by a group of people living in the same physical space—or “neighborhood.” As discussed earlier, for Appadurai, locality does not exist so much as a physical space but as a “structure of feelings” that needs to be produced and reproduced through the collective efforts of the neighborhood. The production of locality is undertaken through ceremonies, rituals, practices, and collective technologies of interactivity that promote its inscription on and incorporation into the bodies and minds of the inhabitants of the neighborhood. With the production of locality, the neighborhood establishes “a local terrain of habitation, production, and moral security” (Appadurai 1996: 181) for itself, ensuring also that the mechanisms for training people with the necessary knowledge to continue its reproduction are put in place.

In traditional societies, the production of locality is performed through everyday practices involving large sectors of the population such that the neighborhood/tribe/village (or community of practice) defines the direction of the negotiations sustaining the structures of feeling that maintain the group’s viability as a community. In such settings, one can get very close to an overlap between locality and neighborhood such that the two concepts merge with one another: the locality comes to be experienced as though it occupies the physical space of the neighborhood. According to Appadurai, in modern, globalized, urban societies, however, the conditions for the production of locality change. He claims that these conditions do not eliminate locality as a property of social life, but the overlap between the structure of feelings (the locality) and the neighborhood (the physical space of habitation) becomes displaced and may even rupture completely. In the contemporary world, the autonomy of the neighborhood becomes progressively limited as external decisions reduce the space available for its inhabitants to orchestrate the production of their locality. Yet however hostile an environment may become, projects involving the production of locality continue mobilizing a wide range of different social sectors, each collectively striving to superimpose their visions onto the neighborhood.

In both small-scale and complex societies, musicking is a privileged space for the production of locality as conceived by Appadurai. As many ethnomusicologists have noted (Blacking 1985; J. Becker 2004; Turino 2008), activities involving music have the potential to create contexts of memorable collective action with intense emotional force. For this reason, many rituals and ceremonies are dramatized through music and dance as these media afford the incorporation of a structure of feelings that confers cohesion on the group. This is the case of the mouse ceremony described in Anthony Seeger’s (1987) classic study Why Suyá Sing, which provides an excellent example of the production of locality, although Seeger did not structure the text within this framework. Seeger argued that the Suyá (or, more appropriately now, the Kisêdjê) social structure is produced and reproduced through performance, and the performances are regularly reenacted to sustain these structures over time.

In contemporary societies, Appadurai notes, external forces impact upon local autonomy, imposing mechanisms that redefine the structure of feelings that link locality to neighborhood. The use of music in the construction of the nation, for instance, marked the 20th century in many parts of the world. In Brazil, the Estado Novo (New State) (1937–1945) used the radio to disseminate samba, a genre originally associated with Rio de Janeiro, to the farthest reaches of the country as a means of diverting people’s identification with their neighborhood and redefining these sentiments as loyalty to an “imagined community” encompassed by the nation. Furthermore, the sambas transmitted through the national network were intended to contribute to the formation of a new—and modern—Brazilian: a “cordial” and hardworking citizen (Shaw 1999; Paranhos 2015).

Within neighborhoods, however, local groups do not stop producing their own localities, as is clear from Finnegan’s ethnography. The brass bands of Milton Keynes, for instance, formed coherent communities of practice while maintaining relations with the wider neighborhood, servicing it by playing for churches, non-governmental organizations (NGOs), and local clubs as well as in public parks and shopping centers, often collecting donations for local charities. These practices were also noted in the local choirs and orchestras whose members viewed their musical activities as socially valuable. The relations between the members of many ensembles in Milton Keynes and the local community resemble those of countless other places documented by ethnomusicologists, such as the bandas filarmónicas of Portugal (Brucher 2013), the kwaias of Kenya (Barz 2006), and the folias de reis of southeast Brazil (Reily 2002), in which music as a technology of interactivity mediates the production of locality. Even samba, though used by the Estado Novo with nationalist objectives, continued—and continues—to be performed at the local level in ways that mediate sociability for many local communities in Rio de Janeiro as well as in countless other neighborhoods across the country. Similarly, “samba bands” in the United States, the United Kingdom, Australia, Japan, and wherever else such groups are found bring together people who enjoy playing with one another; through musicking, they create local spaces of intense sociability and refuge from the alienating and impersonal forces of modernity.

Although the musical forms used in the production of locality may be associated with institutions external to the neighborhood, often, the styles people privilege in the construction of local identities are precisely those seen to have historic links to the locality. Thus, narratives—or “invented traditions” (Hobsbawm and Ranger 1983)—that connect a musical style to a locality are forged. As Suzel A. Reily (2016) has shown in her study of local musicking in Campanha, Minas Gerais, the musical ensembles considered to be “local” by the population of this small southeastern Brazilian town include the Coral Campanhense (Campanhense Choir), which performs “baroque” repertoires associated with the colonial gold rush of Minas, the banda de música (wind band), the congados, and the folias de reis, but it excludes the animadores do canto litúrgico (liturgical song animators) who lead the singing of the “modern” repertoires of the Catholic church because they weren’t “born” in the city, even though this musical world mobilizes around 50 people on a regular weekly basis.

It is worth noting, however, that the traditions that are considered “local” weren’t exactly “born” in the town either. The paradigm of the contemporary choir may be European in origin, but it is now so widely disseminated across the globe that it is difficult to link it to any specific locality. Moreover, the vocal formation used in the Brazilian colonial period is very different from the structure of the Coral Campanhense performing this repertoire today. Colonial músicas, as vocal and instrumental ensembles were known in colonial times, involved small groups of at most two people per voice part, and the performers were exclusively male (Neves 1997). Furthermore, the colonial repertoire may have been composed in Minas Gerais during the late 18th and early 19th centuries, but it employed compositional techniques strongly influenced by the European and especially the Portuguese practices of the time (Neves 1997; Reily 2013).

The brass band model also developed in Europe and was disseminated to many parts of the world in the second half of the 19th century (Boonzajer Flaes 2000; Brucher and Reily 2013). The traditional repertoire for bandas de música, the dobrado, is a Brazilian march genre derived from the European double march. Furthermore, mumming ensembles like the folias de reis also made their way to Brazil with the Portuguese colonizers, but they can be found across Europe and former colonies. As for the congados, these associations emerged within the black lay confraternities of the Catholic church during the colonial period. The first congados formed in Vila Rica (now Ouro Preto), the center of the 18th-century Brazilian gold rush, from where they disseminated to other mining centers to take root in agricultural regions, following the movement of African slaves and their descendants throughout southeast Brazil (Kiddy 2005). Their musical repertoires fuse European and African elements.

