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About The Garland Encyclopedia
of World Music



Scholars have created many kinds of encyclopedias devoted to preserving and transmitting knowledge about the world. The study of music has itself been the subject of numerous encyclopedias in many languages. Yet until now the term music encyclopedia has been synonymous with surveys of the history, theory, and performance practice of European-based traditions.

In July 1988, the editors of The Garland Encyclopedia of World Music gathered for a meeting to determine the nature and scope of a massive new undertaking. For this, the first encyclopedia devoted to the music of all the world’s peoples, the editors decided against the traditional alphabetic approach to compartmentalizing knowledge from A to Z. Instead, they chose a geographic approach, with each volume devoted to a single region and coverage assigned to the world’s experts on specific music cultures.

For several decades, ethnomusicologists (following the practice of previous generations of comparative musicologists) have been documenting the music of the world through fieldwork, recording, and analysis. Now, for the first time, they have created an encyclopedia that summarizes in one place the major findings that have resulted from the explosion in such documentation since the 1960s. The volumes in the series comprise contributions from all those specialists who have from the start defined the field of ethnomusicology: anthropologists, linguists, dance ethnologists, cultural historians, and performers. This multidisciplinary approach continues to enrich the field, and future generations of students and scholars will find The Garland Encyclopedia of World Music to be an invaluable resource that contributes to knowledge in all its varieties.

Each volume (with the exception of the tenth and final volume) has a similar design and organization: large sections that cover the major topics of a region from broad general issues to specific music practices. Each section consists of articles written by leading researchers, and extensive glossaries and indexes give the reader easy access to terms, names, and places of interest.


Part 1: Introduction to the region, its culture, and its music, as well as a survey of previous music scholarship and research.

Part 2: Major issues and processes that link the musics of the region.

Part 3: Detailed accounts of individual music cultures. In Volume 7, East Asia, more than one part serves this function (Part 3, China; Part 4, Japan; Part 5, Korea; and Part 6, Inner Asia).



The editors of each volume have determined how this format is to be constructed and applied, depending on the nature of their regions of interest. The concepts covered in Part 2 will therefore differ from volume to volume; likewise, the articles in Part 3 might be about the music of nations, ethnic groups, islands, or subregions. The picture of music presented in each volume is thus comprehensive yet remains focused on critical ideas and issues.

Complementing the texts of the encyclopedia’s articles are numerous illustrations: photographs, drawings, maps, charts, song texts, and musical examples. At the end of each volume is a useful set of study and research tools, including a glossary of terms, lists of audio and visual resources, and an extensive bibliography. An audio compact disk will be found inside the back cover of each volume (except Volume 10), with sound examples that are linked (with a [image: track.gif] in the margin) to discussions in the text.

The Garland Encyclopedia of World Music represents the work of hundreds of specialists guided by a team of distinguished editors. With a sense of pride, the publisher offers this new series to readers everywhere.




Preface: Closing the Circle



After fifteen years of planning, writing, and editing, the Garland Encyclopedia of World Music has come full circle with the completion of the ten volumes that make up its first edition. As I observed in the preface to Volume 1, Africa (1998:xi), “a circle of learning implies connections and relations from one area of knowledge to another, but not an exhaustive knowledge.” Beginning with that initial volume, hundreds of scholars have come together to provide the first reference work of this scope for the discipline of ethnomusicology, and a true circle of knowledge has resulted from their extensive and sustained effort to provide connections and relationships for music performance around the world. It is an elastic circle that will be continually refined as research is incorporated and modifies our current views. Subsequent editions will build on the foundation of this first edition.

The ideas and analyses presented in these volumes result from original field research conducted by many of the authors and represent the latest knowledge in a wide range of topics, much of which is being presented for the first time.

The work of the authors has been orchestrated by the dedicated editors who took on the management of the individual volumes. In some cases they have been joined by associate editors and consulting editors. As well, numerous graduate students have assisted with virtually every phase of the project. Such assistance has been particularly critical for Volume 10, The World’s Music, for which a team of students spent the summer of 2001 preparing the general glossary and the various guides to publications, recordings, and films and videos. The volume editors and their support staff have been assisted and supported in turn by the publisher’s production editors. All this has, of course, taken time: the individual volumes have each involved involved an effort lasting from perhaps five to eight years.

Ethnomusicology is young, as disciplines are measured. It was born in the optimism following World War II and grew from its predecessor discipline, comparative musicology (vergleichende Musikwissenschaft). The first reference work was a single volume published in 1950 by the Dutch scholar Jaap Kunst—Musicologica: A Study of the Nature of Ethno-Musicology, Its Problems, Method, and Representative Personalities. The hyphenated term ethno-musicology in Kunst’s title was significant: its adoption marked a pivotal moment.

Some fifty years later, ethnomusicology is a single, unhyphenated word, and the discipline of ethnomusicology is widely known. It is an area in which students can major, and the term is used to designate departments and programs all over the world. With The Garland Encyclopedia of World Music, we now have ten volumes devoted to this discipline.

Ethnomusicologists are by no means a unified group with a closely shared, tightly defined set of research practices. They do, however, share a strong commitment to exploring their topics through ethnography or fieldwork. That is, they obtain data through face-to-face research with the people and the musical practices that they seek to understand. They travel to the parts of the world that are their focus and spend extended periods of residence conducting painstaking research into musical life in those regions. They may also conduct the same kind of research within their local communities and thus include, say, the United States and Europe as areas of research interest, not simply confining their work to a study of the exotic “other.”

When this encyclopedia project started in the late 1980s, a major topic of discussion at an organizational meeting in Los Angeles, funded by the National Endowment for the Humanities, focused on how the material should be divided. Some scholars felt that we should organize the knowledge country by country in order to provide coverage of specific geographic areas, particularly those for which no material then existed in print—in the Pacific, for instance, there were islands whose musical performance practices had never been described. While such an organization provided handy labels and fairly easily identifiable units, it also presented some problems. In many cases, political units and boundaries did not necessarily coincide with areas of indigenous musical styles. The Dan of Côte d’Ivoire (Ivory Coast), for example, were a people who shared musical practices and even a spoken language with the Gio people of Liberia, but those similarities might be lost in a country-by-country division of topics.

Other scholars argued for a thematic approach that would treat issues and processes, such as migration, protest, notation, technology, and rural-urban interchange. These topics would involve crossing recognized political boundaries to treat the issues and would therefore reveal new sorts of knowledge that would not necessarily be treated in regional case studies.

The discussion centered on more than just the technicalities of organizing an encyclopedia. It revealed much about how ethnomusicologists viewed the topics they study, and how their views were changing. An ethnography of that meeting in Los Angeles would have provided a good sense of the dominant ethnomusicological approaches to studying music throughout the world. For many years, work in the field had emphasized studies centered on geographically bounded units. But a shift to topics that transcended political and geographic boundaries was beginning in the late 1980s, and this new tendency has increased since then. This shift in topics acknowledged the movement of people and ideas across space—a movement that has occurred for centuries, even millennia, but is now accelerated by automobiles and the Internet.

Ultimately, the editors who had gathered at the meeting decided to accommodate both approaches to studying music around the world. Therefore, each of the regional volumes was organized so as to include articles that address issues and processes as well as regional case studies.

If you read the various tables of contents, you will notice that in some volumes the section on issues and processes is much more expanded than it is in other volumes, where the case studies are more prominent. The plan has been elastic, then, and it illustrates two important approaches to research in ethnomusicology. Today, these two approaches coexist. In the future, the focus on issues and processes will, I predict, become more dominant; indeed, that has been the tendency in some of the volumes since the project began.

The integration of The Garland Encyclopedia of World Music was greatly aided by several subsequent meetings held in Washington, D.C., and during the annual meetings of the Society for Ethnomusicology each fall over the course of the project. On these occasions, the editors were able to share their plans and discuss how they were handling various issues. The project thus moved from a group of isolated volumes to a connected, coordinated multivolume work. Furthermore, the bonds that formed in the course of these discussions have served to create a better final product and a deeper understanding among the editors about research in the various areas of the world. The volumes also provide important surveys of each major region, giving us a bird’s-eye view of musical practices. In many cases, the surveys of music scholarship provide an extended intellectual history of music research in a region, often making this history available for the first time in the discipline of ethnomusicology.

Another important issue at the first planning meeting in Los Angeles was where to allocate certain topics. For instance, which volume should have an article on “music in Islam”? Should this appear in the volume on the Middle East, the volume on Africa, or both volumes? In this regard, the ethnomusicologists at the meeting decided that some topics should be treated in more than one volume. Such topics warranted this treatment because they were not confined to a single geographic region, although the volumes were labeled that way.

During the time when the encyclopedia was taking shape, national and international developments showed that even political boundaries were somewhat fluid. In several cases, changes in governments and in the names of countries necessitated adjustments as the project unfolded. Just as the volume on Africa went to press, for instance, Zaïre had a change in government and became the Democratic Republic of the Congo. It was too late to change every mention of Zaïre, and so we inserted an explanatory line below the map of Central Africa (Volume 1:648).

A project like this one is a testament to scholars’ perseverance, and to their willingness to tackle projects that reach beyond their own work. It also points to a new level of maturity for ethnomusicology, which can now present a more comprehensive view of music in the world than has ever been available in the past.

HOW THIS VOLUME IS ORGANIZED

Volume 10, the final volume of The Garland Encyclopedia of World Music, is a comprehensive compilation of the reference sections of Volumes 1 through 9. It also offers a glimpse of the fabric and work of conducting the research presented in those volumes. Part 1 presents a select group of ethnomusicologists who describe in their own words how they entered the profession and how they have carried out their research, teaching, and publication. Part 2 provides an integrated glossary for all ten volumes, and then a comprehensive guide to publications, recordings, and films and videos for all the geographic areas. The glossary gives readers a way to find where terms related to concepts, instruments, and so on occur in different volumes.

Ethnomusicologists at work

Each profile by an ethnomusicologist is a unique perspective; together, the profiles give considerable detail about how researchers build their careers and what choices they make along the way. These essays will serve to acquaint readers both within and outside ethnomusicology with the concrete ways ethnomusicologists conduct research and fit that work into their larger careers. Many things which those in the discipline simply take for granted as part of their lives are described in these accounts, as scholars turn from their subject itself to a critical examination of their professional practices of work.

The thirteen ethnomusicologists have done research in many places. Scholars such as Brenda Romero and Ellen Koskoff have conducted their research within North America. Others have worked in more than one major area—examples are Kenichi Tsukada’s work in Africa and Japan, Dale Olsen’s work in Latin America and Japan, and Bonnie Wade’s work in Japan and India. Gerhard Kubik and Jacqueline DjeDje have both worked on African and African-American music at some point in their careers. Bell Yung has had multiple academic locations, splitting his time between the United States and East Asia; this has affected his career in ways that he analyzes in his essay.

These ethnomusicologists, at various points in their careers, have been trained in various approaches to the field, and they represent a range of ethnic backgrounds. They include people living in the United States and in several other countries around the world. While most work in academia, some—such as Daniel Sheehy—work almost entirely in the public sector.

Their profiles reveal that the one practice uniting the entire group is fieldwork. All these ethnomusicologists have conducted extensive fieldwork as part of completing a doctorate, and most have continued fieldwork throughout their careers. Sometimes this fieldwork has been observational; at other times it has extended to participation, particularly playing instruments and performing local music.

Part 1, therefore, provides a behind-the-scenes look at how the work in ethnomusicology is accomplished. These practitioners look at their own lives in an effort to convey a better understanding of their field. Their essays make the craft of ethnomusicology more transparent and clarifiy the structure underlying the articles in the other volumes.

Comprehensive glossary

The task of providing a single comprehensive glossary for the ten volumes has been complex, given the various special symbols and variations in terminology from place to place. With this glossary, readers have a source for many concepts and terms that they will encounter in the other volumes and in other sources; they can also see how certain terms are used in, and are relevant to, multiple places in the world. Volume numbers are provided for the terms so that readers who want to pursue an idea in more depth can turn to the appropriate volume.

Guide to publications, recordings, films, and videos

The extensive guides to reference sources for each of the regions show how research and documentation have proliferated in recent years. Many of the sources listed have been created in the past two decades. While the sources provided are only a part of what is available, they provide a good starting point for scholars and students interested in particular topics.
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Part 1
Ethnomusicologists at Work





In Part 1, ethnomusicologists provide insight into their work and their careers. These essays offer access to their research practices. Fieldwork is the link that unites them as they pursue knowledge about music making around the world.







South Asia and East Asia


Bonnie C. Wade




When I am asked, as one frequently is, just how I became an ethnomusicologist, my answer can be quick and sure: an epiphany and people. The epiphany: As I stood at the edge of an Andean cliff at Machu Picchu (Peru) in 1962, a haunting flute melody floated up from the chasm below. Because its melodic mode had little to do with any I had experienced in my youthful life, devoted to intensive study of Western classical music, this melody struck me like a thunderbolt. It was different. Why had no one mentioned to me that there was other music out there? Even worse, why had I never noticed other music?

From the moment I recognized my selective hearing, my life was changed. When I returned to Boston University to complete the bachelor of music program with a major in history (Western classical music, of course), my epiphany could have faded into memory or been authoritatively squashed had not the right teacher been there at the right time. (Take note: Teaching is important!) Professor Emerita Pauline Alderman (University of Southern California) had come to Boston as a replacement for the musicologist Karl Geiringer. As someone who had watched the birth of the Institute for Ethnomusicology at neighboring University of California, Los Angeles (UCLA), she was sympathetic to diverse musics. “Prove to me that you can find sources and document writing properly,” she said, “and you may write your honors thesis on whatever music you wish to study.” Thus was an ethnomusicologist “born.”

A bachelor of music degree (in Western classical music) has limited utility for preparing one to become an ethnomusicologist. By the time I graduated, I yearned for what I knew I needed: a liberal arts education. Fortunately, I had two good college friends who were determined to see the world, and off we went. To make a long saga very short, we spent two and a half years traveling, dragging along few clothes but many books and maps about the places we went; catching freighters, trains, buses, and a few planes; stopping to work when we ran short of money. That was my liberal arts education; that was the response to the epiphany.

First long stop: Japan (December 1963 to November 1964). Another supportive person came along: Professor William Malm (University of Michigan). I had written my senior honors thesis on Japanese music, basing it on whatever I could learn from the few sources I could find in English—Malm’s pioneering book on Japanese music was one of them—and on conversations with Japanese whom I found living in Boston. Malm’s response to a letter of inquiry I had written to him from Boston was welcoming: “I’ll be in Japan when you get there; look me up.” Malm introduced me to Professor Shigeo Kishibe, an eminent musicologist, who introduced me to his wife, Yori, an eminent koto performer in the Yamada ryû, who became my koto and syamisen teacher. I taught the English language to earn my way, and of course I studied the Japanese language; more important, I studied koto intensively and went to every concert of traditional music I could find. This is from my diary:


One tremendously important day came—my koto and syamisen recital (figures 1 and 2). Calmly taking everything in my stride, I spent the morning in the bathroom and the evening wishing I were in the bathroom. At the recital, at about 2:30, Nihon-teki, my invited friends, … Dr. Nakajima and family, Matsuzawa Hito, Mini, Hiro, Midori, and Midori’s mother … were there. I played OK, though shaking, and Midori charmingly presented me with a huge bouquet of purple flowers. Already at home were red carnations from a friend, and on my shoulder to match my dress was a gardenia carefully snitched from a neighborhood garden. I shall press three flowers and have the tape recording to remember the day by. For me it was special, celebrating the accomplishment of my goal here in Japan.




[image: fig1_1]
FIGURE 1The author performing on syamisen. Recital, Tôkyô, Japan, 5 July 1964. Photos are from the author.


[image: fig1_2]
FIGURE 2The author and her teacher: Kishibesensei to the rescue. Recital, 5 July 1964.


[image: fig1_3]
FIGURE 3Calling card for research, a necessity in the field.

The next longish stop in a circuitous journey from Australia to Southeast Asia and beyond came in India (six weeks meandering about on third-class trains) and Pakistan (three months, teaching fifth grade in the American school in Karachi, studying sitar). Though we also explored Africa and the Middle East before we returned to the United States in early 1966, my decision was easy: an M.A. focused on Japan, a Ph.D. focused on north India.

Four years later, as I studied Hindustani singing at Delhi University as a Fulbright Junior Scholar (1968–1969; figure 3), I noted in my journal the value of my earlier performance study in Asia:


Singing class will be a challenge musically, I’m happy to say. It began casually—thirty minutes late because Mrs. M. was having tea with someone. There are eight students, counting me. We are accompanied by a tabla player and a sāraṅgī player and led by Mrs. M. We’re learning a song in Rag Sarang. The singing began with an exercise, sthāī to aṅtarā in traditional fashion, Mrs. M. singing and we repeating, doubling the speed as we progressed. Then I worked on a song in Hindi which the class had learned (by rote) last Monday. Their memories must be well trained! I cannot learn from rote so easily—and if it were not for my previous music study in Asia, I would be at a sheer loss now!



Needless to say, I asked permission to tape-record the lessons, although it meant trekking up a steep hill from my apartment to the university, carrying about thirty-five pounds of Nagra and batteries.

Once I had undertaken graduate study (exhilarating years at UCLA’s Institute for Ethnomusicology in the department of music, under the guidance of Klaus Wachsmann, Charles Seeger, and Mantle Hood), which also included work in anthropology and folklore and the study of Hindi-Urdu and some Sanskrit, and returned to the field for dissertation research, I gained a new perspective on my earlier education through travel.


Lesson 1



•Experiencing “the field,” even beginning to study in the field independently, is invaluable for professional development. However, it is not to be confused with field research with a focus informed by thoughtful guidance and systematic planning.



I was determined to carry out a dissertation project, the like of which no one else in Indian studies (from the music side of ethnomusicology) seemed to be doing—folk music. I wanted to work with women, and with a woman’s genre of music; weddings were the only female sphere of life I could find written up with sufficient mention of music to guide me at all. Villages were the practical location for studying women’s wedding songs. Where should I situate myself to have access to village life? In order to collect enough songs by attending enough ceremonies, I would have to work in several villages. Having traveled widely in India previously, I knew that I did not want to live in a village.


Field research requires flexibility in ways and to degrees one can hardly imagine in the planning stages.






Lesson 2



•Even an exuberant, adaptable ethnomusicologist who can adjust to whatever comes along needs to be realistic about the living conditions necessary for personal and professional well-being while doing research.



I had learned that I am an urban person, and the possibility of warm showers in the cold north Indian winter was something I considered necessary for good health. In addition, urban life means both individual privacy (there is none in a village) and the potential for relatively easy mobility (travel to many villages). Mobility from one village, particularly for a woman, was difficult. Besides, if the batteries I had brought to India were to last for the precious recordings, they had to be stored in a refrigerator. (In the 1960s batteries purchased in India had very short life.) That required electricity, which was not to be assumed in village India at the time. Fortunately, the Fulbright organization in Delhi kept apartments for grantees, and I enjoyed relatively ideal living conditions.




Lesson 3

In the process of carrying out my folk music project, I learned lesson 3:



•Field research requires flexibility in ways and to degrees one can hardly imagine in the planning stages.



How do I tell this in a short space? The pacing of one’s work is all-important. Weddings happen seasonally—all at once everywhere. I had read about that, but the implications did not become real until I was there. I wrote in a report to Professor Mantle Hood at UCLA in October 1968:


The wedding season will run mostly in November, some in December, then again in March. I shall have time to pursue other things, in both folk and classical music.… There are also future projects to plan for while I am here.



In Ramlila season (September) I snatched the opportunity to pursue an early love of music in the theater by recording performances of various sorts—a professional traveling folk troupe in Uttar Pradesh state and a local amateur troupe in Haryana state, for instance, not to mention the most fantastic of all Ramlila festivities, the royal pageant at Ramnagar, across the river from Benares (Varanasi). The last experience made me one of those visitors to India with a maharajah story, for I worked with Balwant Gargi, a historian of theater, who was doing a book on the Ramnagar Ramlila, as a guest of the maharajah himself. I quote here from my field notes about that great adventure:


At the Indian Airlines office in Benares, I looked up “Maharajah” in the phone book, knowing no other way to find Balwant Gargi, who did not expect me at that late date. Sure enough, there was a listing under “Maharajah,” and I spoke briefly to the house manager of the palace in Benares where guests stay.…

Balwant wanted to go to the fort at Ramnagar where the maharajah lives to make arrangements to use the archive and work with the pandits who read and interpret the Tulsidas Ramayana for him.… At 1:00 we were admitted to the fort and told to wait in the drawing room of the fort guest house, the first building on the right as one enters the enclosure. Once inside the portals I was shocked. The fort is in decay, in need of paint everywhere, with grass growing irregularly, looking generally deserted. My heart really ached for this young maharajah whom I had never met. How he could afford to maintain it at all I cannot understand. Balwant explained that the maharajah preferred to spend his money on other things, like sponsoring editions of Purana translations (to English), donating land to colleges, continuing the Ramlila tradition—and his elephants, which are significantly symbolic of his former status. He has seven of them.