Campanha, like all of Brazil, was a point of encounter for people from various places and with distinct cultural backgrounds, which they adapted to local conditions, following extensive negotiation. For the population of Campanha, who have been coexisting with these ensembles and their repertoires all their lives, these sonorities are familiar and experienced as belonging to the locality. Alongside these sounds, other musical models have been introduced to the town over the years such that in Campanha today, one can hear choirs of gospel music in the various evangelical churches that have sprung up in the peripheral neighborhoods of the town as well as a range of popular music genres, including música sertaneja, pagode, MPB, forró, and various rock styles, performed by numerous different bands.

Campanha provides a good example of the way cultural geographer Doreen Massey (1993) conceptualizes locality. Unlike Appadurai, for Massey, locality has spatiality, which is understood as a physical environment, but she argues that the specificity of a locality does not derive from its separation from other localities but from its links to them, encompassing regional, national, and/or transnational connections. For Massey, the character of a locality is forged through the way connections converge there. Returning to the musical worlds of Milton Keynes, for instance, people from all over the United Kingdom, who came to the city after it was established, helped create various pathways to music making. Many of these pathways, however, had roots in other parts of Europe (brass bands, for example) or even in other continents (country and western), forming complex trajectories long before a specific group of people met up in Milton Keynes, each with his or her distinct background. Through these convergences, the particular profile of the musical worlds of the city in the 1980s was forged, just as the musical specificity of Campanha took shape from the pathways that converged there. New populations and contacts with new musical movements have been bringing new alternatives to the population of Milton Keynes such that the town’s musical profile is in continuous flux.

New connections are being continuously established, creating new links and encounters between localities. Many contemporary music scenes have formed around globalized musical styles, producing structures of feelings that link their fans to other localities and to the worlds they construct. Hugo Ribeiro’s (2010) ethnography of the “underground” scene of Aracajú in northeast Brazil, for example, shows how different strands of alternative rock united to create a viable scene in the town, even though many of its subgenres have strong associations with specific social identities. The study of the jazz scene in Athens by Ioannis Tsioulakis (2011) describes the collective effort of a group of people to guarantee a space in the city where they can engage in their passion.

Massey’s approach shows that to understand a locality, it is necessary to look at other localities that affect and are affected by it, analyzing their interdependence as well as the inequalities between them. This orientation is complemented and enriched by Anna Tsing’s (2005) ethnographic approach, which aims to document agency in global connections at their points of encounter: the local. Her work shows how differences in the language, perspectives, objectives, interests, and practices of the different agents converging in a locality produce results—often quite surprising ones—that are unique to each specific situation. She contends that the uniqueness of an encounter is linked to the “frictions” produced during encounters, that is, the form in which different agencies interact with one another in that locality. In particular, Tsing argues that despite misunderstandings, which can be very significant and deep, the frictions of encounters can, nonetheless, be productive. Globalization (encompassing the national and the regional), far from being a monolithic process, is articulated through frictions, productive or not, that emerge in situated settings such that they can be documented ethnographically.

Musicking has repeatedly been shown to be a rich setting for the investigation of connections and encounters between internal and external agents in localized settings (see, for instance, Guilbault 1993; Stokes 1997; Agnew 2013, among many others). It is rare today to find an Amerindian group in Latin America that does not have more or less intense relations with towns and cities near its village. In some contexts, this has produced new practices in listening, dance, musical composition, and interpretation as young Amerindians start attending urban dance halls and obtaining the technological media for the production and reproduction of music (MP3 players, computers, tablets, etc.). The articulation of diverse connections converges as these young people juxtapose sonorities, instruments, dances, and musical styles that they have assimilated through coexistence in the villages with those deriving from their incursions beyond the village and on the Internet. André Marques Nascimento (2013), for instance, discusses the way Amerindian musicians have adopted rap to critique the colonizing forces impacting their lives.

Many, if not all, musical styles presented throughout this discussion could be characterized as hybrid. Hybridity is one of the most concrete marks of encounters and flows in musical spheres. Country, so popular in Milton Keynes in the 1980s, emerged in the American South in the early 20th century, becoming emblematic of Nashville (Peterson 1997), and by the latter half of the century, it was being exported around the world in grand marketing campaigns, building fan bases in many parts of the world. In Milton Keynes, this global style became part of a “movement” with its own profile as its fans adapted it to the specificities of an English town in the final decades of the 20th century. During the time Finnegan was conducting her research, the main regular country and western event took place every two weeks in a local club that catered to other musical tastes on other nights of the week. The country bands of Milton Keynes specialized in playing covers of the genre’s “classics” because this was the repertoire produced by the “authentic” country musicians that they, as amateur musicians, did not feel authorized to alter. Many of the country fans belonged to the same families, and they attended the country evenings in plaid shirts, jeans, Stetson hats, and cowboy boots—outfits reserved for play and the carnivalesque. As a fan base grew, country became “localized,” or, as Roland Robertson (1992) would say, “glocalized,” because this global form adapted to the locality in which it found a niche.

Today—as perhaps has always been the case—we live in a connected world of multiple encounters in which the social sphere is in constant transformation. However, the vision one has—perhaps the only vision one can have—of this vast universe, which encompasses the immediate locality, the regional, the national, the transnational, and the global, remains situated (Geertz 1992); it takes shape in the localized encounters that mark the trajectories of people’s lives in real settings, the spaces in which people and other beings, such as animals and plants, as well as discourses, ideologies, theologies, cosmologies, ontologies, technologies, objects, imaginaries, anxieties, projects, colors, and sonorities—all the things of life—move about. Given their connections, the boundaries of the local are constantly shifting, challenging academic efforts to define them—or as Appadurai has noted, it is in the “relativity of contexts” that locality is forged.




Local Musicking

Musicking is always a situated act, and thus it is always local. If on the one hand, every investigation of music is in some way a study of local musicking, on the other, studies that are consciously formulated as such aim to call attention to the role of musicking in the articulation of the local. Here, we have attempted to outline some of the academic perspectives confronting the challenge of identifying the ways in which people situate themselves musically in a complex and connected world. These perspectives encompass the geopolitical and its geographic scales, the social construction of space, the imaginary, flows, connections, convergences and encounters, and frictions, among other themes.