Tea was set up for us on the balcony of the guest house, overlooking the entrance courtyard. As we sat sipping, peasants began to file into the courtyard, then through it into a second courtyard opposite, through a gate guarded by one of the gorgeously austere guards bearing arms. The number of peasants grew and grew until there was a veritable stream, interspersed with sadhus and beggars in all states of dress and undress, including one man covered with ash and wearing only a loincloth of chain that merely encircled his hips. Just as it began to dawn on me that the maharajah was due to make an appearance before all those people, there was a distant blare of trumpets and everyone rose. I hopped up, acting like a schoolgirl on a holiday, grabbed the camera, and waited impatiently for His Highness to appear in the courtyard in procession to the gate where his horse-drawn carriage was waiting to take him to the Ramlila performance, which begins at 7:00. There he came … in formal Indian dress, white covered by a very thin pink outer coat, utterly delicate golden brocaded shoes, a circular cap. Servants held the royal umbrella over him as he walked. His ministers preceded and followed him, as did his soldiers. He looked up and folded his hands in greeting as he passed beneath our balcony.

With much haste we piled into Balwant’s car and followed the procession to the performance ground.… When we arrived there, the maharajah had already mounted his seventeen-foot-high elephant, and the first scene of the night’s episode of the Ramlila began.

In Ramnagar there had been plots of land in various locations donated by the maharajah’s family over the centuries for the performing arena of Ramlila. Tonight’s performance was at Lanka, Ceylon; the plot called Ayodhya was at some distance; the last scene of the night was where Rama was in exile in the forest, and it was a mile from Lanka.… When the scene changed, the acting arena changed, with the actors walking, the elephants preceding with the royal chanters (Ramayani) following, and the audience all around, walking to the next location. We were riding on an elephant with the minister of elephants. One really got the feeling of the logistics of the story.…

No microphones or electric lights are used, though distances are far and performances continue until after dark. There is a dramatic arrangement of narration of the story. On the night of the twenty-third there were close to 20,000 spectators at the performance. They sat facing the grove where Sita was, straining to catch the chantlike speeches of the actors.… At the completion of each episode-speech complex, the narration was repeated exactly by the Ramayani, who sat in a circle on the ground just in front of the maharajah’s elephant at the very back edge of the crowd, a good eighth of a mile from the grove. I was up and down off that elephant several times [it was quite a production to have the elephant kneel so that I could descend], recording the chanting of the Ramayani and dialogue both from a distance and close up. All was over by 8:30 or 9:00.

The next day there was an audience with His Highness.



I soon learned of another challenge to my dissertation project on wedding songs of village women: rituals happen simultaneously in the groom’s village and the bride’s village, but I could be in only one place at one time. Furthermore, like most humanities scholars, I had assumed that I would work alone. Alas, the study of women’s wedding songs in any depth requires a team. I needed to situate myself with singers while a kinship specialist identified the persons who took roles in the event and a ritual specialist filmed the action for later study and correlation with the recordings. This was not only an ideal but a necessity, as a field note for a grooms ban (ritual bath) demonstrates:


After we got to the village, we sat and watched the plowing and fertilizing and seeding for a long while, talking about India in general. I finally asked if there really was to be a ban ceremony that morning.…

By the time I got to the house the women were singing already, and I heard familiar strains as I entered. I got three songs, the first sung by young and old together, eleven women singing.… When the groom joined us, they moved into the inner room. I could tape through the window again; the ceremony conveniently took place in the corner of the inner room just by my window. It’s a good thing that I remained in the outer room, because at the end old women sang out with me while the ceremony went on within (figure 4).

There was great gaiety. I just let the tape run to capture the mood and noise. The boy sat down on a low wooden stool … under which was a large bowl of grain that I didn’t see until it was used in the ceremony. Two girls (his sisters?) stood directly in front of him, each holding a large, heavy pounding stick, the sticks of different lengths, one about a foot and a half shorter. They mock-pounded onto grain in a tray which had been brought to the scene of the ceremony, moving the sticks from front to back, alternating in the motion—one front, the other back, etc.—on either side of an orange string which had been tied across the tray.… Four times they dished out the grain. Then all of it was poured out into the towel by one girl, only to be put back into the pan.…
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FIGURE 4Recording layout, ban ceremony Singhola village, 23 November 1968.
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FIGURE 5The author in the field.


[After the ceremonial bath] the singing continued as the women returned to the outer room. The groom dried himself, with only a few women left in the room. Old women begin to sing. They continued to sing as the ceremony suddenly continued in the other room. (Singhola village, 23 November 1968)



Finally I had to commit the ultimate act of flexibility and face the fact that I had come to India to accomplish a goal that, as I had planned it, was not attainable. The months in the field, staying with anthropology colleagues in various villages while attending, filming, and recording innumerable wedding ceremonies, folk music, folk theater performances, and rural and urban festivals, were invaluable for me later in my teaching and also in several scholarly articles (figure 5). But I had made a commitment to change the focus of my research, a focus that was more compatible with the possibility of achieving a definable goal and also with urban life.

With trepidation I switched gears completely and decided to tackle the topic of khyāl, the foremost vocal genre of Hindustani classical music. Fortunately, as an affiliate at Delhi University, I had begun vocal lessons immediately upon arrival, and I could simply intensify that focus. As I wrote to Professor Hood, who had to approve the new dissertation topic: “My mind is awhirl over my study of khyāl. I’m having daily questioning sessions at the university, daily singing and tabla lessons to drum in as much as possible. I listen, listen, listen, transcribe, and record until it seems my earphones will get stuck on” (figure 6).

When I began studying vocal music privately, I experienced a variant of lesson 2:



•One must decide who one is in a context, and conduct oneself accordingly.
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FIGURE 6Fieldwork is rough.

In ethnomusicology this lesson frequently emerges in the form of insider-outsider status. While there was no question that I was a total outsider to the Indian musical tradition, the relationship one structures with one’s teachers determines relative degrees of being an outsider. Because I was totally taken with the music of one of the instructors at the university, Pandit Pran Nath, I asked him to teach me privately. My mentors at the university predicted that this would be difficult for reasons having to do with the voice, but (as they no doubt knew but did not say) it proved to be difficult in other ways, since he was an old-fashioned guru. My journal heard my remarks:


He is demanding.… If he doesn’t like something in his view, he makes me move it; I must open the door for him to make a grand exit. Once he asked me to massage his back, but I refused, saying I wouldn’t do that for anyone—not even my father when he drew that comparison. He likes my coat and has asked me more than once to give it to him. According to the rule, I should. But I tell him he has plenty of shawls but I have only one coat. It has turned into a fairly constant struggle in my mind as to just what role I should play. I cannot really enter into the guru-śiṣya relationship the way he patterns it. I am too objective and too Western, besides just being by nature conservative that way.



Most significantly, had I become a formal disciple of any singer, it would have been very difficult for me to have written the dissertation (and later the book) on khyāl that I really wanted to write. That is to say, I wanted to consider the improvised genre as performed by vocalists in several of the traditional groups (gharānā). Had I become a disciple in Pran Nath’s Kirana gharānā, I am certain that I would have felt considerably constrained in my perspective. (After my book Khyal: Creativity within North India’s Classical Music Tradition was published, by Cambridge University Press in 1984, I sent a copy to Pran Nath, who was then teaching at Mills College in Oakland, California, at the behest of the composer Terry Riley. Through a student we had in common, Pran Nath sent back word concerning my discussion of Kirana gharānā, and his own style: “It is all correct.” We could now be at peace. Pran Nath was a truly great artist of Hindustani vocal music.) The almost daily lessons taught me to hear, and I am grateful to my teachers, Pran Nath and Sumati Mutatkar, and also the tabla player Sita Ram, for what they taught me.

For an ethnomusicologist, as for any scholar, the process of turning a thesis into a book—albeit a book totally different from the dissertation—offers an opportunity to grow. For instance, as a musician I am almost totally attuned to melody, but in order to “hear” Indian classical music, one has to be attuned to rhythm as well. The only cure for my musical condition was to continue studying tabla. Fortunately, a fantastic teacher, Sharda Sahai (figure 7), was a visiting artist at Wesleyan University, close to Brown University, where I began my teaching career. I continued tabla lessons with him for the entire time I was at Brown (1971–1975). At the same time, however, I continued to teach the koto and to perform on it, as I had been doing throughout graduate school and would continue to do at Berkeley.

Also while teaching at Brown University, I realized that ethnomusicologists rarely had the time—nor was it part of their mind-set—to produce textbooks. So busy were we developing new courses, having to teach about almost all the world’s musics, and writing monographs in our specialities, that the idea of a textbook was not a priority. I decided, however, that I needed one on Indian music, so I melded my fieldwork, research, performance, and teaching goals to write Music in India: The Classical Traditions (1979, 1999), reprinted several times and now in a second edition. Today, textbooks are fairly common in our discipline, but at the time it was rare for anyone to write a textbook in ethnomusicology.
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FIGURE 7The author with Sharda Sahai at his home, Benares, India, May 1978.
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FIGURE 8The author at Tansen’s tomb while doing research on Imaging Sound and related articles, Gwalior, India, April 1978.

I also realized that I had completed a book on khyāl but still knew nothing of its history. Returning to India in 1978 for more field research to complete the drastically revised khyāl project, I was inspired by Shahab Sarmadee, a historian of the Mughal period who was a professor at Aligarh Muslim University. And I reached two conclusions that led to my next major research thrust. Visiting sites of the Mughal period and viewing exhibitions of Mughal-period paintings in India’s major museums confirmed that I am a “visual person” (figure 8).

I also decided that some projects just need doing in order to further an entire field of research or push it in a different direction. A study of the Mughal period, when Hindustani music came much closer to what it is today, appeared to me to be such a project, and visual sources leaped out as a rich resource lode for it. It required of me retooling in the history and art history of the Mughal period, but, after all, multidisciplinary work is at the heart of ethnomusicology. So is historical study (that is, a diachronic perspective). Ethnomusicologists working in non-Asian cultures tend to start with contemporary music and work backward in order to elucidate the present; it is mostly in Asian studies that one would be just as likely to work from the past to the present. I intended to focus entirely on the past, however, unlike other American scholars working in India who were focusing almost entirely on the present. This led me to lesson 4, something I had learned in a graduate course in field methods but now remembered anew.




Lesson 4



•Archival and library research—especially when it takes you into new fields of endeavor and unfamiliar places—is a form of field research.



I now had an opportunity to experience the thrill of studying a sixteenth-century illustrated manuscript and the fairly ritualized process of doing so under the watchful eye of a mistrustful curator deep in the vault of a museum. I had to face a consequence of colonialism as I gradually realized that most of the art of Mughal India is owned outside India. Even in the museums I experienced subtle hints of disapproval in some quarters for focusing on a Muslim heritage in contemporary Hindu times. I could contextualize far more meaningfully the maharajah of Ramnagar I had met in 1968, whose fostering of pandits and traditional festivals continued a pattern of patronage I was “seeing” in the miniature paintings and reading about in the writings of the time.

Mention of the historical project that resulted in Imaging Sound: An Ethnomusicological Study of Music, Art, and Culture in Mughal India (1998) provides an excuse to enunciate lesson 5, which concerns less my research than my professional modus operandi.




Lesson 5



•A single ethnomusicologist may be the sole representative of the field on an academic faculty. It is often left to us to reach out to colleagues and students in other spheres of music study. Common interests are good avenues for doing that—performing and historical study being just two.



In fact, connecting with people is inherent in the ethnomusicological way of life; this is a “people” field. I have enjoyed cultivating that aspect of ethnomusicology in the academic environment, as a teacher, of course, and also as an administrator (chair, department of music; and dean of the college of letters and science). An administrator needs to organize projects involving and affecting people, needs to know how to listen as well as to investigate, needs to see the forest as well as the trees (that is, contextualize). Ethnomusicologists are also required to learn about multiple cultures; for an administrator, “cultures” may be multiple academic departments, for example, but we’re ready to learn about them and work within that breadth of perspective. And ethnomusicologists cultivate and foster working relationships with scholars and performers in their fieldwork, their research, and their teaching.

Some ethnomusicologists—myself among them—conduct research in more than one culture. In 1988, with Imaging Sound well under way, I made the momentous decision that I would prepare myself to do research in Japan, build on musical connections fostered through the years, return to learning from people as primary sources, and focus on contemporary musical life (figure 9). Twenty-five years had passed since I had first ventured into foreign fields, so this was not a step to be taken lightly. I took a sabbatical leave in 1990, after just one and a half years of Japanese language study among the Berkeley undergraduates, to weigh the decision. When one is young and inexperienced, one is likely to be welcomed in a foreign culture as a student. When one is an established scholar, the situation can be quite different. This reinforced lesson 6, which I had learned some years earlier.
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FIGURE 9Minoru Miki and the author at Miki’s home, Tôkyô, Japan, February 1999.




Lesson 6



•Ethnomusicological research potentially puts one in the social position of student throughout one’s professional life.



The following entry from my journal, describing an initial visit with a distinguished Japanese ethnomusicologist, Osamu Yamaguti, demonstrates one manner in which this can be managed later in life. Although my first book had been about a major genre of Japanese music (Tegotomono: Music for the Japanese Koto, 1976), it had been published a long time ago, and he knew me now as a scholar of Indian music.


Osamu Yamaguti greeted me skeptically, although cordially. He really wanted to know why I was there. So I told him my autobiographical story—about my first trip to Japan, playing koto, traveling, UCLA, India as my specialty, the departmental chairmanship as a demarcation point in my professional life, and then cancer. I have embarked on a new life. After that he wanted to know why Ôsaka, so I explained that too—I had friends here; I had lived in Tôkyô; I wanted a different experience of Japan, Kansai (as opposed to the Kanto area); I was interested in cultural history. He responded that it is good that I came, and he became a friendly person. How could he help, he asked. I responded by asking if he could recommend a basic book in Japanese on Japanese music. He pulled one off the shelf—about koto music—and presented it to me with his compliments. He then arranged with Otsuka Haiko, his Ph.D. student (a professional syamisen nagauta player) to work with me, once a week. We agreed that I would begin with the table of contents, and she made an enlarged photocopy of it. (Tough stuff it turned out to be! Two dense pages of new kanzi!) In return, I offered to help with the Symposium of the International Musicological Society (SIMS) [to be held the following summer]—which offer was taken up. It seems that Riley Lee (a syakuhati player who had been their help) had left. I think we struck a fair trade. I check the English in abstracts, at this point.

Between 19 and 26 January, when I went a second time, I slaved over that T of C. But what an accomplishment! I finished it only yesterday (the twenty-ninth). Haikosan went over every word with me. Clearly, I passed with good marks on the assignment! Osamu Yamaguti presented me with a copy of their publication—on orality and written work in music. We worked on two SIMS abstracts together and seem to be on the same track, intellectually. That is gratifying to learn. For Friday next, I will read (or begin …) a chapter in that book on the history of ziuta. But it is a very basic book, and they are thinking of what to do with me next (figure 10).



Now, several years later, my project is blossoming. It can be generally described as a study of the indigenization of Western music in Japan (figure 11). I returned to India and Japan many times throughout the 1970s, 1980s, and 1990s, and I now am making annual trips to Japan to continue research on my new topic, which is essentially urban ethnographic research, testing new theories and new methodologies. In 1991 I went back to Tôkyô and stayed with Keiko Nosaka while I did research for my article about her, Minoru Miki, and the invention of the twenty-stringed koto. After several shorter trips, I spent my sabbatical in 1999 in Tôkyô, doing concerted research on contemporary music in Japan, not simply so-called Western or Japanese “classical” music but all kinds of music (figure 12).
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FIGURE 10Doing research: the author with the ethnomusicologist Osamu Yamaguti, foreground, toasting a visiting Korean performer and composer, Hwang Byung-ki, January 1990, near Ôsaka University, Japan.
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FIGURE 11The author at home, with her research assistant, Tokiko Inoue, Tôkyô, May 1999.

Some things have changed in the decades I have been doing fieldwork and practicing ethnomusicology: I no longer lug around two tape recorders, tons of batteries, movie camera, slide camera, other cameras, and additional heavy equipment; I have replaced them with a single lightweight minidigital camera, combination slide and photo camera, and digital recorder. Other things remain the same: journals, diaries, recordings, interviews, attending performances, making sketches, working with research assistants.

When I stop to think about it, there is a sort of continuous flow from my early experiences to the present time. I enjoy pursuing multiple interests and seeing the big picture. I like teaching undergraduates, both majors and nonmajors, and graduate students. And I alternate periods when I pursue primarily professional activities with periods when I add administrative work to the mix. My first work was in Japanese music doing genre-based study; then I shifted for a long time to north Indian (Hindustani) musics; then I pursued new directions in ethnomusicological research, pushing out disciplinary boundaries by working on a multidisciplinary project involving new methodologies and theories; and now I have returned to Japanese music, this time focusing on contemporary Japanese musical culture. As it is put so nicely in India culture: The end is my beginning …
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FIGURE 12The author with the nô performing artist Akira Matsui, the nô specialist Richard Emmert, the gagaku scholar Steven Nelson, and the kyômono musician Akira Mark Oshima, at Emmert’s home, Tôkyô, Japan, June 1999.
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Research on Chinese Music in China and the West




I am very much an in-between kind of person. Although my formative years were spent largely in China and Hong Kong, my college and graduate training and most of my professional years were spent in the United States. I am also an in-between person in the sense that I feel simultaneously at home and a visitor, whether I am in China or in the United States.

My musical life began with piano lessons when I was a toddler—in Shanghai, where I was born. The lessons continued through my childhood and adolescence in Hong Kong, and later during my days as a graduate student in Cambridge, Massachusetts. Thus, my initial musical exposure was, paradoxically, mainly Western but in a largely Chinese cultural environment: I was introduced to Beethoven before I knew about the great tradition of the Chinese qin (a seven-stringed zither), and I fell in love with Wagner before I was aware of Tang Xianzu or Mei Lanfang. It was only many years later, after a detour into physics, that I started reading about Chinese music and learning to play the qin in the mid-1970s. Ironically, it was in a largely Western cultural environment that I discovered China and Chinese musical culture. Since then, my professional activities have been almost exclusively in the realm of Chinese music, although the Western classical repertoire is still closest to my heart. Thus I feel myself to be an in-between person in terms of my musical background and involvement as well.

Most of my postsecondary education was in science; I earned a B.Sc. degree in engineering physics from the University of California at Berkeley and a Ph.D. in physics from the Massachusetts Institute of Technology. Immediately upon leaving M.I.T., I entered the graduate program in music at Harvard University, earning a Ph.D. there. Despite my many years of teaching and writing about music after I received the music degree, my scientific training has left an indelible mark on how I think and continues to affect my musicological work. Thus I am also an in-between person in terms of my intellectual orientation and thought processes.

Currently, moreover, I am an in-between person literally as well as figuratively in the sense that I hold joint appointments at the University of Pittsburgh and the University of Hong Kong, shuttling between two continents, two cities, two cultures, two universities, two music departments, and two sets of colleagues and students.

Being in between can occasionally be confusing, but by and large the experience has been stimulating and rewarding. After all, the intellectual core of ethnomusicology is interdisciplinary—in orientation, outlook, and research methodology. To be in between is to enjoy a wide range of possibilities, increased flexibility, and an extra potential for growth. I feel blessed that I eventually found my way to ethnomusicology, because the field seems to match my life experience.


TEACHERS

In my long, convoluted intellectual and professional journey, I have been helped by many cherished teachers. Among those who introduced me to music making were the pianists Caroline Braga and Harry Ore in my early years, and later and for the longest period, Betty Drown, all of Hong Kong. Much later, during my years at M.I.T. in the mid-1960s, I studied with Kyriana Siloti of the Juilliard School in New York, who came to teach one day a week at the Longy School of Music in Cambridge.

As part of my research on Cantonese opera in the early 1970s in Hong Kong, I took lessons from Guo Lun, focusing on the yangqin (a hammered dulcimer), but also dabbled in the erhu (a two-stringed bowed lute) and the sanxian (a three-stringed plucked lute). In mid-1970, I began lessons in the qin. My first qin teacher—for only a few lessons, however—was the late Cheung Sai-bung, who was then a visiting scholar at Harvard. I began my serious study in 1978 with Tsar Tehyun of Hong Kong and, in 1980, the late Yao Bingyan of Shanghai. In 1977, I studied the gendèr (metallophone) of the Javanese gamelan with John Pemberton at Cornell University; a few years later, I spent a summer in Yogyakarta and took more lessons on the gendèr with Pak Djokowaluya. Among these teachers, the most important and influential ones were no doubt Tsar laoshi and Yao laoshi—laoshi being an honorific for one’s teacher.

My most intense period of study with Tsar laoshi was from 1978 to early 1981, a period when I was teaching at the Chinese University of Hong Kong and when she was already in her mid-seventies. She laid a solid foundation for me. At that time, metal strings were being widely used and a newer style of playing was sweeping across the mainland, but nevertheless Tsar laoshi quietly insisted on the traditional silk strings and on the style of playing that she had learned from her own teacher, Shen Caonong.

Tsar Teh-yun’s playing is seemingly paradoxical: in appearance, she is almost motionless, delicate, and inwardly focused—the classic posture and disposition of a qin player—yet the resulting sound soars with astonishing strength and rhythmic suppleness. In teaching, she applies the method of playing in unison with her students, and this has proved to be the only way for us to grasp her musicality. The reason is that her rhythmic interpretation of a piece almost never follows a simple metrical pattern; the rhythm appears to be always shifting and to be quite inimitable. Certainly, some aspects of her rhythm could never be captured in musical notation. Even multiple listenings to a recording do not reveal the secret of particularly elusive passages. But by repeatedly playing with her in unison, patient and perceptive students could eventually capture the rhythmic nuances, without even realizing how they did it.