Localities, as we have seen, are dynamic contexts; they are points of continuous encounter between people, ideas, ontologies, practices, technologies, and objects that converge in a locality over time. Taking this dynamism and complexity into account, the investigation of local musicking aims to document and understand the processes that shape localities in an ongoing history of connections, convergences, encounters, and frictions that create social networks within localities as well as between localities, whether at the regional, national, or transnational level. This volume, therefore, is directed toward an exploration of the relations between musicking and locality from the perspective of the situated practices of the people involved in musical activities, seeing these events as indicators of the ways in which people understand the localities they produce and their position within them and within the wider scales to which they are linked. In effect, it looks at how musicking articulates “the sense of social immediacy, the technologies of interactivity, and the relativity of contexts” in “the construction of a local terrain of habitation, production, and moral security” (Appadurai 1996: 181).



Note


1. Domba is the Venda girls’ initiation school that prepared women for marriage. The activities of the school were conducted primarily through musical performances.
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SECTION I

Modes of Local Musicking

“Modes of Local Musicking” explores Christopher Small’s concept of musicking as any mode of engagement with music, encompassing, of course, the full range of modes of actual music making and performance in real-time music fields but also other forms of musicking, such as listening, dancing, discussing music with friends, online musical interaction, and writing about music, among countless other forms of musical engagement. Musicking, as understood by Small, is an eminently social activity; rather than viewing music as a “thing,” he contended, we should see it as a process integrated into people’s everyday lives, linking them to others who are engaged in some way with music and the social sphere that surrounds it. In Howard Becker’s terms, one might say that diverse modes of musicking are involved in the formation and consolidation of a music world.

The authors of this section provide a range of ethnographic studies of ways in which people from across the world draw on music to mediate interactions in their daily lives, from nonverbal modes of communication that take place when participants strive to synchronize and coordinate their actions with one another while performing or dancing together to verbal and text-based exchanges of information and discussions about musical themes. These interactions are all firmly situated in specific social settings; they take place in particular localities, constituting distinct music worlds as they engage people in a joint effort to construct meaningful musical experiences that can be shared with others. While each of the chapters focuses on a particular mode of musicking, the case studies actually highlight the interdependence of diverse forms of musicking; in other words, engagement in any mode of musicking often involves a range of other forms of musicking as well.

The first two chapters are directed toward real-time music fields: participatory and presentational musicking. In “Participatory Performance and the Authenticity of Place in Old-Time Music,” Thomas Turino focuses on the participatory old-time music and dance scene in the United States, but his ethnography shows how this participatory performance setting binds presentational formats to high fidelity recordings. Following the emergence of the recording industry, he argues, the traditional genres that came to be referred to as “old-time music” started to be recorded, which impacted the performance practices of old-time musicians, rendering them more presentational. These recordings, in turn, would come to form a canon, particularly within the “revival” or “new old-time movement” that got underway from the 1970s onwards in various parts of the United States. In discussing the contrast between “traditional” cohorts involved in “old-time” and the so-called revivalists, Turino notes that orientations to participation, particularly regarding the degree of openness to participation in musicking, can be very different from one group to another, premised, frequently, on notions of authenticity derived from recordings.

In “Protestant-Lutheran Choir Singing in Northern Germany: Dimensions of Presentational Musicking in the Local Community,” Britta Sweers notes that even though the ensemble is geared toward presentational performances, in a local context, these can entail nuances that mark differences in presentationality, particularly when contrasted to the presentational musicking of professional choirs. While rehearsals may have the primary function of preparing choir members for presentations, many members have joined the ensemble for the sociability it affords, so much so that after rehearsals, a drink in the bar is as important a part of the evening as the singing. Though presentational, the choir’s public performances contrast with such formal professional performances as one might attend in the nearby city of Hamburg, given that the ensemble services the community during religious ceremonies as well as community concerts, singing for people they are familiar with, unlike formal concerts where performers and audiences have little or no contact with one another beyond the concert hall. Thus, Sweers argues, the distinction made in theater studies between presentational and representational acting, concepts that refer to the way performers either acknowledge or ignore the audience, respectively, could provide scholars with more nuanced ways of discussing presentational musicking as a situated social field.

Musicking listeners are the focus of Andreas Otte’s contribution, “Attending Concerts: Local Musicking among Greenlandic Youth.” Popular music concert attendance in Greenland, he tells us, involves far more than music listening; indeed, it entails an extended, nightlong ritual, beginning with intimate pre-concert parties in which a few friends meet up to listen to music that will put them in the mood for a night of music and intense drinking; during the concert itself, the young fans are far from passive listeners, as they sing along, jump up and down, and dance to the band’s performance; after the concert, groups of young people meet in someone’s home for a post-concert party in which guitars are produced, and together, they engage in collective, participatory singing, often until dawn. This mode of participatory listening mediates sociability among youths, generating feelings of community and belonging on both the local and the national scales, which, Otte argues, are aestheticized through common engagement with music.

The domains of studio art and Internet musicking are highlighted in Noel Lobley’s contribution, “Hyperactive Musical Communities On- and Offline: Dancing and Producing Chicago Footwork, Shangaan Electro, and Gqom,” which juxtaposes the musicking of locally situated YouTube clip producers with their viewers spread across the globe. He shows how producers of such genres as footwork, shangaan, and gqom draw on local youth dance traditions, which are remixed with computer editing programs to produce “hyperactive” video clips that are then posted on the Internet. As these productions are discovered during the musicking of YouTube navigators in very different parts of the world, they contribute to the formation of new niche modes of musicking, also affecting the dance scenes that inspired them. Lobley further contends that via Internet community construction, common production patterns have developed that generate similar translocal presentational formats out of disparate local genres. Despite this standardization, the web creates spaces for local voices to be heard well beyond their localities where they may even remain hidden and unrecognized.