After moving to the University of Pittsburgh in 1981, I visited Hong Kong regularly at least once a year. No matter how brief the trip was, I always dropped in to pay my respects to Tsar laoshi and to play in unison with her. During trips that lasted a month or more, I would learn new pieces. For example, I learned one of my favorite pieces, Longxiang ‘Soaring Dragon’, during a visit in the early 1990s. At the end of the 1990s, Tsar laoshi cut down on her playing because of a constantly aching shoulder; but she still plays occasionally, her ear and mind are as sharp as ever, and her memory for music—and for anything else—is still formidable. Most of the time now, she asks a student to play by himself or herself, and, if we are lucky, she may say a few words about our playing. Ninety-six years old in 2001, Tsar laoshi continues to inspire me with her music, her conversation, and her friendship (figure 1).
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FIGURE 1Tsar Teh-yun playing the qin at her home in Hong Kong, 2000. Photo by Poon Tak-lun.

I studied with Yao laoshi for a much shorter time. In three consecutive summers beginning in 1980, I visited him in Shanghai for two days, two weeks, and almost two months respectively. His kindness and generosity were such that I could spend as much time with him as I liked during those short visits. In a volume of qin music based on his performance, I wrote:


In the most extensive period of study in 1982, I met with him every other day for seven weeks. My lessons usually began at shortly after 9 A.M. when I arrived at his apartment. The morning would be filled with music and conversation until noon, when Yao shimu (an honorific form of address for the wife of one’s teacher) would have an exquisite lunch prepared for us. Our conversation would continue over wine and food for a leisurely two hours, in which we were occasionally joined by Yao shimu. Only after that would I leave and Yao laoshi would take his afternoon nap. I shall always remember those mornings with deep gratitude for his generosity and friendship, and for her warm and quiet hospitality. (1997:viii)



Like Tsar laoshi, Yao laoshi adhered to the older tradition that he had learned from his teacher, who was Xu Yuanbai. Nevertheless, his musical style was quite different from Tsar’s: he played with a steady sense of pulse and clearly projected the large architectonic form of a composition. The dignity and elegance of his playing were unmatched among his peers. He was known particularly for his research into compositions that are preserved in the instrument’s unique tablature notation, some of them centuries old but forgotten in the living repertoire. He would study the programmatic content of a piece based on bibliographic research, the meaning of antiquated notational symbols, and the finger techniques; he would reconstruct the music by providing an original rhythmic interpretation—a process known as dapu (Yung 1985). In this way, he resurrected many pieces for modern ears. Yao Bingyan died in the spring of 1983, at age sixty-three.

Both Tsar and Yao fit the image (perhaps a stereotype) of the scholar-musician—almost nonexistent in China by the late twentieth century—that one reads about in essays and memoirs from the past. They shared certain notable traits, such as a determined refusal to perform in public despite repeated, even urgent, requests; great erudition in the Chinese classics; and high accomplishment in the arts of poetry and calligraphy. Both also overcame enormous obstacles to follow their literary and artistic calling. Tsar, despite a privileged upbringing and an elite education in cosmopolitan Shanghai, had to overcome a deep-rooted bias in patriarchal Chinese culture against women who aspired to intellectual and professional independence. Yao had to overcome obstacles of a different kind: he was the son of a blind fortune-teller-musician and thus suffered from a low social status, although he had inherited his father’s rich musical talent. Mainly through self-education, Yao became recognized as an accomplished calligrapher and qin player and was accepted in the literary and artistic circles of Shanghai. In both of these teachers, I caught a glimpse of the true amateur scholar-musician in traditional Chinese culture, one who, while keeping completely aloof from the commercial aspects of music and having no expectations from society, devotes a lifetime simply and purely to artistry. As their student, I learned not merely music but a philosophy of life.

While making music warms my heart, thinking, talking, and writing about music enrich my mind. My approach to these activities has been shaped by several important mentors to whom I owe my intellectual and professional development. My formal academic training in music began when I first enrolled in my second doctorate program. Although I knew from the start that my interest would be in musicology, I could not resist the many rich pickings among the courses being offered at Harvard. During my first year there, 1969, I took composition with the young David Del Tredici, a seminar in harpsichord literature with the august Gustave Leonhard, and piano tutoring from the brilliant Louise Vosgerchien.

My serious training began, however, with John Ward’s musicology seminar for first-year graduate students. I still vividly remember our research projects on the minor sixteenth-century English composer Philip Van Wilder, and on Stravinsky and Le sacre du printemps. Through this seminar and others of Ward’s, I began to understand the ideology and methodology of musicological research: to learn to think and write as clearly as possible about the infinitely complex subject of music and society. It was in his course “Music of the Oral Tradition” that I was first introduced to the writings of Charles Seeger. In serving as Ward’s teaching assistant for the courses “Music and Ritual” and “Music and Narrative,” which he designed and taught with Rulan Chao Pian, I became acquainted with a wide variety of musical material, from the morris dance to Navaho culture, and learned the art and science of designing and teaching undergraduate courses. Last but not least, he kindly served on my dissertation committee and, to my eternal gratitude, was never sparing in his criticism.

If Ward laid the foundation of my training, Charles Seeger inspired me to pursue originality and creativity in musicological ideas. I was fortunate to be at Harvard in 1972, when Seeger was a visiting professor and offered a seminar. Between then and the time of his death, I had several opportunities to meet with him and discuss his writings. These included a visit to his home in Connecticut in 1973, the inauguration of the Seeger Room in the Music Department at Harvard in 1976, a visit which he made to Cornell in 1977 and which I organized (I was a Mellon Fellow there), and the Seeger Celebration in Berkeley in 1977 (figure 2). Even though these meetings were brief, our conversations were always intense, and their impact on me was profound and long-lasting. I found these personal contacts with Seeger mesmerizing, and they induced me to read all of his publications that I could lay my hands on. Because his intellectual slant was philosophical, he noted fundamental questions of a sort seldom raised by other musicologists; he took nothing for granted, and he pondered and queried the meaning of every word he used. He was also a poet at heart; not only did he derive great enjoyment from playing with language for its own sake, but his love of language in turn inspired his musicological thought. These two halves of Seeger—the philosopher and the poet—made his writing not merely musicology but something at an even higher intellectual level, unceasingly intriguing and exhilarating.

If Seeger stimulated my mind with exciting new ideas, Rulan Chao Pian opened my heart to the joy of musicology. I first met Pian in 1967, when I was at M.I.T. and was the accompanist and later the conductor of the Chinese Intercollegiate Choral Society, a group consisting mainly of students from Taiwan and Hong Kong. Once I got to know Rulan Chao Pian, she became my main reason for reentering graduate school in music, for choosing Harvard as the place to do so, for focusing on musicology, and for doing research and writing on Chinese music. Through the years, her works on Chinese music history, on Peking opera, and on oral literature and the performing arts in general have set a standard for me to try to reach. As regards methodology, I learned from her to be absolutely meticulous in the handling of source material, never to be too cautious in interpretation, and never to take the readers’ undivided attention for granted. I learned how a modest demeanor can hide a brilliant intellect, and how a gentle disposition can conceal unbending principles of scholarly excellence. Most important, I learned to be generous and kind to others, particularly to my students, as she has been to hers. She allowed me free use of her personal library, let me stay at her house whenever I needed to, and made me feel like a member of the family. Indeed, from Pian I learned not only scholarship but a lesson on how to live compassionately and joyously, and that is perhaps the most precious lesson anyone can learn from a teacher (figure 3). Upon her retirement from Harvard, I was honored to be able to coedit her Festschrift (1994) with Joseph Lam, another former student of hers.
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FIGURE 2Charles Seeger listening to Bell Yung, at a party after the inauguration of the Charles Seeger Room at Harvard University, 1976. Behind them is Robert Provine. Photo by Rulan Chao Pian.




RESEARCH

My research has centered mainly on the music of China. With every new project, I find myself venturing into different worlds within China’s rich tradition, using different approaches and research methods and discovering new musicological issues that inform not only Chinese music but musicality in general. Let me outline some of these projects.

My first project, on the music of Cantonese opera, was inspired largely by Rulan Chao Pian’s work on Peking opera. I was particularly interested in the complex creative process behind a production of Cantonese opera, which lasts for four hours and may involve no fewer than twenty singer-actors and musicians, and in which there is no musical notation, no conductor, and often no rehearsal. In attempting to explain how that is possible, I probed into several issues touching on the basic nature of music making and how singers create tunes. One of those issues concerns tune identity, a question inspired both by Pian and by Charles Seeger’s work, and one that has intrigued me ever since. My fieldwork took me into the inner world of Cantonese opera in Hong Kong, a world both familiar and alien. With my fluent but slightly Shanghai-accented Cantonese, I was treated by singers and musicians as both an insider and an outsider, and I came face to face with the complicated but fascinating issue of the relationship between the scholar and his “teacher-informant.”

My work on the qin introduced me to historical research. Even though my primary interest was in present-day qin musicians and their playing, I was naturally led to study the long history of the instrument and the vast amount of historical material relating to it. I came to recognize the close relationship between my work and that of historical musicologists of Western music, and I began to question the term ethnomusicology and the territorial and methodological self-ghettoization of the discipline within musicology as a whole that results in part from the adoption of this word. Working in mainland China also led me to recognize the powerful but not entirely healthy influence of ethnomusicology on Chinese scholarship. Many people have written perceptively and sensitively on the ideological imperialism of the West, which is linked to political and economic power, but few offer real solutions to the problem.
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FIGURE 3Rulan Chao Pian and Bell Yung at a party during the annual meeting of SEM in Pittsburgh, 1997. Photo by Ted Pian.

In qin music, I also came to recognize a kind of tradition that is not normally written about in ethnomusicology. Qin musicians are deliberate in the cultivation of their craft, are very self-reflective about their creative process, and are highly conscious of their aesthetic value system; the philosophy and practice of this tradition have been relatively unbroken for about two millennia, and the tradition has been preserved in copious volumes of both words and musical notation. In this respect, the qin culture of China parallels that of European art music. Yet in other respects it is obviously quite different, for, being of great antiquity, and one of the most conservative of musical traditions, it embodies the essence of Chinese philosophy, particularly Confucianism and Daoism. My journey into the world of qin has been at the same time a journey of self-discovery and an investigation of my roots and cultural heritage.

My scholarly interest in qin also returned me to serious study of music performance. Qin music is of course quite different from piano music, despite the fact that both have a long tradition, a vast repertoire, and an infinite variety of structures and styles. The qin is mostly quiet, always subtle, and highly introspective, like a little brook, deep in the mountains, without a care in the world; the piano is assertive, often brilliant, and always reaching out to the audience, like a torrential river, sweeping bystanders along emotionally. The qin repertoire does include a few compositions, such as Guanglingsan ‘Assassination of the King of Han’, that are dramatic and dazzling, and the piano repertoire includes many quiet, contemplative pieces. Nevertheless, these instruments contrast greatly in performance practice, aesthetic ideals, and social context. Even the fact that the playing method of the qin requires the musician to have long fingernails whereas the piano cannot tolerate long nails poses a dilemma for anyone who plays both instruments. I feel fortunate to have had the chance to know both instruments and their music. It makes me think that serious music lovers should be involved in at least two contrasting musical idioms, to increase their appreciation of each.

That teaching and research nourish one another and that the teacher learns as much from his students as the other way around are truisms in our profession. My interest in Charles Seeger, which started in my days as a graduate student, illustrates this point. From my very first encounter with his writings, particularly those on the philosophy of music, I became fascinated and inspired by his originality, his insights, and, for lack of a better word, the sheer joy that he exudes in his intellectual explorations. While some others have found his writing dense and his sentence structure awkward, I have always felt that I could discern the reasons why he wrote the way he did—reasons having to do with the fact that he combined a logician’s mind and a poet’s heart. I set out on a systematic program of reading, interpreting, and developing the ideas contained in his hundred-odd articles, including many from his early years that are seldom cited.

When I started teaching at the University of Pittsburgh, I began to offer a graduate seminar on Seeger, for I wanted the students to share my excitement and fascination, and to be inspired by his words as much as I had been. The seminars also gave me an excuse to reread his articles every few years, and an opportunity to try out on new groups of students the thoughts that I had developed from Seeger’s. Each seminar generated a number of high-quality term projects, some of which were read at annual meetings of the Society for Ethnomusicology. A volume of essays (1999) that I coedited with Helen Rees is the fruition of those seminars and, I hope, the first of a series. I shall always be grateful to the participants in the seminars, without whom I probably would not have been able to sustain my active interest in and writing on Seeger, and from whom I learned much.

One of my most treasured experiences has been my collaborative work with two colleagues at the University of Pittsburgh. In the early 1990s, the social historian Evelyn Rawski was working on a book-length project on the Qing imperial household, in which ritual had a major role in all public and private activities. The cultural anthropologist Rubie Watson, a specialist in southern China, was studying material on bridal laments that she had collected some years before. I myself had a long-standing interest in ritual and ritual music, ever since I served as a teaching assistant for the course “Music and Ritual” at Harvard. The three of us found our common ground in the recognition that ritual and ritual music form a nexus around which different disciplines can converge effectively and through which social behaviors can be fruitfully interpreted. We also recognized that within Chinese studies, music was possibly the last frontier, the only area in which there was still little cross-disciplinary work. Few if any musicologists working on China have fellow sinologists in mind when they do their research and writing; conversely, with few exceptions, humanists and social scientists pay scant attention to music as a valuable supplementary resource for their research on China.

After many informal meetings, we devised a two-stage plan for collaborative research. The first stage consisted of three sections: (1) jointly teaching a graduate seminar on ritual and ritual music of China; (2) conducting a research workshop with presentations by invited specialists from several disciplines; (3) publication of a volume of essays based on the workshop, which would serve as a theoretical framework for our fieldwork. Our seminar in 1991 attracted graduate students from several departments. The reading list was compiled by the three of us, and all three were present at every session. Two years later, we held a week-long workshop, supported by a grant from the National Endowment for the Humanities, to which scholars from ethnomusicology, history, anthropology, and religious studies were invited. The four invited discussants were David McAllester, Victor Mair, Rulan Chao Pian, and Anthony Seeger. The papers were eventually published in a collection edited by the three of us (Yung, Rawski, and Watson 1996). This first stage, designed to encourage each of us to learn from the others about our respective disciplines, was intended as a preparation for the second stage, when we would go into the field as a team. Unfortunately, stage two was indefinitely postponed, in part because of my Guggenheim Fellowship and an unexpected opportunity to teach at the University of Hong Kong in 1996.

Nevertheless, the experience was unforgettable and inspiring. It also underscored the almost impossible challenge facing ethnomusicologists. Not only are many of us expected to be bilingual, bicultural, and bimusical; we are also expected to be—among other things—musicologists, historians, anthropologists, sociologists, folklorists, and cognitive psychologists. Since we consider interdisciplinarity the core of our field, we demand interdisciplinary training, an interdisciplinary outlook, and interdisciplinary output. Are we setting an impossible task for ourselves? My collaborative experience with colleagues shows that it doesn’t have to be this way. By reaching out across disciplines, we can tap into the intellectual resources of others and work together as a team, both in teaching and in research. In the process, moreover, the attention paid to our specialty—music—need not be compromised.

One’s research is also inevitably related to other professional activities. Because of my work on Cantonese opera and on Cantonese narrative songs, I became intensely involved with an organization called the Conference on Chinese Oral and Performing Literature, serving as its president and the editor of its journal in the mid-1990s. In 1986, I founded the Association for Chinese Music Research (ACMR); I served as its president and edited its journal until 1997, when Joseph Lam took over both responsibilities. An affiliate of the Society for Ethnomusicology, ACMR meets annually in conjunction with its parent organization and serves as a forum where Chinese music researchers can meet and talk.

Since I started teaching at the University of Hong Kong in 1996, my research directions and professional interests have been slowly evolving. In a largely Chinese environment, I have become more aware of the social responsibility of the ethnomusicologist and have devoted more attention to what might be called “applied” research. For example, in 1998, in collaboration with the University Museum and Art Gallery of the University of Hong Kong, I curated an exhibition, “Gems of Ancient Chinese Zithers,” that displayed some sixty instruments, the earliest dating from the tenth century. I edited the exhibition catalog (1998a), organized a concert of qin music played on some of the instruments on display, and produced a compact disk (1998b) in conjunction with the exhibition and concert. As of this writing, I am curating “The Musical Arts of Ancient China,” in collaboration with the same museum, which will (from September 2001 to January 2002) display more than 100 musical instruments, as well as samplings of books and scores, most on loan from the Music Research Institute of Beijing. In 1998 I established the Center for Cultural Policy Research at the University of Hong Kong. With workshops, lectures, and forums, some in collaboration with other local organizations, this center aims to serve Hong Kong by helping it develop a vision and chart a course in cultural matters at this transitional period of its history. I have undertaken these and other endeavors because I feel there is a need for community outreach, and the financial resources that are available for such work in Hong Kong allow me to do so.




RESEARCH ON CHINESE MUSIC IN CHINA AND THE WEST

Because I was trained in the United States, my intellectual and professional activities centered mostly on academic institutions and professional organizations in the West, even though I was keenly aware of musical research in China and had visited many institutions and attended professional conferences there. Through living and working in a Chinese environment in recent years, and through closer and more frequent contacts with music scholars from the mainland, I began to shift the center of my activities from the United States to China and develop a different perspective on musical scholarship. Accordingly, some of my professional activities have also changed. For example, in the summer of 2000 I organized the Second National Conference on Melody Studies at the University of Hong Kong, with thirty scholars from the mainland and ten from overseas. (The National Society of Melody Studies was established in 1998 in China and held its first conference in Hohhot, Inner Mongolia, that summer.) This was the first China-centered conference I organized; Putonghua Chinese was the official language. Essays from the conference were compiled as a volume (forthcoming in 2002) coedited by me and Zhao Songguang of the Xinhai Conservatory of Guangzhou. In June 2001, I organized a conference, again at the University of Hong Kong and cosponsored by the Leisure and Culture Services Department of the Hong Kong government, entitled “What Is Chinese Opera? The Tradition and Innovation of Artistic Expressions.” Again, the official language was Putonghua Chinese.

Accompanying this shift in my attention is my growing awareness of the relationship—or nonrelationship—between Chinese music research studies produced in English and research studies from mainland China produced in Chinese. How are they similar or different? What should their relationship be? These are questions that all Chinese music scholars will face sooner or later because Chinese music research—probably more than any other geocultural area of musical study in the West—has a significant counterpart of scholarship in its “home” country, a parallel universe if you will, that cannot be ignored and indeed must be embraced.

Chinese music research overseas developed as an integral part of Western ethnomusicology, adopting its ideology and methodology. Music research in China, on the other hand, follows the long tradition of Chinese scholarship in general. Even more important, Chinese music in the West is regarded as one among many “world” music cultures to be studied in the global context in order to gain a broader comprehension of what music and musical culture are. But in China, Chinese music is considered within its own historical and cultural contexts. For example, some types are considered “fine” or “art” and thus deserving of study, while others are considered less so. China’s study of its own music has much to do with national pride in artistic accomplishments and with a broader context of national development. The goal is to promote, improve, and disseminate as much as to do research and to understand. The method is—in Seeger’s terminology—critical as much as scientific. In that respect, the approach and methodology are somewhat closer to the study of Western music by Westerners. Ultimately, the fundamental factors that shape the ideology, methodology, and goals of research are the scholar’s sense of cultural and national identity and the relation of that identity to the music being studied. In contrast, the heart of the discipline of Western “ethnomusicology” is, ideally, the absence of any such sense of identity; the founding philosophy of Western ethnomusicology was laid down to a great extent by scholars engaged in the objective and scientific study of “other” people’s music.

That scholars in China have a strong sense of cultural and national identity with Chinese music is unquestionable; by contrast, the sense of identity felt by scholars abroad ranges over a wide spectrum, from some who identify nearly completely with China to those who identify hardly at all. How such a sense of identity develops depends to a considerable degree, of course, on one’s ethnicity, cultural heritage, and upbringing; on where one grew up; on where one has been or is living and working; and on other factors that might be very personal. Last but not least, the fact that scholars may be trained in the West within the discipline of ethnomusicology or may currently work in the profession naturally also influences their position along the spectrum.

The issue of insider versus outsider is of major interest to Western ethnomusicologists. Whether one is an insider, an outsider, or somewhere in between, one can discuss the issue on a theoretical level and at a safe distance. But one’s particular position along the insider-outsider spectrum is quite personal and inseparable from one’s sense of self, being deeply emotional and developed subliminally, often beyond one’s conscious control. Regardless of one’s theoretical understanding of the issue, one’s sense of identity inevitably influences the purpose, research questions, approach, methodology, scope, and ultimate aim of one’s research. Wu Ben’s master’s thesis, written under my supervision at the University of Pittsburgh some years ago and later published (1998), compares research on Tibetan music by Western scholars as a group and that by Chinese—mostly Han—scholars as a group. His conclusions illuminate the issue at hand, however debatable it may be how much and in what way Han scholars identify with Tibetan culture.

The issue here is not whether one approach is better or preferable. Rather, we need to recognize the differences, understand the unspoken forces behind each approach, and try to view each with eyes both critical and compassionate. For those of us who feel that we are in between—perhaps most of us, regardless of ethnicity or cultural heritage—the forces that are constantly tugging us from either side can be at times painful and confusing. However, it is my sense that such forces need not be destructive or divisive, but rather can prove to be invigorating and inspiring if we learn to deal with them successfully. Indeed, I strongly believe (and Joseph Lam and I have talked about this often) that those ethnomusicologists who work on China in the West have much to contribute to the field of musicology and ethnomusicology in the West on the one hand, and to musicological research in China on the other, because of our privileged position of being in between and thus of being able to draw ideas from both sides.
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My Place in Ethnomusicology



Appendix: Song Texts




My background was modern Western music, with little knowledge of Japanese musical traditions. As an undergraduate student of musicology at Tôkyô University of Fine Arts and Music (Tôkyô Geijutsu Daigaku), I was particularly interested in the philosophy and aesthetics of music under the strong influence of German traditions. After I completed my B.A. thesis, “Existieren in der Musik,” in German, I switched from Western music to ethnomusicology for my postgraduate studies. This shift of subject cannot be explained without mentioning one Japanese name: Fumio Koizumi, whose influence changed the course of my life. Koizumi, then a professor at Tôkyô University of Fine Arts and Music, was without doubt the founder of ethnomusicology in Japan, though he was little known to the Western world except among scholars in Japanese studies. Japan had a relatively long tradition of academic research on its own music and that of the rest of Asia and Oceania (for example, Iida 1936; Kishibe 1937; Tanabe 1925), but the study of ethnomusicology in the contemporary sense has been comparatively recent.

Koizumi (1927–1983) started his career as specialist in Japanese music (Koizumi 1958). After studying in India for about two years in the late 1950s, he conducted extensive field research in Asia and also in some parts of North and South America, Africa, and Europe. His course in ethnomusicology at the university was extremely appealing, since it included vivid descriptions, based on his own fieldwork, of various musical cultures. He was also very influential among the general public as an educator. Through diverse media, he conveyed the fascination of “world music” and made ethnomusicology known to the public. What I learned from this charismatic figure was the importance of an empirical rather than a speculative approach to music, and the significance, for the study of music, of a researcher’s own experience in the field and in performance.

My shift in academic subjects changed my life dramatically. Partly because of Koizumi’s ideological influence, I began to study both the theory and the practice of Japanese music. As a Japanese, I felt it irrational to be ignorant of my own musical traditions, especially because I considered myself an ethnomusicologist. I took lessons every week in syakuhati (a bamboo flute), syamisen (a three-stringed lute) of nagauta, sho (a mouth organ) of gagaku, and utai (singing) of nô drama, with leading performers in each genre, such as Reibo Aoki (who is now a “national asset” of syakuhati performance). The syakuhati and the syamisen meant to me, as an ethnomusicologist, what the piano meant to John Blacking. I developed a passion for the syakuhati in particular; later, I would perform a contemporary syakuhati piece by a Japanese composer with the Indiana University Orchestra, and I was invited to Iceland as a syakuhati player, to perform with the Icelandic Orchestra in Reykjavik.


Detailed analysis of Fetu Afahye could be expected to shed light on several important aspects of Fanti society, because the festival involves chieftancy military organizations, and other significant institutions. It would also be an opportunity to explore ethnic identity.



Despite this change in my musical life, my academic interests were still biased by my earlier training in Western music. As a new ethnomusicologist who was shifting away from Western music, I was fascinated by the question of how harmonic structures, specifically triads, developed in some “traditional” cultures, independently of Western influence. This rather classic question of comparative musicology, however outdated it may seem now, did stimulate my ethnomusicological interest. In order to reexamine previous theories, I conducted my first fieldwork among the Bunun, Taiwanese Aborigines. Earlier work by Japanese scholars, such as Kurosawa (1952), had indicated that the Bunun would provide a good illustration of the issue. Detailed analyses of the tonal structures of their music, and spectrographic data, demonstrated a clear connection between vocal harmonic structures and natural harmonics produced on the Jew’s harp (Tsukada 1980). I followed this research by conducting fieldwork in the Sepik Valley of Papua New Guinea, examining the same topic in a different geographical region. This fieldwork (Tsukada 1983, 1998a) had a crucial impact on my academic career. In the field, I was made aware of my lack of anthropological training, which I felt was indispensable for ethnomusicological research. Therefore, I decided to study at Indiana University, where Alan Merriam was teaching.

In the United States, I was impressed by the way ethnomusicology was taught at universities. I appreciated the systematic ethnomusicology program at Indiana University, whose leading faculty members in this subject were then Alan Merriam, Frank Gillis, Ronald Smith, and Ruth Stone. Merriam and Stone introduced me to contemporary trends in American ethnomusicology, and I also absorbed the theoretical rigor of social studies from an anthropologist, Ivan Karp. At that time, I had it in mind to study the Bororo in Mato Grosso, in Brazil, with reference to my previous studies. However, while I was a student at Indiana University, two things happened that changed my mind.

First, I became close to several African and African-American students. I felt sympathetic to their social history as an oppressed people; and as a Japanese, I also felt myself sharing, somewhat, their sense of problems related to the Western domination of the world. At the same time, I was impressed by what African-Americans had achieved in many fields in their society. Overall, this experience gradually directed my interest toward Africa. Second, John Blacking and Gerhard Kubik were invited to Indiana University, at different times, to lecture. Blacking’s creative ideas and his deep passion for African cultures stimulated me greatly, and Kubik’s lecture had a decisive effect on my academic life. My determination to study the Bororo began to waver, and my interest eventually turned from South America to Africa. Thus I decided to become an Africanist.

Merriam’s sudden death in 1980 also changed the course of my life. Afterward, I moved to Belfast to study with John Blacking, having completed my master’s degree in anthropology. Blacking was always inspiring. His ideas were flexible, and he had deep insights not only into music and culture but also into daily life. The important lessons I learned from him were his humanistic attitude toward the people in the field and his open-mindedness about local beliefs, such as possession and witchcraft.

Listening to African music, particularly the Sound of Africa Series produced by Hugh Tracey (1973), was a major impetus in my selection of a geographical area for my doctoral research. I found the music of the Bemba in the Northern Province of Zambia most interesting, especially with regard to my early focus on harmonic structures. However, during my pilot fieldwork I consulted with Mwesa I. Mapoma, a Zambian ethnomusicologist who specialized in Bemba music; and he advised me to select another ethnic group with a similar musical style, the Luvale in the Northwestern Province, reasoning that it would not be good for the country if researchers concentrated on one ethnic group while others were left unexplored. My pilot research among the Luvale convinced me that their mukanda, initiation rites for boys, represented and reflected many essential features of their culture and music. Consequently, I chose the mukanda for my dissertation, analyzing the epistemological discrepancies between discourse and practice and musical performance in these rites (Tsukada 1988, 1998b).

Toward the end of my long period of fieldwork in Zambia, I developed an unidentified illness, and it took me a year to recover my health in Britain and Japan. I did not resume my field research in Africa until five years after I had completed my Ph.D. By this time, I was beginning to think about the possibility of a comparative study of African culture and my own Japanese culture. My central concern became the “oral mnemonics” in African drumming, with reference to sound symbolism, because this was also a cultural practice among traditional Japanese musicians. I chose Ghana for this topic because of its advanced level of studies of African drumming. After some discussions with Kwabena Nketia at the University of Ghana, I decided to specialize in the music culture of the Fanti in the Central Region. I learned drumming and the “nonsense syllables” of fɔntɔmfrɔm (the royal drum ensemble) and asafo (the military drum ensemble) from royal musicians in Cape Coast. I also investigated Fanti sound symbolism by conducting experiments person by person and applying statistical analysis to the data (Tsukada 1995, 2001a). I used a similar method to explore Luvale oral mnemonics and sound symbolism in Zambia, as a comparison (Tsukada 1997).


WORKING AS AN ETHNOMUSICOLOGIST

Although I have conducted fieldwork among the Fanti intermittently since 1993, my interest in Fanti society has changed over time. Topics such as oral mnemonics and sound symbolism were obviously not comprehensive enough to cover many aspects of this culture. My field diary in 1997 reveals my frustration over my lack of knowledge about Fanti society in general—a frustration that intensified when I attended Panafesta, the festival of African performing arts held biennially in Cape Coast:


The Fanti chiefdom is huge. Many chiefs were brought in palanquins to the festival. But how much do I know about them? My topic is too narrow to encompass Fanti society and culture. The ethnic complex in Cape Coast displayed at the festival inspired me with an idea that the ethnic identity expressed by various groups in their performing arts would be a good topic for my future research. (30 August 1997)



Although I wavered in my thinking the next day, when I was deeply moved by the music and dance at an interdenominational church service, I finally made up my mind toward the end of the festival. It was essential for me to choose a topic that would give me opportunities to deal with various aspects of Fanti society and would hold a promise of future development. I thought that Fetu Afahye, the annual Fanti festival in Cape Coast—with particular reference to the identity of participants of different ethnic backgrounds—was the most appropriate subject.

Fetu Afahye is a series of traditional celebrations held each year from the end of July to early September. For the Fanti, its main purpose is to renew their allegiance to the paramount chief and to express their thanks for the year’s harvest, but other ethnic groups in Cape Coast, such as the Ashanti, Ewe, Hausa, and Mole-Dagbani (the Mamprusi, Mossi, and others), also participate in this festival. Detailed analysis of Fetu Afahye could be expected to shed light on several important aspects of Fanti society, because the festival involved chieftaincy, military organizations, and other significant institutions. It would also be an opportunity to explore the construction of ethnic identity of different groups through their performing arts.

During my fieldwork in 1997, I was able to record the Fetu Afahye on cassette and videotape, take plenty of photos, and conduct interviews about various facets of the ceremonies. Almost all the interviews were recorded on tape. Later, when I played the videotapes of the ceremonies in my room, I interviewed my research assistant, Kweku Sheburah, about what these tapes showed. (Kweku Sheburah, a middle-aged drummer who is a well-known master of the royal drum ensemble for the paramount chief of Cape Coast and is very knowledgeable about Fanti traditions, has worked with me since I began my field studies in 1993.)

Toward the end of this fieldwork, I was also able to conduct preliminary interviews with eleven people of different ethnic backgrounds—two Ewe, two Hausa, and seven Fanti. I asked them about their commitment to Fetu Afahye, and several points emerged from these interviews that became guidelines for my future studies. First, the Ewe and Hausa tended to associate themselves with their own ethnic festivals (such as Eteza for the Ewe in the Volta Region) rather than with Fetu Afahye; thus their commitment to the latter was limited. Second, with regard to Fetu Afahye there were different levels of ethnic consciousness among the Fanti. Educated Fanti (such as university graduates) tended to understand and articulate the significance of the festival for their ethnicity better than less educated Fanti. Among the less educated Fanti, the sense of ethnic identity seemed to be so deeply embedded in everyday life that I found it difficult to make them “problematize” it. Third, a certain difficulty arose with regard to the interviews, partly because I had not been sufficiently prepared, methodologically, for this new project. For instance, when an Ewe girl responded, “I took a part in the festival, but I did not sing and dance” (interview tape GF97-11A), how was I to interpret this? Did she really mean that she had not sung or danced, or had she perhaps responded in this way because I, a foreign researcher, was forcing her to explain her commitment to a Fanti festival? (Non-Fanti women do in fact sometimes sing and dance at Fetu Afahye.) In my diary, I confessed several times that I was finding it hard to get close to the core of the issue of ethnicity. In the end, I left Ghana with a strong impression that this problem must be first tackled by investigating the migration history of various ethnic groups in Cape Coast.


Fieldwork: An unexpected development

When I returned to Ghana the following year, 1998, my research took an unexpected direction. I began by consulting two specialists on Fanti society at the University of Ghana: George Hagan, a Fanti sociologist at the Institute of African Studies; and John Fynn, a Fanti historian in the department of history. They offered me rather different perspectives for my research. Hagan maintained that Cape Coast had originally been a settlement of various groups whose different cultures mingled over a long period of time, becoming so intertwined that the important issue was not so much ethnicity as the process by which these diverse cultural factors had fused to create the “culture of Cape Coast.” Fynn explained how such a settlement had occurred after the Europeans began to fortify the coastal regions in the fifteenth century and how the settlers and their descendants became culturally and ethnically assimilated into the dominant Fanti.

In order to verify these views, with particular reference to Cape Coast, I searched for publications about Cape Coast history at libraries—but in vain, except for James Graham Jr. (1994), although there were some general historical accounts of the coastal regions (Boahen 1965a; Fynn 1971). I then began to interview the Fanti about their historical constructions of Cape Coast and Fetu Afahye. After interviewing three Fanti elders, however, I stopped, greatly disappointed: “I have been stranded in my investigation of the oral history of Cape Coast” (field diary, 15 August 1998). The reason was that some parts of their historical accounts conflicted so sharply with the objective facts that the reliability of their discourse was questionable, and their history of Fetu Afahye was not very informative. Obviously, something had gone wrong with my approach, but I had no idea how to deal with the problem. Several days passed with no progress, and I was beginning to despair. But a new prospect appeared three days later (18 August), when I interviewed a divisional chief, Nana Kwamina Nimfa IX, in Antem village.

Nimfa IX explained many aspects of Fanti society, and what struck me most was his remark that an important objective of the Fetu Afahye festival was harmony and unity among individuals, military organizations, and ethnic groups. This was consistent with the appeal for peace made by the paramount chief at the festival, such as the one published in the journal Oguaa Fetu Afahye: “I hope that all citizens will cooperate to bring about peace, harmony, unity, and love in our various homes” (Afahye Planning Committee 1995:3). This idea, differently phrased but with the same implications, appeared in almost every issue of the journal. King-Gaisie, head of the administrative office of the Traditional Council of Cape Coast, also made the same point when I interviewed him. I asked what such a persistent emphasis on social unity implied; I had a strong impression that there might be something behind this statement, and I suspected that it might signify an opposite element in Fanti society—diversity. In retrospect, the interview with Nimfa IX played a crucial role in the later development of my research.

Sources on the history of Ghana (Boahen 1965b; Buah 1980; Claridge 1915; Graham 1994; Okyere 1997) later verified my idea; these sources revealed that the Fanti chiefdoms had experienced numerous riots and inter- and intrastate wars over the past several hundred years. Particularly noteworthy were the very frequent conflicts between military organizations called asafo companies. An asafo company is a military institution, originally intended to defend the state in interstate wars. The Fanti of Cape Coast have had seven asafo companies, distinguished by name, number, color, and emblem (figure 1). Historical accounts by some authors, such as Johnston (1963), and my own interviews with several Fanti made it clear that clashes between asafo companies were a cause of social disorder, even though these companies also fought as allies against their common enemies.

On 20 August, an interview with my assistant, Sheburah, about his ebusua (clan) drew my attention to one fascinating aspect of the Fanti social system. The Fanti have seven clans, and their descent is matrilineal; but asafo membership is based on patrilineal descent. Every member of the society, whether male or female, belongs to one asafo company in the paternal line and one ebusua in the maternal line. Thus the two lines of descent intersect. An important implication is that members of rival asafo companies can be relatives in the maternal line. Figure 2 shows an example: Fanti A and Fanti B are brothers by the same mother, of the Twidan clan, but by different fathers, one from Bentsir company and the other from Anaafo. These two brothers may become enemies if their companies clash. I had a feeling that this system of double descent is of tremendous significance for understanding Fanti society. Around the same time, I uncovered another clue. Kobia Minnah, captain of the Akrampa asafo company, commented in an interview that music has an important role in asafo activities and that asafo music includes many songs with warlike texts. I had an impression that the present anthropological issue might become an important ethnomusicological issue.


FIGURE 1A Nkum asafo company in procession. (Photos are by the author.)
[image: fig3_1]


FIGURE 2Intersection of the ebusua maternal line and the asafo paternal line.
[image: fig3_2]

By this time, my main interest had already shifted from the original topic—Fetu Afahye and ethnic identity—to a new one. I was beginning to formulate the issue as two opposing forces in Fanti society: schism and unity.




Inquiry: Opposing social forces

Now that I had decided to focus on this issue in my research, the next step was to collect supporting data. First, I tried to gather evidence for the social tendency toward schism. I went to the Central Regional Archives Office in Cape Coast to examine historical records of conflicts between asafo companies in this region over the past hundred years. The archives had numerous valuable official documents dating from the British colonial period. I was fascinated by this raw material, which conveyed direct information about what had happened in Cape Coast. A mass of documents grouped under “Cape Coast Native Affairs,” in particular, were of tremendous help to me.

One sheaf of papers, for instance, included an official letter by the commissioner of Central Province to the district commissioner of Cape Coast dated 5 March 1942 (Archival Record, ADM 23/1/932). This letter took up the question of disbanding asafo companies in the colony; the reason was that the governor was seriously concerned about several riots and other disturbances set off by members of the companies. Particularly in the coastal regions, the commissioner wrote, “these riots have frequently resulted in the loss of life, the number killed on one occasion being as high as 92.” This was taken as clear evidence of a social tendency toward disunity, though it is likely that the colonial government tried to take advantage of the disturbances to get rid of a possible military threat to its rule. Another frequent problem documented in “Cape Coast Native Affairs” was “chieftaincy disputes.” I found one example in a file on the “destoolment” of the paramount chief Francis Sinbad Bilson on 2 November 1916 (Archival Record, ADM 23/1/280). This file described the incident from its inception to the development of an intense feud between two factions of the royal family: Bilson was “destooled” by the assembly of chiefs for his “repeated misconduct,” but the case was taken into the provincial court at Cape Coast Castle by Bilson’s faction. Although the colonial government approved of his destoolment, the vacant chieftaincy became a focus of dispute between the two branches of the royal family, Kwonna and Efikessim.

Almost all the material I came across contained evidence of what I have called the social forces of schism in Fanti society. I spent several days at the Archives Office and made copies of hundreds of letters and papers. (Later, I visited the National Archives of Ghana in Accra and the Public Record Office in London, both of which also provided material that was as useful for my inquiry.) Several writings, such as Graham (1994) and Johnston (1963), also described clashes between asafo companies. The best-known is a battle between the Nkum company and six other companies in 1856, which destroyed almost the whole town of Cape Coast. Much evidence of chieftaincy disputes came from the people. A recent case involved Kwesi Atta, a new paramount chief who succeeded Kodwo Mbra V in 1998; that case was taken to court by the opposing faction and was still pending at the time of this writing.

On the other hand, the Fetu Afahye festival seemed to contribute in two ways to the social forces of unity. First, it gave the paramount chief an occasion on which he could, in his address at the ceremony, appeal officially to the public for peace and unity; this appeal, as we have seen, also appeared in the journal Oguaa Fetu Afahye. Second, certain details of the festival make such an appeal effective. Toward the end of the festival, the paramount chief and other chiefs are carried in procession in their palanquins (figure 3), cheered by thousands of people. This creates an image of the Fanti as socially united under one paramount chief.

The system of double descent also contributes to unity. Sheburah explained in a later interview that the matrilineal ebusua operated to deter conflicts between asafo companies: “Kobina Spio and I are both members of Twidan clan in the maternal line. We are relatives. But he belongs to Bentsir company and I belong to Intsin. So, when the two companies clashed, we would become enemies. But I would not fight with him. I would give him a sign to leave the place to avoid fighting” (interview tape GF98-5B). Interestingly, however, when I returned to Accra and read Double Descent among the Fanti by James Christensen (1954) at the University of Ghana, I was surprised to see that Christensen ignored this deterrent effect of the matrilineal clan.




Fieldwork: Further developments

At this stage, my greatest concern was how music making was related to these social forces. To me, it seemed obvious that there was a close relationship, because asafo companies had their own military bands and music was important in Fetu Afahye. I assumed that the asafo military drum ensemble would be related to the forces of schism and the royal drum ensemble fɔntɔmfrɔm to the forces of unity. I reasoned that asafo was a musical genre inseparable from the (often conflicting) companies, whereas fɔntɔmfrɔm was an important musical genre for the royal festival (figure 4), which promoted peace and unity; still, I needed to verify this. First of all, I ruled out the possibility of a relationship between sound structures and social forces. I had already learned asafo and fɔntɔmfrɔm drumming, but I could not find any perspective from which I would be able to explore connections between musical genres and social forces in terms of sound structure. Kobina Minnah’s earlier comment suggested to me that the connection should be sought in the song texts; the result, however, was a great disappointment. Analysis of fɔntɔmfrɔm song texts disclosed that they were mostly designed for entertainment and had no implications for social unity. I was deeply puzzled. I had no idea how to relate music making to the issue at hand.


FIGURE 3A chief in procession on his palanquin, cheered by the crowd.
[image: fig3_3]

A crucial moment came a week later (2 September), when I interviewed Sheburah once again about the song texts. I had already collected a number of texts for asafo and fɔntɔmfrɔm music, and what emerged from his interpretation of these texts was a contrast between the two genres. Asafo texts dealt with conflicts between asafo companies and related historical events, in order to raise morale. Some texts were highly provocative to other companies. The same was true of messages conveyed by a talking drum, the asafo-kyen. In contrast, fɔntɔmfrɔm texts created a different picture of Fanti society, describing life as full of joy and joking; the varied topics of these songs included Fetu Afahye, drummers, love affairs, praise of chiefdoms, and jokes about musicians. (A few texts are given in the appendix at the end of this article.) The important point—which I had missed earlier—was that although fɔntɔmfrɔm texts often dealt with jokes and “trivial” matters, such topics could provide entertainment at the festival and thus contribute to social unity by bringing people of different factions together. Sheburah put it as follows (interview tape GFM98-2B): “Asafo songs are ako ndwom ‘war songs’ and hũ ‘dangerous’, whereas fɔntɔmfrɔm songs are enyigye ndwom ‘entertainment songs’ and dew ‘sweet’.” Now it was clear that the two genres, asafo and fɔntɔmfrɔm, did correspond, respectively, to the social forces of schism and unity.