“Community Beyond Locality: Circuits of Transnational Macedonian Romani Music” by Carol Silverman discusses the diverse modes of musicking of transnational Macedonian Roma who, she claims, inhabit a “community beyond locality” through their musical activities. For centuries, the Roma have experienced continuous prejudice and discrimination such that their sense of “locality” is premised on their deterritorialized condition, in which mobility is a feature of their lifestyle. Roma music, which is rooted in Balkan sounds and practices as well as in continuous renewal and recontextualization, has long been a central feature of Roma life: within Roma communities, ritual events, particularly life cycle rituals, are driven by music and dance, while across Eastern Europe, professional musicianship has been a niche market occupied by Roma and other “Gypsies.” Not surprisingly, therefore, music serves as a communicative marker of Romani mobility, demarcating “circuits” that link distant communities across the diaspora. Among these, Silverman describes intimate ritual settings of collective singing, which, in the absence of musicians, can be supported by recordings; the activities of professional musicians who travel from one country to another, performing for fellow Macedonian Roma, particularly for weddings, introducing audiences to new dance tunes to demonstrate their musical versatility; and the impact of YouTube and social media, which in the past decade have become important sites for the circulation of Roma music, so much so that new songs and musical practices are assimilated very quickly across this dispersed community. In effect, Macedonian Roma are unified—and find their locality—through musicking, despite their geographical dispersal.

In “Community and the Musicking of Participatory Research in Rio de Janeiro,” Vincenzo Cambria looks at ethnomusicological research as a mode of musicking, focusing on the participatory research initiative of Musicultura in the Maré favela (slum) complex of Rio de Janeiro. The chapter addresses the initial stages of the research process involving researchers with conventional academic backgrounds and young local residents who were recruited and prepared to investigate the musical activities of their families and neighbors, which, like the city surrounding them, are very diverse. The academics soon discovered that precisely because of the differences and inequalities of the group, new research methods would be required to engage the youths in data collection, beginning with research exercises geared toward increasing the youths’ understanding of their own knowledge of the musical life of Maré. The outcomes of these exercises provided the basis for initial discussions that evolved into an engagement with the sonic diversity of the research team’s social surrounding. Through a research praxis that links action to reflection, Cambria shows how the researchers collectively constructed a “community,” mediated by their deeper understanding of musical difference as a means to a better understanding of difference and inequality, both within and outside of Maré.




1
PARTICIPATORY PERFORMANCE AND THE AUTHENTICITY OF PLACE IN OLD-TIME MUSIC

Thomas Turino

The human desire to connect—with other people, with places, and with particular senses of self—is often at the core of music-dance activities. The music industry lucratively trades on this desire, creating culture heroes and fan cohorts united through electronic media (recordings, videos, fan chat sites) as well as temporary copresence at shows, resulting in “imagined communities” on a mass geographic and demographic scale (Anderson 1983). Two fields of music making that I have outlined previously, “presentational performance” and “high fidelity” recordings (2008: chapters 2 and 3), are the most common types of music experienced by people in corporation-controlled countries like the United States and are at the center of industry production. This is because they involve salable products that claim to create the human connections promised by musical experience. But in the United States and other capitalist societies, there are myriad alternatives to mass-produced musical experiences involving the field of “participatory performance” (2008: chapter 2). There are also multiple scenes that mix aspects of the different fields, such as the use of recordings for participatory dancing, karaoke that combines presentational performance with recordings within a participatory framework. In this chapter, I describe old-time music scenes, which are, in many ways, a textbook case of the participatory field in the United States. Broadly speaking, the term “old-time” indexes a fiddle-led string band style of participatory music making as well as square and contra dancing (see Bealle 2005). My main purpose in this chapter is to analyze the multiple ways that old-time music articulates locality, industry production, and struggles over authenticity that are often connected with particular locales and social groups, such as the South, Appalachia, and “The Folk.” This case also illustrates the ways that commercial recordings have facilitated participatory performance at a variety of geographical scales.


Musical Fields

Using Pierre Bourdieu’s concept of social fields, in Music as Social Life, I described four ideal-type fields of music making that are distinguished by different goals, values, practices, artistic roles, and sounds—ultimately a different concept of what music is and is for. The presentational field involves one group of actors (“the artists”) preparing and creating music and/or dance for another group (“the audience”) in face-to-face situations. High fidelity recordings are created to index live performance, often involving special technological manipulations to create a sense of liveness (e.g. Meintjes 2003; Porcello 2005) and special artistic roles—the recordist, engineer, and producer—who take a major hand in fashioning the ultimate artistic product (e.g. Zak 2001). Within this framework, I use the term “participation” in the restricted sense of one’s actively contributing to the sound and motion of a musical event when all contributions are deemed valuable, indeed necessary, for the success of the performance. In participatory performance, there are no artist-audience distinctions, only participants and potential participants, and there is the goal and expectation that everyone present will join in the music making and/or dance, although individuals may play distinct roles. In participatory performance, the sounds and motions are shaped and constrained such that they encourage participation at all skill levels. In contrast to the common idea that participatory performance must be uniformly simple, well-developed participatory traditions typically include different levels of specialization so that newcomers and highly invested/skilled musicians and dancers can be challenged at their own ability level and thus experience flow, which requires the proper skill-challenge balance (Csikszentmihalyi 1990).

Using old-time music and dance as our case study, we will see that a basic feature of any participatory performance is that what happens in a given event—e.g. what and how fast the musicians can play and the nature and difficulty of tunes or dances called, among many other more specific details—is tailored to the skill levels, attitudes, and goals of the people attending. In this sense, participatory performances are, by nature, shaped at the micro level of locality, that is, they are very much defined by the specific place, time, and people of that performance itself. But old-time music and dance, and notions of authenticity, are also linked to locality, at a variety of geographic scales, from the nation-state to specific regions and communities where old-time has been performed for generations. In addition, after 1960, “revivalist” old-time cohorts emerged that may be national, regional, or locally place-based in terms of face-to-face networks and interactions. Unsurprisingly, struggles and angst over issues of authenticity tend to be more pronounced among so-called revivalists and academics who come to these traditions as new enthusiasts. In this regard, I will suggest an approach to thinking about authenticity that may solve some of the problems that relative newcomers to the style may face.