FIGURE 4Fɔntɔmfrɔm performance by royal musicians.
[image: fig3_4]

I was fascinated by this beautiful correlation between social forces and music in Fanti culture. But the story did not stop there. Toward the end of my fieldwork, the final ceremony of Fetu Afahye, the state durbar, took place, and I watched chiefs and asafo companies march in procession. What I observed then was quite different from what I have just described: asafo companies acted friendly to each other rather than being hostile. There was nothing that suggested tension or conflict. The traditional warlike asafo songs were rarely performed. What the asafo groups sang in procession were mostly church songs and “highlife” songs. Some members of the Bentsir company joined the procession of the Intsin company, wearing Intsin costumes and playing music with them (figure 5).

What had happened? Was my analysis altogether wrong? Or did my conclusion require some revisions? When I conducted feedback interviews with Sheburah, while watching the video recordings of the ceremony, the following facts were revealed: clashes between asafo companies had decreased significantly in the 1960s, and the long history of the asafo feuds ended in the mid-1970s. With the end of the conflicts, various new music and dance groups were formed within the companies.

These groups sing entertaining songs, such as church and “highlife” songs, when the companies appear at Fetu Afahye. Although the traditional ensembles remain, the new asafo groups are increasing in number. I see this social phenomenon as reflecting postcolonial changes. It seems that in recent years, the social forces of schism exist only in the chieftaincy disputes and no longer exist among asafo companies. This may indicate that Fanti society has been shifting toward unity as part of the general social change which followed independence. This shift has also involved changes in the traditional roles of the military organizations and the incorporation of new musical genres into their repertoire. I found this new idea very attractive; it suggested post-colonial themes for future research.


FIGURE 5A Nkum asafo company performing in procession.
[image: fig3_5]

My field diary dated 9 September 1998, two days before I left Cape Coast, reads roughly as follows:


Two opposing social forces have operated in the Fanti society of Ghana over the past few hundred years: one force tends to split the society into several factions and the other to deter schism and to unite various factions. The former force is found in the continual disputes over chieftaincy and the long-standing feuds between asafo companies. On the other hand, the latter force operates at the annual festival Fetu Afahye and in the matrilineal ebusua, in that the festival emphasizes the importance of peace and unity and the ebusua lessens the tensions between asafo companies by making members of the patrilineal companies matrilineally related to each other. These social forces find cultural expression in two important genres of music: the military drum ensemble asafo and the royal drum ensemble fɔntɔmfrɔm. Analysis of song texts reveals a contrast between the two genres. Asafo song texts generally deal with conflicts between companies, whereas fɔntɔmfrɔm song texts are mainly designed for entertainment and contribute to uniting different factions by entertaining them together on festive occasions. In recent years, however, a new development has been observed as a result of social change after independence. As the conflicts between asafo companies have ended and the society has been shifting toward unity, new music and dance groups have been formed within the companies to perform the genres of music more associated with social unity. The end of asafo conflicts and the subsequent rise of “new” genres of music provide another illustration of close connections between social factors and music making in Fanti society.








MY PLACE IN ETHNOMUSICOLOGY

During my field research, I was aware that schism and unity, though phrased differently by different authors, were one of the classic anthropological topics in African studies. Evans-Pritchard (1940) and Victor Turner (1957) in earlier years, and Eugene Mendonsa (1979) and Frederick Quinn (1980) more recently—to mention only a few—all inquired into this aspect of African societies. Mendonsa, for instance, shows in his analysis of Sisala society in Ghana that the fission of their patrilineage does not mean a negation of kinship; rather, the new group is incorporated into a more inclusive higher level of the segmentary lineage system. What can be viewed as a split actually indicates unity at a higher level in this social system. But what I do not find in these African studies is the link between such social structures and music making. My own ethnomusicological study will, I hope, help to bridge this gap (figure 6).

An attempt similar to mine can be found in another geographical area: this is Thomas Turino’s work (1989, 1993) on the Aymara in Peru. In his ethnography, Turino demonstrates the significance of what he describes as the “coherence” of social and musical styles. The Aymara social pattern is marked by a “solidarity/factionalism paradox.” The Aymara have a strong sense of group solidarity on the one hand, but on the other hand they show a tendency toward internal factionalism. Turino shows that these contrasting aspects of Aymara society find parallel expression in their music making.


FIGURE 6The author with John B. Crayner, cultural organizer and fɔntɔmfrɔm player, in Mankessim, Central Region, August 2000.
[image: fig3_6]

Turino’s analysis of Aymara society coincides with my analysis of the Fanti in two significant ways. First, in both societies there are two inherent contradictory tendencies—toward schism (“factionalism”) and unity (“solidarity”). Second, in both societies these tendencies are expressed in music making. There is, however, a considerable difference between the two societies. Whereas Turino’s analysis shows that the contradictory tendencies reflect and are reflected in the process of music making at a sonic, structural level, my research found a relationship between social practice and music making only at the semantic level. That is, Fanti society illustrates this coherence only with reference to song texts that reveal the contrasting aspects and sentiments of the culture (Tsukada 2001 b).






APPENDIX: SONG TEXTS

Asafo songs


Example 1



Mbofra nketseketse.

Mpanyin nketseketse.

Akyem bi resan me.

Na mennyi nan na matu.

Ɔyaa, Ɔyaa. Ɔdom nkɔsua a. Ɔyaa.

Yie a, yie a.




A small group of children!

A small group of elders!

Some birds are disturbing me.

I have no legs. I cannot chase the birds.

A crowd should carry him.

Okay, okay.





In this first song, a person named Ɔyaa calls upon elders and children and complains, “The birds are noisy. I want to chase them. But I cannot because I have no legs.” Another person hears this and says to the elders and children, “Carry him, then.” Here, Ɔyaa is described as a handicapped man who would not be able to fight in a war. When members of one asafo company sing this song to another company, the latter will understand that they are being compared to Ɔyaa. Thus the song is provocative.




Example 2



Abura, hɛnko edaano.

Yɛko. Yɛnsuro.

Bisa opanyi.

Yɛ ko. Yɛnsuro.




Abura people! Our fight the other day.

We fight. We do not fear.

Ask your elders (if you should fight).

We fight. We do not fear.





This song is based on a historical battle between the Nkum company of Cape Coast and a company of Abura. The members of the Nkum company sing this song to provoke the Abura people, saying that the Abura should ask their elders whether they should fight such a strong company as Nkum.



Fɔntɔmfrɔm songs


Example 1



Afahye aba o.

Oguaaman Aye yi.

Yaa, Yaa. Kwesi da. Kese da.

Yaa, Yaa, Ako o. Yaa, Yaa.




Afahye has come.

The state of Cape Coast is fine.

Yes, yes. Kwesi’s day! A great day!

Yes, yes. Repeat! Yes, yes.





This is one of a few songs whose association with unity may be explicit. It is a well-known song performed at the Fetu Afahye festival. “Kwesi” is a man noted for the contributions he made to the development of Cape Coast long ago. The general implication of the song is as follows: The festival has begun. Many people have arrived from afar to attend it. Our country is now in perfect shape. This is a great day, the day of the great man—Kwesi.




Example 2



Fa mpaboa bahyia me.

I am a boy, yie.

Fa mpaboa bahyia me.

Na nyinara ye mbosabo.




Put on your shoes and meet me.

I am a boy, yes.

Put on your shoes and meet me.

Many stones on the ground.





In recent years, “highlife,” a style of Ghanaian popular music, has been introduced into the fɔntɔmfrɔm ensemble. This song is one example. In it, a boy asks his girlfriend to join him in a “highlife” dance: “Put on your shoes and meet me”—that is, dance with me. “There are a lot of stones on the ground.”
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Southeast Asia


R. Anderson Sutton





Working as an Ethnomusicologist



Recording and Record Keeping



Informants, Teachers, Friends



My Scholarship in Ethnomusicology




My musical interests—like those of many other Americans growing up in the 1960s—developed in several directions. I heard not only a great amount of Western art music, top-forty rock and roll, Anglo-American folk music, and Broadway show tunes, but also early recordings of West African music (78-rpm disks made by Richard Waterman) and my grandfather singing Blackfoot songs he had learned during his many visits to the Blackfoot reservation in Montana. (A Philadelphia lawyer of British and Scandinavian background, he provided pro bono legal service for the Blackfoot and, he told us, had been made an “honorary” member of the Blackfoot nation.) My early formal training in music had been in choral music and classical piano. During my teenage years I abandoned the study of classical piano to learn folk guitar and, soon after, rock guitar and organ; but I returned to classical study as a music major at Wesleyan University, where, unsuspecting, I was to be hit full-force by the marvel of the world’s musical diversity.

My formal training in ethnomusicology began unexpectedly, as it probably has begun for many. In 1968, I was among the eighty or so undergraduates at Wesleyan enrolled in the introductory course in music history, during which the march of Western music history through the periods was suddenly interrupted for two intensive weeks devoted to South Indian classical music, under the inspired instruction of the late Jon Higgins. The music program at Wesleyan was so committed to what the faculty called “world music” (a term denoting an inventory of the worlds musical traditions, not the hybrid combinations of today’s “world music” or “world beat”), that even this standard course on Western music history took a radical detour to Madras to study raga and tala, vina (vīṇai) and mridangam, kriti and varṇam, and their cultural contexts. These two exhilarating weeks redefined my interests in music. Already intending to major in music, I determined at this point to explore “world music”—or “world musics”—including South Indian, in greater depth.

At Wesleyan I took academic courses in Indian civilization and North and South Indian music theory, and two years of lessons in vina from Kalyanakrishna Bhagavatar, a master musician from Madras. My music curriculum also included piano lessons and courses in counterpoint, piano literature, Schenkerian analysis, and electronic music (John Cage was in residence then); the world music survey (with Robert E. Brown and numerous visiting artists from around the world); and, during my senior year, beginning Javanese gamelan performance (with the late Prawotosaputro). I had heard this music periodically since my freshman year but had at first found it both confusing and rather uncompelling.


The work that many ethnomusicologists do involves imposing oneself as politely and congenially as possible in a hitherto unfamiliar musical situation, speaking with the musicians, reading what is available, learning through musical participation, making recordings for transcription and analysis, and writing up one’s findings.



Choosing graduate study in ethnomusicology over law school, I was offered a teaching assistantship at the University of Hawaii in 1971 and, at age twenty-one, found myself moving a quarter of the way around the globe and leading discussion sections with undergraduates of many diverse Asian and Pacific backgrounds, often on the music of their heritage. It was at the University of Hawaii—under the guidance of Barbara Smith, the founder of the program there; and two relatively new hires, Ricardo Trimillos and Hardja Susilo—that I cut my teeth as an ethnomusicologist. Along with training in how to teach undergraduates about unfamiliar musics, I had seminars in ethnomusicological theory, field methodology, and particular traditions (Javanese gamelan, Japanese theater music); courses in performance (Hawaiian chant and hula, Okinawan uta sansin, Javanese gamelan); and, along with all the graduate students in the ethnomusicology program, courses in languages and area studies. Despite my earlier interest in Indian music, the presence of Hardja Susilo and the rare opportunity to study Javanese language (offered as a course there for the first time that year) propelled me toward a specialization in the music of Java, an interest that has sustained me now for thirty years. I also took Dutch in order to be able to read historical sources on Indonesia.

The proseminar in ethnomusicology, taught by Barbara Smith, had all eight of the new ethnomusicology graduate students reading Bruno Nettl’s Theory and Method in Ethnomusicology (1964), Alan Merriam’s The Anthropology of Music (1964), and Mantle Hood’s new work The Ethnomusicologist (1971). Each of us conducted a semester-long field project in the community, writing up results in a lengthy paper and presenting a distillation or portion in a formal conference at the end of the semester. I joined an Okinawan music study group, attended rehearsals and a recital (“music party”), made recordings, took photographs, and conducted interviews.

This model, modified and expanded, remains “the work” that I, and many of my colleagues, continue to do. It involves imposing oneself as politely and congenially as possible in a hitherto unfamiliar musical situation, speaking with the musicians, reading what is available, learning through musical participation, making recordings for transcription and analysis, and writing up one’s findings within the frame of theoretical issues of interest to (1) the scholarly world of ethnomusicologists, (2) scholars of the area or “culture” studied, and (3) the musicians of the area or “culture” in question.

Like many of my fellow students, I was fortunate in being able to conduct research over an extended period (ten months in central Java) before writing my master’s thesis at the University of Hawaii. My entry into the musical world of central Java was smoothed by two major factors. First, I had studied one year of Javanese language and two years of Indonesian beforehand and could carry on conversations fairly easily in the latter. Second, unlike many first-time researchers, I was part of a large study group, led by Hardja Susilo and Ricardo Trimillos, and thus was among more than twenty fellow students as we all made adjustments to living and studying in Java for ten weeks during the summer of 1973. I returned to central Java without the large group six months later to complete my master’s research, having already established the contacts and made many of the musical acquaintances I needed for the project—on the Javanese gambang (xylophone) and its music. I worked closely with three musicians of different aesthetic orientations and wound up basing most of my thesis on the playing and explications by Suhardi, a fine all-around gamelan musician who went on to become the director of the gamelan musicians at the national radio station in Yogyakarta. As advised by the faculty at Hawaii, in my thesis I aimed at description first, with theory “growing out of the data.” (The intellectual world of anthropology and ethnomusicology has since raised doubts about this sort of approach, based as it is on a presumed but elusive objectivity.) Thus, I aimed at answering questions about Javanese music and testing Javanese musical theories by analyzing performances I had recorded and transcribed.

Following the completion of my thesis (Sutton 1974), I taught music courses as a lecturer in 1975–1976 at the University of Hawaii and at Windward Community College in Kaneohe, including “Music in World Cultures” (a survey), “Music in Modern America,” and “Introduction to Western Music History,” as well as Javanese gamelan performance. In the summer of 1976 I participated in an eight-week workshop on Okinawan music at the University of Hawaii, with four visiting artists from Okinawa (this resulted in an article on Okinawan drumming published in 1980).

Pursuing my doctorate at the University of Michigan in 1976, I was to have my intellectual horizons widened and my assumptions challenged first and foremost by my adviser, Judith Becker, and by the linguist Alton Becker, not only through exposure to their own interpretive and linguistic approaches but also through their guidance in reading works of interpretive cultural anthropology (especially by Clifford Geertz and others) and oral tradition (especially by Albert Lord and Walter Ong), and works by Javanese theorists (especially Martopangrawit and Sindusawarno) and other scholars who focused on Indonesia (especially Benedict Anderson and James Peacock). I continued to study Indonesian and Javanese and took an intensive year of Dutch aimed specifically at reading scholarly Dutch. As I worked my way through various courses in Western music history and theory in preparation for doctoral preliminary exams, I also prepared for a more theoretical dissertation. Again I chose to conduct my research in Yogyakarta, working primarily with the same musicians I had studied with earlier. The result was a dissertation (1982) that explored and theorized about the nature of variation in Javanese gamelan music, which I interpreted (perhaps too easily) as an aesthetic manifestation of certain deep-seated cultural values: steadiness, limited adventurousness, and group harmony over individual virtuosic display. In retrospect, although these values and their connections to the music were often suggested, indirectly or even explicitly, by musicians and other Javanese, they indicate a cultural essentialism that recent thinking has found highly problematic—simplistic and potentially dangerous in its sense of Javanese “otherness.”

Of the many teachers with whom I was privileged to study, I identify six who were especially influential with regard to my professional development: Barbara Smith, who stressed ethics and hard work from the very beginning; Ricardo Trimillos, who helped me to understand the personal dynamics of cross-cultural research; Hardja Susilo, whose long experience in the United States made him an ideal intermediary and who not only taught me much about Javanese music and dance but smoothed the path for my study and residence in his native Java; Alton Becker and Judith Becker, whose insightful interpretations of Javanese arts and aesthetics inspired much of my own research, beginning in 1978 with my first published article, on variation in Javanese gendèr (metallophone), and continuing through my dissertation and many subsequent articles; and Suhardi, a musician of consummate skill not only as a performer but as a creative thinker and explicator of Javanese gamelan performance as it evolved from the 1960s through the 1990s.


WORKING AS AN ETHNOMUSICOLOGIST

After my first field research working with Okinawan musicians in Honolulu in 1971, nearly all of my ethnomusicological work has involved extensive fieldwork, and nearly all of that has been in Indonesia. During most of 1974 I lived in a small house in the heart of Yogyakarta and set up a weekly schedule of activities. On Mondays and Wednesdays I spent a good part of the day at Suhardi’s home, where I took lessons in gambang and gendèr and talked about gamelan music theory and his experiences as a musician. His wife, an accomplished pesindhèn (female singer), occasionally sang during my lessons and also provided us with a meal. On Mondays I would arrive in the afternoon and stay through dinner, after which we would ride our bicycles to the “Uyon-uyon Mana Suka,” a weekly gamelan concert broadcast live by the Yogyakarta branch of the national radio station (RRI), in which Suhardi performed. Once or twice a week, I also participated in rehearsals and occasional RRI broadcasts of gamelan music with two amateur groups led by Suhardi: Ngudyo Wiromo and Hudyana Widya Mardawa. These rehearsals and broadcasts gave me an opportunity to play the gendèr and gambang parts I had been learning from Suhardi (figure 1). On Tuesdays and Thursdays I took lessons in drumming and gambang at the home of Prajasudirja, a former RRI musician who also taught gamelan music at several performing arts high schools. These lessons lasted from one to two hours. On Fridays I took lessons on bonang (a gong-chime) at the home of Sastrapustaka, who lived down a small alley just across the street from my house (figure 2). He was in his sixties, a kind and gentle person who knew much about Yogyakarta palace culture, often borrowing books from the palace library (where he was an official court servant) and helping me learn to interpret them. I had lessons in the morning and would usually return on Friday evenings, from about 8:30 to 11:30, for a weekly rehearsal that Sastrapustaka held in his living room, a modest space filled almost entirely with his sléndro (five-tone) gamelan. In an effort to gain fluency in Javanese, I took private lessons in conversational Javanese twice a week (on Saturday and Tuesday afternoons) and insisted on speaking Javanese as much as possible during my lessons and other encounters with Javanese.

When I returned for doctoral research in 1979, I took the same approach—private music lessons, participation in several amateur groups, lessons in Javanese language, and attendance at performances and rehearsals (figure 3). The relationships I had established in 1974 and had maintained through correspondence, particularly with Suhardi and Sastrapustaka, were very solid. Although I recorded and studied with others as well, my return to work with these same teachers was a strong indication of my commitment to them as instructors and to the serious study of Javanese gamelan (figure 4). For my doctoral research, however, I traveled more widely, beginning to explore different regional styles of gamelan music (which, after further research in the 1980s, became the subject of my first book). I also interviewed local scholars in related fields: literature, anthropology, and history. And in order to gain a historical perspective on the tradition I was examining, I spent some of my time in libraries, reading, transcribing, and photocopying manuscripts, treatises, books of notation, and other works by Javanese and Dutch scholars.
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FIGURE 1The author playing gendèr at the national radio station (RRI) in Yogyakarta, August 1974, with members of the music group Ngudyo Wiromo (Narimo and Sukadji), directed by his teacher Suhardi (not shown). Photo by Sukardi.
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FIGURE 2One of the author’s gamelan teachers, Sastrapustaka, demonstrating bonang technique in his living room, Panembahan, Yogyakarta, June 1974. Photo by the author.
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FIGURE 3Left to right, the author, Brian Dumaine (his brother-in-law), Peggy Choy (his wife), Hartono and Nugroho (his children), and Suhardi, September 1979. Photo by Caroline Sutton Dumaine.
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FIGURE 4Suhardi; his wife and children, Istinah, Jumadi, Rusmi; and the author, departing after fifteen months of fieldwork, at Adisutjipto airport, Yogyakarta, May 1980. Photo by Peggy Choy.

On subsequent trips to Java in 1983, 1984, 1986, 1989, and 1991, I stayed for shorter periods (one to three months) and focused on a specific research topic each time. I continued to consult my former teachers but now spent most of my time traveling to different locales in central and eastern Java, observing performances, and interviewing musicians (and not taking lessons). During my longer stays in the 1970s I had made occasional use of local libraries but had devoted most of my time to direct observation, conversations, and lessons. On the subsequent trips I spent more time in libraries, seeking contemporary and historical sources related to Javanese music and its contexts of performance. Some of the sources were in Javanese script, handwritten and printed, others in Indonesian or in Dutch.

In 1993, my interests in Indonesia’s cultural plurality and my awareness of a lack of scholarship on performance outside the Javanese-Balinese-Sundanese mainstream led me to shift my main research site to the Makassar region of South Sulawesi. I arrived with little knowledge of local musical practice and with the names of only two contacts. Through these first two individuals (Mukhlis Paeni and A. Halilintar Lathief), I was able to meet many local musicians and dancers, attend numerous rehearsals and performances, and be accepted formally as a student of Abdul Muin Daeng Mile, one of the area’s top drummers. Yet from the beginning this was a kind of fieldwork very different from the research I had conducted in Java, particularly on my two long trips in the 1970s. Each year in the 1990s, I was able to stay only for one to three months at a time and was busy every day with many activities, especially interviews. Although I studied drum in long sessions, interspersed with wide-ranging conversation and often a meal, I was not trying to attain a professional level of performance in preparation for teaching Makassarese drum ensemble music (with shawm, gong, and slit gong) in the United States. I took language lessons in Makassarese but devoted much of the lesson time to working on translations of song texts and discussing local performing arts terminology, rather than attaining conversational fluency. Here I expanded my inquiry beyond my initial interests in distinctive local traditions to observe and interview pop musicians, owners and technicians of local recording companies, and radio and television staff members. I was concerned primarily with the cultural politics of this area—how local musicians and dancers position themselves relative to others in the province of South Sulawesi and relative to the larger world of Javanese-dominated Indonesia and the international community.

In 1998,1 initiated research on musical arts on Indonesian television, particularly popular music (live shows and video clips), from MTV to regional music in Java and South Sulawesi. A day of research now finds me at television studios, in executive offices, reading television tabloids, chatting with people about their television viewing habits, and (of course) watching and dubbing music television shows.

In addition to my research in Indonesia, I spent several short periods of research in Honolulu, resulting in publications on Okinawan drumming (the article mentioned earlier), the history of Okinawan music in Hawaii, and Korean music in Hawaii. These were based on lessons and interviews with musicians (and dancers) who lived in Hawaii and on my archival research in Honolulu.




RECORDING AND RECORD KEEPING

At many of my lessons in Java and South Sulawesi, I used a small Sony cassette recorder to record individual parts and some conversation, but most of my verbal documentation has been in the form of note-taking. I entered all my jottings from lessons, performances, interviews, and subsequent reflections in chronological order in a field journal cum personal diary. I tended not to write long personal entries, other than reflections on my research, though I tried to force myself to write at least something every day and to keep at least a cursory record of my activities other than research. These I supplemented in Java with several books in which I compiled notation of the main melody (balungan) for Javanese pieces, organized by tuning system and by pathet classification. These books were essential for participation in the study groups I attended. In thin books of graph paper, I made transcriptions of parts I had recorded at lessons, though these were for analysis and private practice and were not used in performance or group rehearsals. In addition, I kept a separate notebook for language study, consisting mostly of word and phrase lists in Javanese or Makassarese with definitions in a mixture of Indonesian and English.

The following excerpts from my field notebooks offer a taste of my approaches to writing in the field. The first three excerpts are from my first full year of gamelan study in Yogyakarta. The last is from a hectic day in Jakarta, which I spent telephoning and interviewing people to discuss music television there. I have added some explanations and translations in brackets.


1. Lesson on gendèr with Suhardi (4 March 1974):

Damping is a problem. My left hand is too eager to stop the keys. Mas Hardi [Suhardi] lets one ring until he has hit several others in fast playing, then remembers he has not damped it and does so. This makes the part more audible. He said the hands must not constantly rest on the keys but be above so that there is more sound when the keys are struck. He warned me that people whose wrists bend a lot are not such good gendèr players. The wrists must be loose, but don’t damp too soon. Staccato should be only where it is specific to the pattern.

2. Before a bonang lesson, Sastrapustaka talks about the music for the sacred Bedhaya Semang dance (17 March 1974):

Pak Sas [Sastrapustaka] told me of G endhing Semang, which he just made a copy of after a sajèn [offering] was performed. The gérong [choral vocal part] tells of Ratu Kidul’s love affair with Sultan Agung, and as such is a sacred piece. It lasts three hours and is forty-three pages (three books!) in transcription. The old niagas [gamelan players] were afraid to rehearse it at first but after two times with no ill effects they were no longer afraid. The old dalangs [puppeteers] who air wayang [shadow puppets] were startled and were all talking about it. Pak Sas said the book containing the notation was old and covered with dust, and he scarcely dared open it even after asking the head gamelan musician. Another sajèn was performed after Pak Sas’s transnotation was completed. It has been rehearsed now six times.

3. Two brief reflections on rasa ‘feeling’ and gambang (a xylophone) by Suhardi (8 April 1974) and Prajasudirja (16 April 1974):

First, for Mas Hardi there is a difference between happy (gembira) pieces and classic pieces, even for gambang. For instance:
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But in essence, [these are] the same pattern. It is the similarity in Javanese music which leads to the importance of small differences, such as this.

Second, according to Pak Praja [Prajasudirja], the gambangan [part played by the gambang] is the same for classic and happy pieces: gambang biasa [normal gambang] except for the use of fewer variations. Feeling comes from the piece itself, not gambangan. This is contrary to Mas Hardi’s view! Is it old versus young? [Prajasudirja is in his sixties, Suhardi in his thirties.] Yogya versus Solo? [These are two rival court traditions of Yogyakarta and Surakarta.]

4. An afternoon in Jakarta (11 August 1999):

I call Djaduk on a hand phone. [Djaduk Ferianto is a popular composer and performer of experimental music using mostly indigenous instruments; like many young stars and businesspeople, he carries a cell phone, in Indonesia called hand phone.] He is in Yogya but heading back to Jakarta for RCTI’s [private television station’s] HUT [Hari Ulang Tahun—anniversary] and Dua Warna [Two Colors—the name of a television show featuring a mixture of Djaduk’s music with pop music by various stars]. I mention Suhardi [my gamelan teacher] and MSPI [Masyarakat Seni Pertunjukan Indonesia—the Indonesian Performing Arts Society, whose scholarly meeting I am planning to attend the following month, in Bali], and he becomes very apologetic and defensive. [He tells me that] he is not a purist, not an “art for art” guy but interested in art for masyarakat [society, the people]; he wants to merubah iklim pergaulan dalam kesenian [change the atmosphere for interaction in the arts]. His Kua Etnika [As if Ethnic—the name of his music group] will perform at a percussion festival at TMII [Taman Mini Indonesia Indah—a cultural park on the outskirts of Jakarta] on 16–17 September. He seems sure that MSPI members are against his commercial and experimental approach to music. He also mentions Harry Roesli [a politically active experimental musician based in Bandung] as a big influence on him.

The connection is cut off, and I am late for my appointment with D. Tumiwa, so I head there (Gedung Perfilman Indonesia, Lantai III). I interview Danny [Tumiwa] at [the Indonesian offices of] MTV at 3:00 P.M.—he is very gracious and articulate. It has been a great year for MTV—the staff has many ideas for expansion, and MTV still has one and a half years of contract with AN [ANteve, the private television station that carries terrestrial broadcasts of MTV Southeast Asia daily]. He eventually wants a twenty-four-hour channel for MTV Indonesia. Here are notes from my conversation with him: Sony launches a new label for dangdut [a form of lowbrow Indonesian popular music]. Warner Music already has a dangdut album by Cici Paramida (album—Wulan Merindu or Wulan Asmara?). UI seminar [on dangdut] at Fakultas ISIP [University of Indonesia seminar at the Sociology and Political Science Faculty], 250 attendants, Elvy Sukaesih sang a few songs. “MTV tidak pernah subtitle” [MTV never subtitles]. Sarah [Sechan] and Jamie [Aditya] announcers for MTV Salam Dangdut [new MTV Southeast Asia show devoted to dangdut, formerly eschewed by MTV as too unsophisticated]. MTV Asia split to MTV Southeast Asia and MTV Korea as of 1 January 1999. Leads to much faster decision making.



Obviously, research on the media industry and popular culture yields a different kind of field notes or, more accurately, a different feel. My relatively short periods of research on television (three to four weeks at a time) have been compensated for by my determination to fill every day with as much activity as possible, resulting in a disinclination to write much in the way of reflection in my field notebook. Yet I still try to document what I have learned in interviews, describing performances. And the notebook continues to be, in my estimation, the single most valuable item at the end of any field trip.

Most of the audio recordings I have made, in Java and South Sulawesi, have been for study rather than for commercial release. Primarily, this has meant recording my teachers at lessons or sometimes assembling a small group to perform pieces I wished to have for future study. In Java in 1974, after my first month of attendance at the weekly RRI broadcasts, I received permission from the musicians and the radio personnel to record these sessions with my monaural Sony casette recorder. I usually sat near the gambang or gendèr and was thereby able to record these “soft” instruments relatively clearly within the thick texture of the overall ensemble. I seldom attempted to make more balanced recordings of whole ensembles in concert in Java, although I brought a Uher stereo recorder with two fine Sennheiser cardioid microphones in the 1970s and a Sony Walkman Pro and Marantz PMD 430 with Sony electret condensor microphones in the 1980s and 1990s. The commercial cassette industry was booming from the 1970s into the early 1990s in Java, with what seemed like a new release almost every week of gamelan pieces by top groups and of the many varieties of theater accompanied by gamelan (wayang kulit, kethoprak, wayang orang, and so on).

In South Sulawesi, where the local recording companies have concentrated on popular music with Western scales and harmonies, I recorded more widely, either at sessions I arranged, or, with permission, at rehearsals and performances. I also used a Sony Handycam Hi-8 video camcorder to record performances and rehearsals of local music and dance. A compact disk to be packaged with my forthcoming book on South Sulawesi contains a number of the sessions I recorded, along with selections of local popular music from commercial cassettes.




INFORMANTS, TEACHERS, FRIENDS

The basis of my fieldwork has been personal interactions beyond those of interviewer and interviewee or student and teacher. The long hours I spent with Suhardi—formal “lesson” time, eating, and attending weekly broadcasts—enabled me to establish a very close relationship, which continued until his death (in August 2000) and was in a sense ambiguous, involving both the distance between student and teacher and a deep friendship. I would not claim this kind of friendship with any other of the musicians I have known, though my drum teacher in South Sulawesi, Daeng Mile, and I have shared a lot (figure 5). From my first extended period of interaction with Suhardi in 1974, I was aware of the structural imbalance in a relationship between myself, a comparatively well-funded foreign researcher seeking an advanced degree, and a poorly paid older musician (Suhardi was ten years my senior). Add to this our different postcolonial experiences as a white from the West and a Javanese in the Netherlands’ most famous former colony. To some extent we navigated through these contrasts by means of humor, self-effacement, and an evolving familiarity and concern for each other’s families. (My wife also studied rebab and singing with Suhardi in the 1970s, before we were married and later when she accompanied me to Java while I was doing my doctoral research.) However complicated my relationship with Suhardi was, we came, through extended interaction, to know each other deeply, learning much from one another that went far beyond music. We spent hours talking about matters of health, particularly after he was diagnosed with diabetes in the late 1980s. Earlier, we often talked about sports and leisure time. For example, we shared a passion for fishing, although we come from radically different fishing traditions. I did my best to explain to him the practice and philosophy of fly fishing; he took me several times to nearby rivers where, with bait, we caught small local fish for dinner. He taught me serious badminton, which we played (and at which I almost always lost) after nearly every lesson during 1979–1980.
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FIGURE 5The author taking notes at a drum lesson with the master musician Abdul Muis Daeng Mile, at the latter’s home in the village of Kalaserena, Gowa, South Sulawesi, August 1996. Photo by Daeng Bombong.

As I began to work in other parts of Java, in South Sulawesi, and most recently among television technicians and popular musicians in Jakarta and elsewhere, I continued to visit Suhardi on every trip to Indonesia, take part in his Sunday rehearsal, and add a little to my knowledge of Javanese gamelan music. He told me frankly that I could learn much more, but he seemed to understand that the nature of my research compelled me to go beyond Javanese gamelan as he knew and practiced it.

The other teachers I worked with in Yogyakarta—Sastrapustaka and Prajasudirja—were both much older than I. Our interactions were mostly limited to music, with me listening and watching, then imitating; we would then discuss aspects of performance practice and theory. With Sastrapustaka, though, discussion sometimes roamed more widely, often including historical and literary sources.

A second Javanese musician with whom I felt rapport from our first meeting, in 1983, is Rasito, who is almost exactly my age (less than a year younger) and has contributed greatly to my knowledge of gamelan practice in the Banyumas region. Despite a grueling schedule of teaching at the local high school of performing arts (SMKI Banyumas) and drumming for the region’s most popular and most active shadow puppeteer (Ki Sugino), Rasito found time not merely to answer my questions but to do his best to bring me into his musical world. Now, fifteen years after my research with him, we write and occasionally talk on the telephone; and twice during the 1990s he was able to come to the United States to teach, once for eight months with me at the University of Wisconsin-Madison. (I had suggested that Suhardi be invited as a visiting artist at the University of Michigan during my doctoral study there, but he declined the offer, citing his extreme apprehension about traveling even in Indonesia, let alone about living abroad for a semester or a year in a place where the temperature might dip below 18 degrees Celsius.)

My decision to take on an extended research project in South Sulawesi in the 1990s has no doubt struck the Javanese with whom I worked and studied as a curious development. With so much more to learn about Javanese music, gamelan and other genres, why my sudden focus on Makassarese music? These musical genres, though admittedly “Indonesian,” seem quite strange to many Javanese, particularly those most devoted to gamelan music. And to some extent, I sense that performers I have come to know in South Sulawesi may be wary of my extended earlier study of (and thus my devotion to) Javanese music and my continued involvement with it as a teacher and writer. Yet my encounters with Daeng Mile in South Sulawesi have been unencumbered, it would seem, as he has worked with me on the difficult repertoire of drum music for Makassarese ritual and dance (pakarena and salonreng). Although I have made no pretense of starting a study group or of performing Makassarese music in public in the United Staes, he has consistently tried to help me understand the complexities of his music, commenting politely on my progress without pretending that my level of proficiency merits public display. Although my comings and goings constitute rather unusual behavior for a student, he has always been willing to pick up where we left off the previous year and to push me as far along as our period of lessons allows. Like Suhardi, Daeng Mile is formally my teacher, and I am formally his student. We are almost the same age (he is one year my senior), but again the difference in status is vast, in terms of formal education and wealth. We have conversed extensively about a range of matters beyond music, from personal family concerns to local and global politics.




MY SCHOLARSHIP IN ETHNOMUSICOLOGY

When I began research on Javanese music, I did so in part because ethnomusicologists seemed to have emphasized other regions. Kunst’s study of Java had taken place mostly in the 1920s, though the English-language version of his monumental Music in Java did not appear until 1949. Hood’s book The Nuclear Theme as a Determinant of Patet in Javanese Music (1954) had appeared five years later. There had not been a major study of Javanese music in nearly twenty years, although Judith Becker’s dissertation (1972) was under way and appeared during my graduate studies. My own early work, for my master’s thesis and for my dissertation, involved close scrutiny of current musical practice, situated in the social and aesthetic world articulated by the Javanese. My first article dealt with the aesthetics of variation in gendèr playing (1978), using a structuralist grammatical paradigm directly inspired by Alton and Judith Becker’s soon-to-be published grammar of Srepegan (1979 [1983]). In 1979, in an article that was a revised chapter of my master’s thesis, I discussed two notions of underlying melody in Javanese gamelan playing: the lagu ‘melody’, a concept I had learned from Suhardi; and the lagu batin ‘inner melody’, described by Sumarsam in an article (1975) and in his subsequent master’s thesis (1976, 1984).

Most of my publications in the 1980s related either to variation in central Javanese gamelan music or to Javanese regional gamelan traditions. The former included articles derived from my dissertation, on variation and composition (1987) and on individual variation (1988a). These issues can also be found in Kunst (1949 [1973]) and Becker (1972 [1980]). My regional focus resulted in articles on gamelan music in Yogyakarta (1984), in three regions peripheral to the mainstream court-derived traditions (Banyumas, Semarang, and East Java; 1985a), in the Banyumas region (1986a, 1986b), and as represented in the cassette industry (1985b). With these and a working paper on East Java (1988b), I laid the groundwork for my book Traditions of Gamelan Music in Java (1991). The articles and the book were intended to draw attention to the plurality of Java’s regional traditions, largely ignored in what was by then becoming a substantial body of scholarship on Javanese music. Beyond detailing divergent traditions in central and eastern Java, I explored the educational and media institutions that reflected and perpetuated some differences but effaced others. Other scholars, drawn by active performance experience in gamelan study groups in the United States, Europe, and Australia, as well as Javanese musician-scholars (especially Sumarsam, Sri Hastanto, and Rahayu Supanggah), greatly expanded the scholarly discourse on Javanese music in the 1980s and 1990s. The scholars whose work is most closely related to my own focus on performance practice and variation, going well beyond my dissertation, are Brinner (1995) and Perlman (1993); their studies in turn helped shape my article on Javanese improvisation (1998).
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FIGURE 6The author giving a talk on popular music and politics in Indonesia, at a conference, “Performativity in Contemporary Indonesia,” at the University of California at Riverside, 21 May 1999. Photo by Steve Walag/UCR Photographic Services.

My decision to conduct research on South Sulawesi was a next step in moving my focus away from the center and eventually away from Indonesia’s national center altogether. An explosion of literature in anthropology and ethnomusicology on hegemony, nationalism, and identity politics made South Sulawesi an especially attractive site from which to observe the politics of culture in Indonesia and the role of the performing arts (music and dance) in local transformations. The issues include a “festivalization” of culture, a secularization of the performing arts, attempts to reclaim the spirituality of these arts, the use of officially sanctioned frameworks (such as the national independence day) for performances by the opposition, the persistence of aesthetic power in local forms, and the role of local and national commercial media (recording and broadcasting) in shaping local arts, including pop music. With very little available in anything other than Indonesian language on the arts of this region, it has been necessary to provide some basic description, but the emphasis of my study has not been to reveal unique local musical practice in detail. Thus my approach has differed from that of two ethnomusicologists who have contributed greatly to knowledge of Indonesia outside Java and Bali in recent years: Margaret Kartomi (who has written many journal and encyclopedia articles and issued recordings) and Philip Yampolsky (primarily through his twenty-volume set of extensively documented compact disks, Smithsonian Folkways 1991–1999). I chose instead to concentrate on one area (the Makassarese region of South Sulawesi) and to situate the music and dance of this area in the contentious world of power hierarchies, as local artists vie for international, national, and local recognition. Though not specifically modeled on or inspired by any particular earlier work in ethnomusicology, my study of South Sulawesi has drawn inspiration from Timothy Rice’s May It Fill Your Soul (1994), Thomas Turino’s Moving Away from Silence (1993), Mark Slobin’s Subcultural Sounds (1992), and Peter Manuel’s Cassette Cultures (1993), as well as from writings by Veit Erlmann, Jocelyne Guilbault, and Christopher Waterman.
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FIGURE 7The author with masked dance (topeng) students and villagers, in Glagah Dowo, Tumpang, Malang District, East Java, July 1986. Photo by Mohamed Soleh Adipramono.

My newest research focuses more on the media industry and investigates cultural flows between the global, national, and local levels. I am among a rapidly growing number of ethnomusicologists, not to mention anthropologists and cultural studies scholars from various other disciplines, who are interpreting the electronic media—content, production, and reception—within and across social and political boundaries (figure 6). When I look back to what drew me to ethnomusicology and to my formal training at Wesleyan, the University of Hawaii, and the University of Michigan, I would hardly have predicted that I would spend my research time interviewing television producers, technicians, and pop stars. Nevertheless, my grounding in technical knowledge of musical styles and in ethnographic method continues to serve as the basis for my research.
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Today, at a time when we are poised on the edge of a digital revolution in computer technology, changes that enhance and challenge our work as ethnomusicologists engage our attention. They are new, but they are not totally unlike the changes that took place when I was doing my doctoral research twenty-five years ago: then, we felt excited about being able to take black-and-white video recordings on a reel-to-reel device. We are also involved in shifts in disciplinary boundaries that tantalize us with new possibilities. This moment provides an opportunity to ponder and characterize the styles and themes that have become part of our work. Differences abound among those who call themselves ethnomusicologists, but certain common threads bind us together.


BEGINNINGS

My introduction to a career in ethnomusicology began long before my formal education at a university. This engagement started inconspicuously—in fact, I was not aware of it at the time—when I was enculturated into Kpelle life in Liberia, West Africa. As a young girl, I walked the forest paths to the rice farms, sat with other young girls at the edge of town when they graduated from the Sande “secret society,” watched the music and dance performances, and absorbed the pulse of everyday life and, on occasion, ritual life. These experiences took place on weekdays after I had finished my Western home schooling in the village of Yanekwele, where my father headed a language training and translation center for the Lutheran Church in Liberia. From about 10:30 A.M. onward, I lived in the Kpelle world—speaking, eating, and always attempting to imitate the life. For I wanted to be part of the Kpelle world, in part because I knew no English-speaking children of my own age except my brother and sister. I learned to speak the Kpelle language without consciously realizing that I had done so.

When I was an adolescent, my parents, quite wisely, realized that I also needed to be socialized into the Western world and sent me to live with relatives in the United States so that I could attend high school, there being no American or international school in Liberia at the time. During my high school and college years, I learned to appreciate and perform Western art music. I sang in Mozart’s operas, Handel’s Messiah, and Orff’s Carmina Burana. Several years later, I moved to New York to further my training in voice; there, I learned—through a newspaper ad—of an ethnomusicology course that was being offered by Rose Brandel at Hunter College. Though I knew nothing about the field, I was intrigued.