Old-Time Music

As a relatively firm genre category, the term “old-time” emerged slowly in different times and places. Like any category, it has been clearest in relation to what it is not. In the 1920s, the term was sometimes consciously used to index rural music-dance styles, practices, and performers that stood in contrast to “modern” musics, such as jazz and Tin Pan Alley. For example, in the mid-1920s, as part of his xenophobic, racist-motivated nationalist reform movement, Henry Ford advocated for and sponsored fiddle contests and square dancing as an antidote to what he considered to be dangerous urban, African American, and Jewish influences in American culture. Ironically, as Richard Peterson writes,


Rather than see the auto and mass production as having any part in the [social] changes [he deplored, Ford] saw the problems as stemming from alcohol, tobacco use, and sexual license—all three fostered in the atmosphere created by jazz dancing. But who was responsible for all these ills? Ford saw the culprit in “foreigners,” African Americans, recent immigrants, and particularly what Ford often termed the “international Jew.”

(Peterson 1997: 60)



According to the Literary Digest of 1926 (p. 34), over the course of 18 months, Henry Ford brought to Dearborn, MI 39 fiddlers “whom we wish to study so that we can standardize our revival of the old-time [square] dances” (Ford quoted in Peterson 1997: 60). Ford’s movement was short-lived, however, as the fiddlers began to cash in on their contest successes by entering vaudeville and as they turned out not to be the alcohol-free clean-living folks Ford had imagined. For Ford and many others, however, rural fiddle tunes and square dances indexed American “folk” culture at the national level. During the early 20th century, scholars and promoters with a nationalist mind-set typically emphasized the music’s continuity with the British Isles (e.g. Sharp and Karpeles’ Appalachian song collection from 1916 to 1918 [1968]) and ignored African and African American influences, such as syncopated rhythms, the banjo, and specific musicians and repertoires that were central to southern musical styles.

In the 1920s, when vernacular musics throughout the United States began to be recorded commercially, “old-time” was one of a variety of marketing categories for recordings of rural fiddlers, banjoists, string bands, and guitar-accompanied songsters, often from the Upper South but including other regions and instrumentation as well. As exemplified by Harry Smith’s influential Anthology of American Folk Music (Folkways 1952), complied from these early commercial recordings, the featured musicians displayed eclectic and idiosyncratic approaches based in individual, community, and regional styles. Many of the people recorded were specialists who were only known and active in their own communities and regions, playing for social events and dances. Others, such as Texas contest fiddler Eck Robertson or Georgia’s Fiddlin’ John Carson and Ernest Stoneman, had larger professional aspirations, fueled by the advent of recording (see Tribe 1993).

In this music, which was to become known as old-time generally after 1960, the fiddle styles were dense (heavy application of the bow, often across two strings; the use of drones) and rhythmically driving, as fitting for dance music. In string bands—which included a core of fiddle(s), banjo, and guitar—the banjo would likewise often be played in the dense/rhythmic clawhammer or frailing style; would be rhythmically strummed, played in a combined picking or frailing/brushing style; or would be picked with two and sometimes three fingers in simple chordal accompaniment patterns. Usually, the guitar would supply chordal accompaniment and bass runs between chords, with the fiddle and frailed banjo playing the tune in unison or heterophony. When strummed or plucked (e.g. Charlie Poole, Uncle Dave Macon), the banjo would be used to supply homophonic accompaniment as well as melody. The norm was to “play the tune” repeatedly with some intensive variations but without overt soloing. Rags, blues, and popular songs of the day were part of vernacular musicians’ repertories; standard fiddle tunes used for dancing were in AABB form, each section being eight bars in 4/4 time, although in the early recordings, this basic form was often altered in a variety of ways. These stylistic features remain standard for what is considered old-time today.

The terms “hillbilly” and, ultimately, “country” became more common industry categories for this music. Like the term “old-time” itself, as used by companies such as Okeh and Columbia during the 1920s and 1930s, the music was marketed with nostalgic impulses from the start. Indeed, it was the sales of Fiddlin’ John Carson’s “Little Old Log Cabin in the Lane,” recorded in Atlanta in 1923, that initially convinced northern record producers that there was a lucrative country music market, much like Mamie Smith’s “Crazy Blues” in 1920. The recording of local/regional vernacular musics took place at the nation-state level during the 1920s and 1930s—Cajun music in Louisiana, Tex-Mex music in San Antonio, polkas in the northern Midwest, and African American bluesmen throughout the South—but the markets were largely conceived of in regional and racial terms, respectively. It was this broad swath of regional vernacular musics that was anthologized by Harry Smith and presented to cosmopolitan Americans as “American Folk Music” in spite of its commercially produced source material. The national and folk designations in the title were significant as this anthology became a primary source for urban and suburban middle-class actors in the mainstream Folk Revival (dating roughly from 1958 to 1965). Within this mix, fiddle music and string bands came to index the rural South, and more specific regions within it, most strongly.

In fact, it was not until the early 1960s, in the context of the Folk Revival, that the term “old-time music” gained use as the standard genre designation for the style of fiddle, banjo, and string band music that I have been discussing. The young urban and suburban enthusiasts probably preferred the old-time label to “hillbilly” out of respect for the music and musicians that they admired. But the term also resonated with what, for many new enthusiasts, was attractive about the style in the first place—it romantically suggested another time and place as an idealized alternative to “modern” urban and suburban America (see Allen 1981). At this point, however, a main function of the old-time label was to differentiate its style of music from bluegrass. As Alan Jabbour writes,


Since the 1960s, the Upland South has seen a vigorous revival of older fiddle styles, for which the term “old-time” has been widely adopted. “Old-time” in its broadest sense, meaning “in the old days” or “in an old-fashioned style,” is an old term widely used throughout the United States. In Southern music, the term found a new use after the post-World War II emergence of bluegrass as a new Upland South style. Appalachian fiddler’s conventions began using “old-time” as a technical category within banjo, fiddle, and band competitions. There were separate “old-time” and “bluegrass” categories. Old-time in this sense does not refer to the age of the performers—the term applies strictly to musical style.