My first course in ethnomusicology brought my interest in Africa together with my engagement in music. I knew quite soon that I had found a focus for my life, and I began to study for a master’s degree with Professor Brandel, a protégé of the comparative musicologist Curt Sachs. I also enrolled in graduate courses in anthropology and linguistics. This was a heady period of discovery, as I also found a compatible group of fellow students with whom I have had many years of friendship and collaboration: Ronald Smith, with whom I later taught at Indiana University for nearly twenty years; Roberta Singer, who has worked with City Lore in New York for many years; Caroline Card Wendt, who taught at the University of Indianapolis until recently; and Patricia Matusky Yamaguchi, who taught in Malaysia and sent students to Indiana University for further training.

Our training with Rose Brandel focused on intensive sound analysis, ranging from Bulgarian dance music to Central African ritual performance. We learned to apply a Western sound grid to these wide-ranging musics.

By the second semester I had developed a plan to write my thesis on the music of the Kpelle people, and I conceived of it as a survey because no previous studies had appeared in the literature. I needed to carry out fieldwork in Liberia. So in the summer of 1970, my husband and I boarded a Pan American flight to travel to the site of my first fieldwork. In some ways, this trip to Liberia was a return home—I contacted many of the people I had known. But I also plunged into a whole world that I had never known before. The specialized knowledge and vocabulary of music were new. Verlon, my husband, was a partner in all this, as he was responsible for making the recordings and photographs. As I reentered that space and tried to sort out and assimilate a world that was both familiar and strange, I actually dreamed in Kpelle at night. Twelve years of absence had to be bridged; but after six weeks of absorbing life in central Bong County, I was once more familiar with my childhood home and was, as well, developing an entirely new perspective.

I completed my M.A. at Hunter College and, following the lead of my classmate Ronald Smith, applied to Indiana University to study for a Ph.D. Roberta Singer and Caroline Card Wendt followed in short order. To these fellow students were added new colleagues, including Carolina Robertson and Steven Feld. When I began my study in 1972, my horizons expanded yet again. For there were three ethnomusicologists with whom to study, representing somewhat different perspectives: Alan P. Merriam emphasized the anthropological approach; George List favored sound analysis, taking a special interest in transcription, but grounded in fieldwork; Charles Boilés brought linguistic models to the study.

During my first semester as a student at Indiana University, Merriam’s course “Arts in Anthropology” opened to me the world of social scientific interpretations of the arts. We also became enthusiastic about approaches we picked up from other academics at Indiana University, such as semiotic-cybernetic communication theory and symbolic interaction. Paradigmatic structuralism was the buzz of academic meetings. We bonded during the rite de passage, otherwise known as George List’s course “Transcription and Analysis,” and to this day I remember the now legendary examples, such as “Streets of Laredo,” that we attempted to represent on paper. Charles Boilés’s course “Paradigms in Ethnomusicology,” which might better have been called “Linguistic Paradigms in Ethnomusicology,” taught us how to create generative grammars and branching tree diagrams for music performances. Our classroom discussions spilled over into weekends, evenings, and parties. Well-known scholars gave lectures, and we were able to query Bruno Nettl, David Ames, John Carrington, Francis Bebey, and Mantle Hood directly.

By 1975 I returned to Liberia for extended dissertation research supported by a joint Fulbright-Hays and Social Science Research Council grant. I arrived with a minor in African studies and with intermediate-level competence in Bambara, the trade language of Liberia and other parts of West Africa. My dissertation research proved to be a life-changing period that lasted a year and a half. I moved ever deeper into Kpelle music and culture as I listened, watched, and often just sat and talked with people. I had proposed a research project that would focus on indigenous ideas of cuing within a musical event. I had a great deal to learn, because this project demanded an extraordinary understanding of indigenous ideas about performance. A number of the members of my dissertation committee back in Indiana were a bit skeptical about how much I could elicit on Kpelle concepts about performance.

The world I inhabited by day was for the most part Kpelle. At dusk, as we ate supper, Verlon and I spoke English and reflected on our separate schedules of the day. Then in the evening we reentered the Kpelle world, as we attended and recorded performances. My husband commented that my bargaining skills, gestures, and gaze patterns changed when I shifted into the Kpelle world.

When I returned to Indiana University to write my dissertation, several events had intervened to change my anticipated future. George List, faced with health problems, wrote to tell me that he was retiring. Thus I worked with Alan P. Merriam as my primary ethnomusicology adviser for the final writing. The premature birth of my daughter, Angela, meant that a year was devoted to her health problems; and medical bills threatened to derail the completion of my dissertation. But in the summer of 1978, with my mother and mother-in-law taking over child care, I was finally able to spend twelve weeks writing and revising the first draft. My work reflected the broad range of ideas I had experienced, from the Sachs-Brandel heritage to the Herskovits-Merriam, McLeod-Boilés, and Herzog-List lineage.




FIELDWORK TRIPS

Since my first two field trips to Liberia in 1970 and 1975–1976, I have returned on a research trip in 1982–1983 sponsored by the National Endowment for the Humanities, and for a period of postdoctoral research in 1988–1989 (figure 1) supported by a Fulbright fellowship. The extended civil war that broke out several months after I last departed has largely disrupted normal life.


FIGURE 1The Kpelle choir of St. Peter’s Lutheran Church, Monrovia, Liberia, led by the vocal soloist Feme Neni-kole (front). Photo by Verlon L. Stone, 1988.
[image: fig5_1]


FIGURE 2Ruth M. Stone (right) after performing with an ensemble at a madrigal dinner as part of her study of expatriate life. Photo by Michael Pape, 1999.
[image: fig5_2]

I found new opportunities for research in the 1980s and 1990s. When my husband went to work in the Middle East from 1982 to 1986 and later from 1991 to 2001, I began spending summers and the month of December there. I realized early on that the musical practices of expatriates living and working in this region offered an opportunity for fruitful research and study on performance (figure 2). I was also able to turn from studying only the “other” to, in a sense, studying “ourselves.” Thus I embarked on a project to understand how people—particularly Americans and Europeans living in the community—created notions of home through musical performance. I expanded my research time with semester-long leaves in 1986, 1992, and 1996. This research provided me with a population very different from that of my earlier work and has been a nice balance to my research in Africa. I was also able to connect to the earlier African work when I discovered a strong African influence in the Arabian Gulf region.

This formal research has taken place against a backdrop of travel to Malawi, Zimbabwe, South Africa, Madagascar, Ghana, Bahrain, and Oman. In Zimbabwe, I worked to help establish a diploma program in ethnomusicology at the Zimbabwe College of Music. Lectures, classes, and workshops in Zimbabwe and these various countries enlarged my understanding of performance in African settings—performance that had some commonalities with Liberia, where I had worked most extensively, but also differed sharply in certain ways.




THE NATURE OF FIELD RESEARCH


Event as object

Throughout my career, I have focused my research on the musical event. Here I have found a conceptual place where sound and behavior are created, appreciated, and critically evaluated. There is great scope for study within this focus. In my first book, Let the Inside Be Sweet (in which I revised my dissertation research), I described the approach as follows:


While the study object is the event, the locus of the interest in this event is the participants’ interaction. In focusing on the interaction with all its idiosyncrasies and incongruities, we are looking at musical meaning as “world producing” rather than as simply a product of the nature of things (Berger and Luckmann 1966:89). Such recognition is profoundly important for it acknowledges the centrality of meaning created in interaction.

The participants in music events include both the individuals producing music and the people experiencing the music performance as listeners or audience, and the auditors’ meanings and interpretations are just as significant as those of the performers. (Stone 1982:4)



In studying musical events, I soon discovered that many structural details were obscured during the course of a performance. Only when an event broke down for some reason did the construction become transparent. I thus looked for these opportunities—points at which things went wrong—to reveal what was otherwise nearly impossible to perceive. When things became problematic, people often discussed what was needed to repair the situation and, in the process, unconsciously instructed me.




Temporal dimensions

For my second book, Dried Millet Breaking (1988a), I developed ideas that I had discovered in the course of my earlier work and focused on the multiple temporal layers of a complex epic event among the Kpelle. As I explained in the preface:


In this book I propose to follow the facets of timing as found in the woi-menipele, an epic that centers on the hero Woi. I am concerned not only with the rhythms of music sound and the placement of music text, but also with the larger event flow and ultimately the movement of time for both the individual and the family, rhythms that impinge on those of musical performance, (vii)



Focusing my fieldwork on temporal aspects led me to consider these patterns within the larger African and theoretical context of ethnomusicology in several settings (Stone 1985, 1986, 2001). I find that the focus on time constitutes an abiding and evolving interest.




Feedback interview

I have also used what I call a feedback interview (Stone and Stone 1981). The feedback interview is, to my mind, a powerful tool because it allows me to present data to people without overly structuring those data in a text. A video of a musical event can be played for people, and they can then comment on it.

I have used video recordings for feedback interviews since 1975, when I worked with black-and-white reel-to-reel recordings. At that time, knowledge of how Africans might respond was limited and concepts were often naive. I remember being queried in an interview for a Social Science Research Council fellowship about whether I thought people would be able to understand video images. What I found was that the Kpelle people were indeed capable of decoding and interpreting video images very quickly.


In studying communication processes such as dance, music, and dramatic events, the advantages of being able to record and store continuous iconic images of sound and motion for later playback and interviewing are obvious and overwhelming. Such advantages facilitate processual analysis.

Videotape recording of an event collects and records visual and audio information very rapidly, but while it provides retrievable images, which appear to be realistic, the recorder encodes and alters information just as certainly as written notes. For example, three-dimensional objects and events are encoded into electronic impulses which when retrieved and displayed are only two-dimensional. (Stone 1982:52)



I have also used high-quality sound recordings for feedback interviews; samples have been released on Folkways Records (Stone and Stone 1972). And I have used photographs of instruments to stimulate feedback and discussion, showing them to people and eliciting their commentary.

Recording the responses to feedback interviews and then transcribing them is a good way to store important data for later retrieval. Although my transcripts may contain some irrelevant talk, unique insights almost always emerge from them. It was this tool, in fact, that revealed an all-important distinction between ritual and entertainment events.


The details of how musical events develop, change, and disappear can be documented only over months and years of careful observation and study




Structural segmentation in Kpelle events is an important concept and music events show varying degrees of segmentation. On one hand, segmentation is highly valued in the performance of entertainment music but, on the other hand, it is obscured in certain respects in the performance of ritual and religious music. While entertainment events, for example, emphasize segmented dance movements, in the quasi-ritual koli-gong-song-pele, these segments are deliberately obscured. This is somewhat analogous to the contrast in segmentation between meni-pele (chant fable) and woi-meni-pele (epic). (Stone 1982:120)






Field notes

Of all the tools I use, field notes are the most basic and are indispensable. To record observations, recollections, and questions, I need no more than a notebook and a pen or pencil. I also keep a daily journal, not just when I travel abroad but wherever I am. I started this habit years ago, after I observed John Blacking writing in his daily journal at a board meeting of the Society for Ethnomusicology. I have told my fieldwork classes that for an ethnomusicologist, the most critical skill is to learn how to take field notes.

I started creating notes in the 1970s by typing an original and multiple copies, using carbon paper and a manual typewriter. More recently, I have typed my notes on a laptop computer. In the journal that comprises my field notes is a daily log of what I have done, no matter how mundane, ranging from daily housekeeping chores to events recorded and trips made. I also include musings, ideas, and questions—most often partly unformed and not yet fully coherent. These ideas help me trace the process of my analysis, and I return to them when I begin to form some conclusions.

Most surprising to me has been the amount of time I spend writing notes. Initially, I was not prepared for the time—several hours a day—required to use this tool effectively. But field notes have become a disciplined activity each day, helping me to capture the ebb and flow of daily life.

Typically, ethnomusicologists share with their colleagues, and with the larger public, only a very small portion of their field notes—a tip of the iceberg. In a recent CD-ROM publication (2000) I did something quite different: I included whole sections of my notes as a kind of ethnomusicological sketchbook. In the project Five Windows on Africa, I worked with a team of scholars, programmers, instructional developers, and graduate student assistants. One day I brought in some of these notes to help them better understand my conclusions and the themes of the project as I envisioned it. The team members found the notes very revealing and encouraged me to include them in the final product. Since space was not the issue that it is in conventional typesetting by a compositor, I was free to add them. These notes provided a background for my conclusions, revealing some of the structural details that are normally obscured in the work of ethnomusicologists and thus also revealing more of the ethnomusicologist’s craft.




Textual transcriptions and translations

I have devoted a great deal of effort to transcribing and translating the songs, interviews, and events I record. Transcription and translation reveal rich uses of language to express affect, communicate protest, and pass on moral mandates. But even as a fluent speaker of Kpelle, I have found that this work can be rough going at times. Ideally, I try to work initially with a research assistant to write down the text. Then we review the text, if at all possible, with the performers, correcting mishearings. Finally, the very difficult translation process begins, and we discover, for example, rapid shifts of tense and many archaic words, particularly in rituals and children’s performances. Consider that a singer often alerts the audience to upcoming nuggets of richness: Ka ká woli ké ndoo wule mâ, nga ke doôi, nge maa yorong bo ‘Listen to my singing song; as I sing it, I open its net’. Then the singer presents rich allusions, such as Kú baraa kpèla-pelee, nga ńgei té ngelei su, ńga nyèng. Ngei-ya è pù gata-gata yê gbài-kpàng-sú-gbài ‘Our fellow young women, I raised my eyes to the sky, I lowered them. My tears fell gata-gata like corn from an old corn farm’.




Apprenticeship

I have also made use of apprenticeship as a way of obtaining data about how people conceptualize music. During my dissertation research, I took lessons on the konîng (a triangular-frame zither) with Bena Long. Those lessons provided important data about spirit tutelaries that I might not have obtained without this kind of involvement: “He discussed the special and sometimes dangerous power entailed in being a performer. He discussed how others would regard this role and revealed how being a musician had affected his life. While some musicians had alluded to such knowledge, it was not until I actually entered the role myself that I began to obtain rich detail” (Stone 1982:55).

When I began intensive research among expatriates in West Asia, I joined three vocal groups in order to study the nuances of interaction. Many details were shared with me that might not have been apparent if I had simply remained a listener and onlooker.

My research tools have sustained my longtime interest in an in-depth understanding of any ethnographic situation. I have carried out fieldwork in relatively few locations, but I have been able to take a longitudinal perspective by continuing a study over time. Such work is important if we are to have more than a snapshot of life in a particular area. The details of how musical events develop, change, and disappear can be documented only over months and years of careful observation and study.




Relationships in fieldwork

In my fieldwork, human relationships have lasted long beyond any single project, and the nature of these relationships has evolved over the years that I have been an ethnomusicologist. During the project Five Windows on Africa, I had a rare opportunity to involve one of the central participants of the event in helping to shape the presentation of data. The funeral that formed the central event had become a moment for political protest against the repressive regime of President Samuel Doe. Bishop Ronald Diggs of the Lutheran Church in Liberia had agreed that the church could be a major participant in the funeral after James Gbarbea was denied a state funeral, and Bishop Diggs denounced the actions of the government in his sermon at the funeral.

As we were finishing our work on the CD-ROM, some ten years after the event, I learned that Bishop Diggs was in the United States and was not able to return to Liberia for fear of reprisals by the government that had been installed after the ensuing civil war. I was able to bring him to Indiana University and show him the footage we were planning to use. I was also able to record and include his interpretation of the event ten years after it had occurred, with the war as a backdrop for his discussion. This unique opportunity allowed another voice—another layer—in the analysis of the event and the assessment of its significance. The occasion also gave the entire team a chance to meet this charismatic leader and to deepen their understanding of what they were creating. The line between the field and the laboratory was blurred as we conducted a lengthy interview in the recording studio at the university.






TEACHING AND RESEARCH

Teaching and research have been closely related in my work. Teaching is a crucible for ideas and offers an opportunity to think through ideas with students.

On a number of occasions, I have taught classes on topics closely related to my research. I offered a seminar in African studies, “Performance in Africa Today,” which—as its title indicates—was related to the performance event. Over the course of the semester, invited speakers from a range of disciplines shared their ideas about performance. After the class had ended, we held a conference to give all the participants a chance to discuss their approaches face-to-face and to receive critiques of their papers. Finally, a publication of selected papers offered these ideas to the wider scholarly world (Stone 1988b).

While I was working through some of my research on temporal dimensions, I taught a course called “African Dimensions of Time” in order to gain a better perspective on the topic. This teaching enhanced my own view and gave my students a glimpse of my research activity.

Ethnomusicologists usually write in solitude. Five Windows on Africa proved to be the closest project I have had to the kind of team effort represented by a scientist working with a laboratory team. The graduate assistants in ethnomusicology had an opportunity to work directly on the project, and I learned and benefited from their insights. Furthermore, we all learned from working with the programmers and instructional developers. Learning, research, and analysis took place on all sides. Where new technology was concerned, I was a learner. Where field research was concerned, I taught my perspective on the data to the team. They tried, in turn, to find the most effective means of presenting these ideas in the new medium of interactive computer programs. We always tried to make sure that our tools would illuminate the aesthetic style of Kpelle performers.

On several occasions I have also had an opportunity to visit a student who was conducting fieldwork on location. When Jak Njoku, originally from Nigeria, was studying the indigenization of the Catholic mass in Zimbabwe among the Shona people, the chance to see the performance, share his field notes, and watch him at work proved mutually beneficial. I learned as much as I advised.




THE TRAJECTORY OF A CAREER


Institutionalization

Throughout my career, I have worked at a university that had an established program in ethnomusicology. Therefore, I began very early on to teach courses in ethnomusicology and to direct M.A. and Ph.D. theses and dissertations. The institutionalization of ethnomusicology at Indiana University was precarious in the early 1980s, in part because of its marginal position relative to better-established disciplines. Although courses in ethnomusicology were offered from the time George Herzog arrived in 1948, it was not until my second year as a faculty member—1980—that an official graduate Ph.D. minor was established. At that time an interdepartmental program was officially set up. Twenty years later, many of the faculty members who teach in this area moved to the newly named Department of Folklore and Ethnomusicology, and an Ethnomusicology Institute was established to balance the Folklore Institute within that department. With the revision of a core curriculum that emphasizes training in theory and methods of ethnomusicology, years of work have been institutionalized for the future (figure 3).


FIGURE 3A class of marimba students led by Sheasby Matiure, teacher. Indiana University, Ethnomusicology Program, 1999.
[image: fig5_3]

I have been vitally involved with this long process by working in administration over the years, first as director of the Ethnomusicology Program, later as director of the Archives of Traditional Music, and more recently as director of the newly created Ethnomusicology Institute. While I have sometimes had misgivings about the time I needed to devote to this area of my career, in balance I think it has been crucial to the future of ethnomusicology at Indiana University.

Since ethnomusicology has been placed primarily in the Folklore Department at Indiana University, I have also benefited from interaction with colleagues studying related phenomena, and I took my turn as chair of the department for four years. Such service acknowledged the reality of existence within a larger institution.

I have also been involved with ethnomusicology from the perspective of a learned society. Over the years I have served in multiple capacities with the Society for Ethnomusicology, culminating in a term as president several years ago. Such work, I believe, contributes to securing a future for ethnomusicology.




Complexities of a career

Students sometimes ask me how an ethnomusicologist can have a family life and simultaneously succeed in the field. My own answer has always been to search for creative, and not necessarily conventional, solutions. When I began my career, my husband, who also had a Ph.D., developed a career in the business world. Over the years the locations of this work have often entailed a commuting marriage. First, we traveled between Bloomington and Chicago. For fourteen years, we have commuted between Bloomington and the Middle East. While I am tempted to enumerate the disadvantages of this setup, I will focus on the positive aspects. First, in the longer of the two commutes we had longer periods of time together. I have spent summers and every December in the Middle East. When I was alone, I could concentrate on my own work. When I was in the Middle East, I lived in a rich field site, removed far enough from home to be able to work intensively. Our daughter, Angela, who split her time between the two sites, grew closer to her father during the time they lived together.

When my daughter was in college, her autumn break week typically fell around the time of the meetings of the Society for Ethnomusicology. The year we met in Los Angeles, I brought her out with me for a weekend together before the conference started. The year we hosted the meeting in Bloomington, I engaged her to help with the conference. She was able to gain valuable work experience, touch base with people she knew, and share time with me in the evening after the last event was over.

When I was alone in Bloomington, I benefited from the assistance of my parents, who could take care of Angela when I traveled, for they had retired to be near us. As with the extended family that became familiar to us in Africa, they are an active part of our life.

Commuting became even more complicated when I first entered administration in 1988. I was still able to work from the Middle East, using Federal Express, United Parcel Service, telephone, fax, and increasingly the computer during the summer months.

I am so attuned to living in two worlds at once that when I’m in the Middle East, I’m always conscious that at four o’clock in the afternoon it is eight o’clock in the morning in Bloomington—the time when my E-mail of the day will be read. I have a regular schedule for telephone conferences, and these are now done, very economically, through computer links. Weekends in the two worlds do not coincide: on Wednesday, the last workday in the Middle East, the momentum of work in Bloomington is at its height. In order not to miss Thursday’s and Friday’s messages—these days are the weekend in the Middle East—I must get up early in the morning and check and answer messages. With E-mail attachments, I’m able to read and edit dissertations, manuscripts, and a variety of publications. When I arrive back in Bloomington, a great deal has been accomplished through computers and Internet technology.






WITHIN THE FIELD OF ETHNOMUSICOLOGY

A dominant theme of my work has always been to take, as far as possible, a perspective that honors the view of the participants in music performance. To achieve this emphasis I have conducted sustained and in-depth research in each of my primary sites over a period of nearly twenty years for the Middle East and more than thirty years for the Kpelle region of Liberia, West Africa. I could have conducted less intensive research in some of the other African countries where I have traveled, but I feel that without competence in the languages of these countries, I could not achieve the goals that have been most important in my work.