(Jabbour 2014: 123, emphasis added)






Old-Time and Bluegrass Compared

Even many Americans cannot distinguish between bluegrass and old-time. These two genres share the fiddle, banjo, guitar core, and some of the same repertory. As a genre, bluegrass was initiated by the style of a single band after 1945, and it was originally conceived as a presentational and high fidelity style of string band music. As I have written elsewhere, the emergence of bluegrass out of old-time is a textbook case of what happens, stylistically, to a participatory music that is redesigned to be presentational and intended for high fidelity recording (Turino 2008). The textures and timbres become more transparent. The forms are closed and arranged. The repertory becomes more varied, with lots of contrasting material to hold audience interest. The tempos on breakdowns and show pieces become faster than is comfortable for dancing but exciting for presentations. Bill Monroe created the model for bluegrass with his band The Bluegrass Boys between 1945 and 1948 when Lester Flatt and Earl Scruggs played with him. Scruggs’s virtuosic three-finger banjo style became a hallmark of bluegrass music. It was radically clearer in timbre and texture as compared to the dense rhythmic frailing style that came to define old-time banjo-playing in the post-1960 period. The mandolin, Monroe’s instrument, became a lead instrument in bluegrass, along with Scruggs-style banjo, flat-picked guitar, and a cleaner long-bow fiddle style, sometimes using vibrato and narrower intonational specs, that contrast with the dense, shuffling, double-stopping old-time fiddlers whose playing is rich in overtones and combination tones. Influenced by gospel, bluegrass vocal harmonies become tightly arranged, and the format for both instrumental and vocal numbers alternates the different instruments for solo breaks with the rest of the band providing homophonic backing. The string bass was added to create rhythmic drive and, like the custom of virtuosic soloing, probably derives from jazz via Western Swing. The dobro (flat-necked resonator guitar played with a slide) also gets added as a standard bluegrass instrument. In contemporary stage performances, most bluegrass bands follow this model fairly religiously. Although Monroe’s intention was to play commercial country music and although he had a few radio hits, his style did not succeed as mainstream country, which at the time was heading in new electrified and pop music directions. The style did, however, inspire enough imitators in other bands to become a genre in its own right (Rosenberg 1993: chapters 3 and 4). In the context of the 1960s folk boom, bluegrass was redefined as a “folk” or traditional genre by new enthusiasts. In subsequent decades, it continued to be a presentational music, but it also became a participatory jam music that continues to follow the format designed for stage and recordings—fast tempos, clear textures, harmony singing, and trading solos remaining central. Although the name of the genre indexes central Kentucky, after the 1960s, stylistically consistent bluegrass cohorts could be found throughout the United States and abroad; it had shifted from a regional to a national and international geographic scale.




Post-1960 Old-Time: “Homegrown Musicians” and “Revivalists”

In the first decades following the New Lost City Ramblers’ initiation of an old-time music “revival,” circa 1960 (see Allen 2010), it was possible to distinguish two distinct types of social cohorts involved with this music. The first included people who had grown up playing string band music as a part of their family, community, and regional practices for generations in regions from Texas and the Ozarks to Georgia and the Upland South. I will use the term “homegrown” to refer to this group. Like the 1920s–1930s recordings discussed earlier, the members of the “homegrown” cohort were considered authentic models for learning the music by the members of the second type of cohort—new enthusiasts who were, and often still are, branded as “revivalists.” The people involved in the first generation of these enthusiasts were typically middle-class cosmopolitans who grew up in suburbs or cities throughout the country, but, as likely as not, in northern states. It is the members of this second type of cohort who are the main actors in old-time music and dance scenes in places throughout the country where there was not a persistence of local fiddle/string band performance. Because of the continuity of “homegrown” old-time communities into the present in certain regions, the term “revival” is a misnomer; what really occurred was a transference of a set of musical practices, styles, and images from the source cohort (some captured on commercial recordings in the 1920s–1930s) to these new enthusiasts.

For a variety of reasons, by the 2000s, it is not always so easy to distinguish “revivalists” from “homegrown” musicians, although the distinction still remains important to some people in relation to authenticity. As the first director of the NEA (National Endowment for the Arts) Folk Arts Program in the 1970s, Jabbour prioritized funding “traditional” versus “revivalist” musicians (his terms). By 2014, he had rethought his position on these categories and proposed an “‘origin fallacy’ as a cautionary reminder that a person’s ethnicity, religion, place of origin, or other group membership is an untrustworthy measure of the authenticity of that person’s artistic expression” (2014: 118). He describes his fiddling mentor, Henry Reed of Glen Lyn, Virginia, learning from elderly neighbors in his youth as a case of “grandparent education”—the process by which cultural transmission skips a generation. Jabbour writes,


Arguably, [Reed’s] learning from Quince Dillion and my learning from him are both examples of “grandparent education.” Should we use the word “revival” to describe this ancient cultural pattern of grandparent education surviving a generational trough? Or is Henry Reed’s learning from his neighbor Quince Dillion “traditional,” but my learning from him, having not grown up in his neighborhood, a form of “cultural revival?”… I would argue that both cases are “traditional.”

(2014: 119)



In the orthodoxy that he is arguing against here (one that he was partially responsible for establishing), locality—being of the neighborhood—is the prime criteria for authenticity. Even without the claim to authenticity being underwritten by the process of grandfather education, what about the many old-time musicians who took up banjo or fiddle in their teens and early twenties within “revivalist” circles but have made this music a central part of their lives for 40 or 50 years? What about their children, who grew up learning old-time in the home and at events their parents dragged them to?

In regions like Illinois where there was not much continuity of “homegrown” fiddle/string band music, it is easy to guess that most old-time participants are relative newcomers. By contrast, in Kentucky, West Virginia, North Carolina, southern Missouri, and other locales where local fiddle music and dancing persisted as a part of family and community life, it is not so easy to distinguish “homegrown” and “revivalist” musicians. Early on in the old-time revival, enthusiasts such as John Cohen of the New Lost City Ramblers chose to celebrate certain people as source musicians who fit folkloric images of “The Folk”: people of the rural working class and farmers who lived in “isolated” places and were viewed as non-cosmopolitan. At a recent festival in Morehead, Kentucky, I met a middle-aged fiddle contestant whose family has been playing local string band music for generations. He was a professional psychologist who stayed to work in his home region and, in terms of educational level and cosmopolitan social style, would be difficult to distinguish from people regarded as “revivalists.” In general, at this festival, it was not easy to distinguish, based on musical or personal style, which people had grown up with this music in their home region and which had not without knowing their actual backgrounds. The same is true for many people who attend the regular old-time jams in Lexington.




The “Revivalist” Cohort

In regard to the “revivalist” cohort, there is a small group of successful full-time professionals who do presentational performance but are still widely accepted within the “old-time” category by adherents—The Fog Horn String Band, Dirk Powell, and Bruce Molsky come to mind. The main contexts for performance of the genre, however, are informal jams and contra or square dances, with the same musicians often taking part in both. Festival contests at events such as Morehead and Cliff Top in West Virginia are a fourth although less important venue. Major old-time music festivals, Clifftop being a prime example, attract musicians from around the country and even from abroad. They are the nexus for pan-regional musical and social relationships, especially for people who regularly attend them. Contests are a standard feature of these events, but the main action involves informal jams and circles of friends coming together to play. In essence, for both the “homegrown” and “revivalist” musicians, old-time is a participatory player’s and dancer’s music—summed up, as only a bumper sticker can, “Old-time music, better than it sounds!”

Every place I have ever lived since taking up the banjo in 1972—upstate New York; Vermont; Austin, Texas; Urbana, Illinois; and now, for the past two years, Lexington, Kentucky—all had regularly scheduled old-time jams, and many more places that I have visited also hold them. Participants sit in a circle or, if there are a lot of players, in concentric circles, with the stronger players in the inner circle and beginners choosing to sit on the periphery. Unlike bluegrass, participants do not take solos but simply “play the tune,” often for a long time. The melodic instruments—fiddle, frailed banjo, and perhaps mandolin—play the tune in unison or heterophony, while the guitar provides a standard harmonic accompaniment. Since the mid-1970s, bass has become common in old-time, perhaps influenced by bluegrass but more directly by the model of the well-known Ithaca, New York old-time group, the Highwoods String Band.

In some places, instrumentalists select tunes and songs by going around the circle taking turns, regardless of the instrument played. Typically, however, as the lead instrumentalists, the fiddlers choose the tunes, sometimes asking if other folks know them, often not. Circles that play together regularly will have a common repertory, and newcomers must pick up the tune in flight. This is a skill that old-time musicians must develop if they want to participate in jams in different locales. Events designated as jams are participatory by nature, and ostensibly, anyone at any skill level is welcome. But jams in different locales vary in terms of openness, depending largely on the personalities involved. In many places, pains are taken to choose tunes and tempos that everyone in the circle is comfortable with. In other places, the “regulars” largely ignore newcomers or the less skilled and may even choose difficult or esoteric tunes to effectively exclude those not in the know. In some “revivalist” jams I have participated in, certain players even compete to demonstrate their greater knowledge and mastery of The Tradition, their competition ranging from who knows the most obscure tunes to debates about the proper key or tuning a piece should be played in to what source for a tune is most authentic. To be fair, open jams must be distinguished from some old-time circles that form at pan-regional festivals, like Battleground in Indiana or Clifftop in West Virginia. At these festivals, groups of geographically dispersed friends who have played together for years form circles to enjoy each other; these are not really meant to be open jams. This is not initially apparent, however, and players who walk around the grounds hoping to participate in a jam may attempt to join these closed circles but will be made to feel, rather rapidly and poignantly, that their participation is not welcome. As in any social situation, newcomers must feel out the dynamics of an old-time circle, but in my experience, the majority tend towards openness and enthusiasm about socializing and sharing tunes with new acquaintances.

Back in the 1970s and early 1980s, there was a core repertory in revivalist circles from Vermont to Texas, a repertory that came from the recordings of Jabbour’s Hollow Rock String Band and the Fuzzy Mountain String Band, which came out of Chapel Hill, North Carolina. The members of these two groups sought out source musicians in the southern mountains to learn tunes and were thus deemed particularly authentic for newcomers to the style. Jabbour comments that the tune “Over the Waterfall,” which he learned from Reed, was already in broad circulation among the “revival” cohort before their 1968 recording came out (2014: 127), but I and other people I knew learned it from their record. So, once again (e.g. as with Harry Smith’s anthology), nationally diffused commercial recordings served as the basis for creating a canon of old-time tunes that facilitated participation across regions.

As time went on, by the 1990s–2000s, particular locales began to develop their own specific repertoires. Some revivalist circles began to eschew canonic tunes in favor of the esoteric as a sign of knowledge and mastery. For example, Jabbour comments that “Over the Waterfall’s” “very popularity among novices led some advanced players to begin snubbing it as unfashionable” (2014: 127). This same process occurred with a variety of canonic fiddle tunes, such as “Soldier’s Joy,” “Arkansas Traveler,” and “Angelina Baker,” among many others. But the development of local “revivalist” old-time repertoires emerged naturally as a consequence of groups of people playing together regularly and sharing tunes over an extended period of time. Local “revivalist” cohorts also began to cultivate repertories from their own regions. In Illinois, for example, some old-time circles, influenced by the fiddler/collector Gary Harrison, began to add or favor Illinois tunes instead of southern tunes as a display of regional identity. This development of localization among “revivalists” seems grounded in the evolution of the “new-old-time movement.” When I played in jams in upstate New York, Vermont, and Austin in the 1970s and 1980s, respectively, the canon generated by Chapel Hill groups was a mainstay. By the 1990s and 2000s, jams in which I participated in Chicago; Bloomington, Indiana; Urbana, Illinois; and elsewhere had become locally differentiated. In Kentucky, where jams may include relative newcomers and people who have played old-time as part of their family traditions, there is a tendency to focus on Kentucky tunes, i.e. those that have been played locally for many years, even if, as with “Sally Goodin” or “Rocky Mountain Goat,” they have wider distribution.

For authenticity, many revivalists emphasized playing tunes “correctly” in imitation of particular source musicians and regional styles. Regional styles tended to be associated with local musicians of that area who had been “discovered” or were popular from recordings, e.g. The Skillet Lickers of northern Georgia; the Round Peak style of Tommy Jerrell of Mount Airy, North Carolina; The Grayson County/Galax, Virginia style of Wade Ward; the eastern Kentucky style of J.P. Fraley; and the middle Tennessee styles of Uncle Dave Macon and Arthur Smith. For many musicians, playing the tune correctly meant that they would not add their own variations or approach to a tune or a fiddle or banjo style. The goal among such players was to preserve and reproduce the original tune and style, yet over time, “revivalists” took a variety of approaches. In the Introduction to The New Lost City Ramblers Song Book, Cohen writes,


The constant desire to preserve style has been the basis for the work of the New Lost City Ramblers over the past six years. From the outset, we have felt that song and style cannot be divorced—if the aim is to present rather than interpret.

(In Allen 1981: 69, emphasis added)



In contrast, Ray Allen suggests that “[r]evivalists view themselves as creative artists, not simply passive transmitters of antiquarian melodies. They have chosen to interpret rather than compose” (1981: 73, emphasis added). Then again, there are fiddlers like Jim Childress and Rayna Gellert who have chosen to compose; Childress says that his goal is to “express musical ideas that are respectful of the form and style of old-time music,” with something fresh and personal added (CD notes Free Union: Original Tunes by Jim Childress). Indeed, I would be hard-pressed to stylistically distinguish his or Gellert’s excellent compositions from earlier tunes, and these individuals are highly respected in old-time circles. Then, there are others who began with old-time but push its stylistic boundaries further based on their own personal experiences and taste. The Highwoods String Band began this trend in the 1970s, followed by other Ithaca musicians, such as Richie Stearns and the group the Horseflies, who added trance grooves, reggae rhythms, and a good deal of improvisation to old-time. Other bands were already doing this or followed suit.

I include my fiddler son Matt and myself in this latter camp. With Sam Payne on guitar and Michael Valliant on bass, our string band Euphor plays almost exclusively for contra dances in the Midwest and Upper South. Matt grew up playing old-time and Cajun tunes with me, and for a long time, I played a standard old-time frailing banjo style and tunes learned within “revivalist” circles. But over the past 12 years or so, both Matt and I began composing our own tunes and increasingly adding spaces for improvisation within them. To function as a dance band, we stick to the standard AABB form, but while we keep one section fairly stable as a touchstone for dancers, the other section might largely be a harmonic platform for improvisation. Our improvisation differs from that of bluegrass, however, in that it isn’t reserved for solos, but rather, we do it simultaneously and continuously throughout the cycles of a tune. Our rhythm has been highly influenced by Cajun music (which we also play in another band), and our tunes tend to have unusual chord progressions and phrasing. Rather than simply playing a tune in unison, we often add counter melodies. By now, my banjo/compositional style has been affected by all the other musics I have studied over the past 40 years as an ethnomusicologist, including South Indian vina, which influenced my approach to improvisation; Zimbabwean mbira, which influenced my use of ostinatos, syncopation, counter melodies, and the practice of interlocking; and Peruvian music, which influenced my mixing of major and minor modes. As a result of the family style we have created, we are often not considered old-time by players who take a more traditionalist approach.

It is true that we don’t sound like other old-time bands, but I resist our being defined outside of the old-time genre because I think the boundaries should be more flexible and idiosyncrasy more acceptable, as it was when southern vernacular musicians began to be recorded in the 1920s. My argument has been that if the sounds we create come out of our own personal and family experiences, then they are authentic for us, whereas if we imitated the Round Peak or some other southern style, we would not be playing authentically because we are not of that time and place (2008: 161–162). In his book The Never-Ending Revival (2008), Michael Scully makes the same point. When playing in jams, I tend to play more conservatively and rarely introduce my own tunes; they are harder for people to pick up on the fly (“jam busters”) because they do not fit the common formulas of old-time. I am able to “code-switch” easily because I grew up as a banjoist playing in “revivalist” old-time circles.




“Homegrown” Old-Time

My brief experiences playing with people in eastern Kentucky who would be considered “traditional” musicians have provided me with new thoughts on the value of traditionalist preservation. For example, last year, I attended an annual event hosted at a goat farm. A semi-potluck meal was served, followed by music making. A number of fiddlers and one banjoist were older men whose families had been playing this music for generations and who had played together most of their lives. A few younger folks, some of them children of older players, also participated, and a few of us new to the event were made welcome. Despite the length of time that certain people had been playing, skill levels varied widely, from a pair of newcomers who appeared to be a professional duo to an older local lady who largely danced around with her banjo strapped on but didn’t really play. People took turns suggesting tunes, and everyone, regardless of instrument or familiarity with the group, was included. Unlike some “revivalist” jams in which playing esoteric tunes is used to demonstrate knowledge and assert authority, here, certain care was taken to ensure that enough people knew the tune before launching into it; because the core group knew what they knew together, this might have been for the benefit of newcomers. The etiquette here was simply to “play the tune,” and the playing was conservative, with only minor variations introduced by certain fiddlers, meshed within the overall sound. Everyone was having fun, the spirit was lighthearted, and there was no assertion of authority or hierarchy that I have experienced in some “revivalist” jams. If I may put it this way, the whole approach just seemed less self-conscious as might be expected; after all, it was a party, albeit a musical one.

From the talk between tunes and conversations at other times during the afternoon and on other occasions with Kentucky players, I got a different sense about playing little-varied, standard versions of tunes. Most practically, this approach simply helps everyone join in comfortably. But there seems to be more to it than this. People from the region are proud of this music. The tunes index certain musicians, home, their families, communities, and counties in a way that reminded me of experiences in Zimbabwe. When playing for spirit possession ceremonies, Shona mbira (a large lamellophone) players are required to play pieces in the way enjoyed by the ancestor who is being called into their medium and the ceremony. Too much innovation and the spirit wouldn’t recognize the piece and wouldn’t come. Likewise, the Kentucky tunes evoked a bond with place and the ancestors in ways that newcomers to the music can only imagine and sometimes envy. Too much innovation, and the bond would be broken. The preservationist approach among some northern urbanites who stress strict adherence to the source as the basis of authenticity only made limited sense to me because we/they were not of that time and place. Adhering to the old versions of tunes made perfect sense in the rural Kentucky context, however, because playing the tune in this way did not involve some idealized notion of tradition but rather was based in the same type of personal authenticity I discussed earlier—it emerged out of their personal, family, and community experiences. It also involved downplaying individualistic impulses for a collective sensibility that spans generations and still indexes community today. In this setting, I had the thought that my emphasis on stylistic and compositional originality was a kind of egotism, although my impetus was largely to keep myself interested, to create the only way I could—out of my own experiences—and to play the way I enjoyed. After all, the eastern Kentucky musicians’ meanings for this music can never be my meanings, so I and other relative newcomers to the style must find our own way.

In Kentucky, as is probably the case everywhere, music is meaningful to individuals in so many different ways that it really defies categories. I have a friend, David Wagoner, who grew up in Lexington but, after various travels in his youth, decided to make his living as a farmer in the area of rural Kentucky where his family is from. I asked him to read this paper and he commented that he hoped to see


a continuation of, if not a full-on renaissance of, rural agricultural traditions and community.
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