Another theme in my work is a close integration of music with related genres of performance in the sonic, visual, and kinetic arts. In this regard I have benefited from colleagues in folklore and African studies who have nourished this approach, and from performers such as the Kpelle of Liberia who insist on this way of viewing performance. Team-teaching a course such as “The Aesthetics of African Music and Cloth” with my colleague Patrick McNaughton in fine arts has been most stimulating.

Among the aspects of performance that I have most enjoyed studying is the temporal dimension—that is, time—not only in music but in everyday life, particularly as everyday life impinges on a performance. This has led me to extensive reading in philosophy and psychology and to membership and participation in the International Society for the Study of Time.

Finally, I have always been interested in and concerned with broad theoretical issues in ethnomusicology. For this reason, I have often included theoretical discussions in my publications. As I see it, theory is created by scholars as well as performers— by those studying as well as those being studied.

I also began early in my career to teach the course “Paradigms in Ethnomusicology.” After more than twenty years of teaching, I have completed the first draft of a manuscript for a book on this topic, which I have shared with a recent class and am now in the process of revising (Stone 2001).

The future seems to hold ever more possibilities for exploring the themes that have been most important to me in the course of my career. Working as an ethnomusicologist holds even more excitement for me today than it did when I began my work more than twenty years ago. The technological developments in computers and the Internet are a fascinating frontier, which we are just beginning to glimpse.
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Ethnomusicological work, it seems to me, has its own social history, in a sense its own life cycle. Similarly, an individual ethnomusicologist’s career path can be viewed in terms of changes that occur not just in research and scholarly agendas over time, but also in terms of the impact of real-world concerns. In this essay, I will map my own experience of that process.

My involvement as an ethnomusicologist grew out of a deep love of music and a fascination with people; later, a preoccupation with travel and cross-cultural differences joined and transformed these interests. The moment when music, people, and difference came into alignment occurred during my first semester in graduate school, while I was beginning musicology studies in what was conventionally termed twentieth-century music. At that point, I was intrigued with what seemed to me at the time a still living tradition in a distant place (early-twentieth-century Vienna) and a musical revolution (the dissolution of Western tonality) that had challenged the conventions of the European past. But during my first semester in graduate school, as part of a course exploring the music of medieval and Renaissance Europe, the professor brought in for the sake of comparison a recording of the liturgical music of an Ethiopian people then called the Falasha or Beta Israel. I decided to investigate the subject further for a semester paper and learned that there was an ongoing debate concerning the history and religious identity of Beta Israel. Why, I remember thinking, had no one studied its music and liturgy? How could scholars debate a people’s religious identity for more than a century while ignoring the very materials most likely to hold an answer? So that is the long and the short of how I became an ethnomusicologist. I was drawn to a problem for which materials from a musical domain promised a solution, and for which musical ethnography provided the only viable method or approach.

In stepping back from this transformative moment, I realize that my move into ethnomusicology had its roots in, first, lateral intellectual stimulation and, second, recognition of a problem demanding a solution. This type of chance encounter with a compelling issue or problem has over the years led me to explore new intellectual directions. I would venture to say that in a field like ethnomusicology, which values interdisciplinarity, serendipitous encounters provide a stimulus for many new directions.

As I look back nearly thirty years later, my early period as a student of Ethiopian musics seems distant indeed. This is because life intervened in the form of the Ethiopian revolution, separating me from my first “field” for seventeen years, a period during which I necessarily moved on to new areas. Since I’ve documented my Ethiopian research in books (Shelemay 1986 [1989], Shelemay and Jeffery 1994–1997) and a memoir (Shelemay 1991)—the memoir tracking my experience and working methods—here I’d like to move forward in time. In some ways, my subsequent ethnomusicological career has been a reaction to that first, rather classical field experience abroad. When I left “for the field” as a graduate student in 1973, it seemed natural to me, given the thinking of the time, that I should go to rural Ethiopia and that I would seek to gather data which might provide original historical and cultural insights. In the intervening years, it has been a challenge to honor my commitment to fully explore and publish the Ethiopian materials I gathered while moving forward in terms of my own changing interests and those of our field. I suspect that many ethnomusicologists confront such quandaries as the years go by, and for this reason many doctoral dissertations never come to publication.

Over the years, my interests have moved to a deeper concern with method and theory. And now my idea of a proper place to work is just about anywhere, but especially close to home. While the greatest intellectual continuity can be seen in my abiding interest in solving problems and issues, especially those that involve exploring ambiguous musical and cultural boundaries, there is no doubt that over time my work has become more focused on methodological, political, and pedagogical matters. In terms of methodological shifts, I have moved from a single-minded focus on independent fieldwork to conceiving and directing team initiatives. The practical and political came into focus as I pursued interests that speak more directly to the “real world” of musical transmission and performance all around us. Finally, years of combining research with teaching have raised concerns about bringing pedagogical approaches into line with the increasingly sophisticated research perspectives and goals of ethnomusicology. Having traveled this road well into midcareer in the ethnomusicological life cycle, I find that the process never ends. As I write this essay, I am once again at work defining a new chapter of my research agenda. In the following sections, I will move through the three areas of interest just sketched: the methodological concerns that have led me to advocate team fieldwork, the pros and cons of engaging with the “real world,” and the vicissitudes of teaching ethnomusicology. I will end with some brief musings on future directions.


THOUGHTS ON MUSICAL ETHNOGRAPHY

While I found that my Ethiopian fieldwork projects were a great challenge and have mined them over the years for publications, I have derived an equally full measure of insights and gratification from research nearer home in North America. Perhaps it is not coincidental that my move to “the field at home”—primarily urban musical studies in the United States—brought with it a change of method to team pursuits. Ethnomusicology, like anthropology, is about “people studying people” (Georges and Jones 1980). Yet just as many of us have found that our research associates in the field are much more than our informants, quickly becoming friends and collaborators, so may we wish to pursue projects planned from the outset with a research team (Shelemay 1988). Indeed, David Damrosch (1995) has suggested that much work in the humanities, like that of the social sciences and sciences, might be usefully and creatively undertaken as collaborative ventures. In the field at home there are almost always colleagues and students with whom one might wish to share a research experience. There is no doubt, too, that the notion of the team works equally well in classical sites abroad, especially if one incorporates local colleagues and students into the venture, sharing resources and expertise.

When and where might one conduct team research? Just about anytime and anywhere. Virtually any project can gain from a collaborative process. With more than one fieldworker, one can draw on complementary linguistic, technological, and personal expertise. And it’s not as if ethnomusicologists are inexperienced in collaborating: many have acknowledged the presence of supportive partners in the field, providing an extra pair of hands, additional skills, and an entrée into new domains, depending on their gender, their age, or both. Indeed, some spouses, such as Veronica Doubleday ([1988] 1990), have worked on their own projects and written their own books about the field experience. Still, although a number of well-known couples have collaborated in the field or on publication projects in anthropology, such partners have not tended to carry out fieldwork together in ethnomusicology.

My own team fieldwork has been undertaken primarily with students at the universities at which I have taught, including graduate students in music at New York University and a broad-based team of undergraduate and graduate students in music and other fields at Harvard. The New York project documented a traditional hymn repertoire, the pizmonim, among a religious-ethnic community, Jews of Syrian descent living in Brooklyn. The Boston project focused on an affinity community, musicians involved in so-called early music, working with several small professional music ensembles active in that world. Both projects engaged teams of student researchers studying many musicians; the Boston early music study also involved close collaboration and team teaching with two of my colleagues on the faculty at Harvard, Thomas Kelly and Carol Babiracki. In both cases, the team fieldwork had a pedagogical edge: students were enrolled for credit in seminars that featured fieldwork as their central activity, although if the truth be told, the courses took far more time than was commensurate with the credit given.

Team research pays dividends, offering multiple perspectives and providing opportunities to discuss events as they unfold. There is always a possibility that someone else will catch a vital observation that you missed because you were looking the other way, or will share a special insight that would never have occurred to you. Team research also provides more openings for midcourse corrections, since continual dialogue about the research process can lead to recognition of problems before they jeopardize the work. Of course, the growing technological challenges of fieldwork, as one seeks to document musical events and interviews in various media, are immeasurably eased by the presence of several team members who can share such tasks.

Collaboration, among fieldworkers and with those transmitting the musical tradition, is the biggest payoff of a team venture. One challenge of the team process is the eventual disposition of the research materials, in terms of preservation and publication. Both team projects in which I was involved gathered enormous amounts of data, which we spent considerable time documenting and analyzing. We shared interview tapes and transcripts with the interviewees throughout the course of the fieldwork and deposited copies of all materials in community and university archives. In both projects there was a critical mass of participants to undertake and complete expeditiously the onerous field tasks of transcribing interviews, writing thank-you notes, and chasing down ancillary materials.

However, if there is a downside to team research, it is the fact that collective responsibility for the research process does not always translate into enough momentum to publish the results. In the case of the project on Syrian music in New York, the one individual who drew on the team’s data for a dissertation and subsequent publications was not a member of the team but a graduate student who consulted the materials after the completion of the project in conjunction with his own original research (Kligman 1997). I did seven years of subsequent independent research on Syrian Jewish music, extending my fieldwork to Mexico and Jerusalem, and eventually published articles and a book on this subject (Shelemay 1996, 1998). But by the time my book appeared, several individuals who had participated in the original study more than a decade earlier had died, and I would guess that others had secretly suspected that the publication would never appear at all. It can be complicated to explain to individuals outside the academy that publication processes in the scholarly world are painfully slow at best. But when you are working with a community that has strong interests in perpetuating a tradition it has shared with you, publication is not just a hope but an expectation.


[image: fig6_1]
FIGURE 1Students recordings pizmonim in the Sephardic Community Center, Brooklyn, New York. Photos are from the author.

The Boston project on early music was conceived as the first stage of an ongoing ethnographic venture, which we have so far been unable to find the time to continue. As in the New York project on Syrian music (Shelemay 1988), I published an article discussing the research of the early music team (2001a) and included some general materials as part of a Boston ethnography in Soundscapes (2001b). There is no question that collaborating with musicians in the field raises expectations for publication, as does the existence of a large team of investigators. It is probably a good idea to begin a team project with some sort of specific publication goal in mind; for instance, early on we published a recording (figures 1 and 2) in collaboration with the Syrian Jewish community (Shelemay and Weiss, 1985). At many points during the years between the end of the team research and the publication of my book, the recording constituted a tangible memento of our collaboration. Indeed, when I traveled to Mexico and Israel to work with Syrian Jews there, a number of them showed me their copies of the recording, which had circulated internationally on cassette among members of the community.
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FIGURE 2Cover of pizmon recording.

The process of doing fieldwork “at home” brought the research process into focus as part of both my academic and my personal experience. Fieldwork was no longer something I did only abroad; rather, it had become an integral part of my daily life. As we worked together in a research process, my students and I developed deeper relationships. Our strengths and weaknesses emerged, and learning became a collaborative experience. Any number of very practical issues also came to the fore as fieldwork became much more than a methodology for research. It forced us to think through practical issues, such as how to fit interviews and music sessions into our own busy schedules and those of the musicians with whom we worked. Music making had to be approached and appreciated as part of life, as the practicalities and human dimensions of our work took center stage. Politics, too, emerged as paramount to the communities with which we were engaged, and the broader concerns of carrying out an informed and ethical research process assumed signal importance. In the case of the Syrian music project, we had to negotiate with some challenging personalities and in an atmosphere of community tensions. In the early music project, we had to be cautious about intragroup competition and had to protect confidentiality with regard to the musicians’ economic concerns. Carrying out team fieldwork takes one to many “places” not envisioned in the original research design, including the “real world” of music.




ETHNOMUSICOLOGY IN THE REAL WORLD

When I became an ethnomusicologist in the early 1970s, the field was still a bracketed space where one went to carry out research, more often than not spatially separated from one’s own home and past. Given these assumptions and models, it was perhaps predictable that I would choose to work in a place as remote as Ethiopia. My field site within Ethiopia was yet more isolated, in villages requiring hours of travel on foot or horseback beyond the nearest road, miles from the nearest small town. Yet even in “distant” Ethiopia, I quickly learned, the field and home could become one. Within a short time, I had married a permanent resident and experienced the Ethiopian revolution as an insider. The transformation was completed when I returned to the United States after nearly four years abroad. By early 1977, when I moved to New York City as a new Ph.D. to begin teaching at Columbia University, I was startled to find that thousands of Ethiopians had settled on the Upper West Side of Manhattan, where I lived. One of my closest friends and research associates from Addis Ababa, a venerable Eritrean monk and priest, moved to New York City the same month I did and found a home one block away from my apartment. We were closer neighbors in New York City than we had been in Addis Ababa.

All this brought home to me in a visceral way that boundaries, geographical and intellectual, are porous. The field had moved with me and became part of my life almost imperceptibly. It felt right to be involved as an ethnomusicologist in the real world around me. Early in the fall of 1977, I sought out my first local fieldwork project at home in New York and began to sing with David Hykes’s Harmonic Choir, which was then in residence at the Cathedral of Saint John the Divine on nearby 110th Street. I conceptualized that project as participant-observation in New York’s “new music scene,” but I secretly reveled in learning the basics of khÖÖmei ‘throat’ singing and Tibetan chant in the same environment in which I had long performed in opera and musical theater.

During this period, there were several people who helped shape my changing ethnomusicological worldview in important ways. A significant influence during my early years in New York City was Adelaida Reyes, who was at that time a visiting professor at Columbia. Her then recently completed dissertation (1975) about music and musicians in Harlem provided a splendid model for local research; her clearly articulated interest in fieldwork methodology provided a map for moving in that direction. I had been very fortunate during my graduate years at the University of Michigan to have supportive and stimulating mentors—William P. Malm and Judith Becker. But at Columbia, in the formative years of my academic career, my peers also influenced me deeply. In retrospect, I have come to believe that one is particularly receptive and open to new ideas during the period just following doctoral studies, when the pressure of the dissertation has been lifted. In addition to Adelaida Reyes, I was fortunate to be a colleague of Carolina Robertson from 1977 to 1979. From her I gained additional exposure to anthropological theories I had earlier acquired in the classroom as well as an appreciation of how musical ethnography must cross boundaries into other social and cultural domains. A third, unexpectedly strong influence on my professional and personal development was Ellen Harris, a historical musicologist who also started her teaching career at Columbia in 1977. While many of us assume that we will find mentors among our teachers, sometimes our peers and colleagues, with whom intellectual agendas can be more freely vented and shared, emerge as the most powerful influence. For Ellen Harris and myself, peer mentoring across boundaries within broader musicology became a rewarding collaborative venture, one that has continued over the years as we encounter new professional opportunities and challenges.


What can an ethnomusicologist do in and for the real world of music? The options are many, almost unlimited.



Once life and ethnomusicology occupied the same locale and were more fully intertwined in my world, it was but a small step to begin to think of music and musical scholarship as part of a broader realm of artistic expression and social action. New York City was for me a very formative influence in this regard, since a step outside the front door brings one into immediate contact with the widest range of sounds and performance strategies. New York City is truly a complete world of music in and of itself.

In New York City, too, there are an unusually large number of active colleagues working in public and nonprofit institutions. Their creativity and drive have led to the founding of organizations that support and sponsor community music making across the five boroughs, including (among others) the Center for Traditional Music and Dance, and presenters of diverse musical traditions such as the World Music Institute. In the 1980s, the founding of City Lore brought front and center an organization committed to cultural activism and a participatory cultural life. All these nonprofit organizations fought to establish themselves and continue to struggle to perpetuate their musical and cultural agendas. It was exhilarating to witness and sometimes participate in the important work being carried out on behalf of diverse musical traditions and a broader community.

A transformative experience during my years in New York was a summer spent as part of a “faculty in residence” at CBS (soon to become Sony) Records in 1986. Four academics had been invited into the corporation to bring concerns and ideas from the university to the business world. Here I had my first in-depth contact with the real world of popular music and corporate music culture. The impact of new technologies on the transmission and performance of music became startlingly clear, and I began research in this area. In terms of economic realities and long-term goals, the contrast between this world and the university or the public sector was striking.

What can an ethnomusicologist do in and for the real world of music? The options are many, almost unlimited. Supporting and collaborating with nonprofit organizations is one route. Another is carrying out ethnomusicological research projects that aid communities of descent or affinity in their efforts to document and perpetuate their own traditions. For instance, our team project with Syrian Jews in Brooklyn began as a collaborative effort to document a repertoire of songs of great historical importance and ongoing significance to the community. Syrian Jews were interested in recording songs to ensure that they would be transmitted to the younger generation; as ethnomusicologists, we provided the necessary equipment and expertise. An unexpected outcome of this study was that the interest and activity of a group of ethnomusicologists, which because of our number was perceived as a community in itself, aroused interest among Syrian Jews who carried the musical tradition. Within the Brooklyn community, singing pizmonim acquired enhanced value—additional cultural capital—in part because of the interest of outsiders. The real-world result was that there was a resurgence of interest in learning and singing pizmonim.

Ethnomusicologists can also work to reinforce vulnerable musical institutions and cultivate resources that support worthy ventures through grants. Anthony Seeger (1986) has written eloquently about the importance of preserving our field recordings and other ethnographic materials in archives. Beyond depositing our own materials, we can take as part of our real-world responsibilities the task of building archives and finding resources to support them. The longer one works in ethnomusicology, the more fleeting both musical traditions and individual careers appear to be, and the more important it becomes to institutionalize resources for the future. In recent years, I have become increasingly active in these domains, working with colleagues to build an archive of world music at Harvard, where resources can be marshaled to preserve ephemeral materials that will otherwise be lost. A most important aspect of my real-world activities in recent years has been on behalf of the American Folklife Center at the Library of Congress. This national repository for the American musical heritage was founded as recently as 1976 and received permanent authorization from the United States Congress even more recently, in 1998. The fragility of our national commitment to vernacular culture and music has, for me, constituted a call to action. Each of us may select different domains or causes to which we choose to devote time and energy—including efforts to transform the very institutions within which we work—but such activities move us beyond the traditional goals of the academy or the boundaries of a single musical organization. Once one has entered the real world of music, it is impossible to retreat.




TEACHING ETHNOMUSICOLOGY

It has been said that individuals teach in order to replicate themselves. My own belief is that we should train students not to replicate ourselves but to move beyond our own intellectual comfort zones, and most certainly to make different mistakes. Michael Tomasello (1999) has argued that cultural transmission is a unique aspect of the human cognitive process and that it is conveyed by three types of social learning: imitative, instructed, and collaborative. If this is indeed the case and social learning is at the heart of what makes us human, we may want to rethink the low priority we give to pedagogy in our field. Just as ethnomusicologists study processes of social learning at the core of musical transmission, equally important social learning processes are set in motion when we teach students at all levels.

Pedagogy has become a top priority for me in recent years. Ironically, I did not start out to have a career in teaching; I began in a challenging administrative position at the University of Michigan, working for a performing arts organization deeply involved in community musical life. But an academic offer from Columbia University, and the siren sound (mythologically speaking, of course) of New York City proved irresistible. Working in academia ensures one’s ongoing education, and the university is an institution worth a substantial investment of personal time and effort. I have continued on this career path in part because it permits me to pursue an ambitious research agenda and also gives me the freedom to pursue real-world activities. Over the last decade, however, pedagogy has emerged as an increasingly important third axis of my professional activities and concerns.

An aspect of my own academic career that has undoubtedly affected my concern with pedagogy has been the fact that I have moved several times and have taught, either as a regular faculty member or as a visitor, at some six institutions. Each place had its own culture and different expectations for everything from course content to educational standards. Over the years, I have spent many more hours than I could have anticipated recasting courses. I have also worked regularly to conceive new offerings when what I had been doing all along didn’t “feel right” in a new locale. Someone (I can’t remember who) once said that we each teach only one course, over and over again; but I believe, or fervently hope, that this is not the case.

I have been particularly struck by the ways in which pedagogical approaches in ethnomusicology lag behind the research perspectives of a given moment, particularly in the separation in ethnomusicological teaching between communicating musical materials and conveying a broader intellectual framework. Today ethnomusicologists increasingly feel a need to theorize meaningfully about fast-changing traditions. Yet, at the same time, most still transmit “world music” to their students by taking a descriptive approach, surveying foreign cultures. After working for years with heterogeneous student populations, primarily in major urban centers, I have felt obligated to recast my own pedagogical approaches. Many of the musics I was teaching were already well established in the locality in which I lived, allowing for on-site exploration of subjects ranging from musical style to global connections.

While most ethnomusicologists actively theorize about their graduate-level pedagogy, they appear to give much less attention to conceptualizing undergraduate teaching. Except for a handful of hardworking colleagues who specialize in “music education,” virtually none have devoted attention to primary and secondary education (K–12). Just as ethnomusicology has brought the field home and has begun to acknowledge the collaborative nature of research projects and ethnographic process, it is time to attempt pedagogy at all levels that will be congruent with these new realities. My own solution has been to develop a locally grounded ethnographic approach, which I adapt to students’ different levels of expertise and to the situation at hand. But it is clear that a diverse musical world necessitates multiple, flexible approaches; this means that each of us constantly needs to be alert for ways to improve musical pedagogy and to ensure that it reaches a broader constituency.




TOWARD A NEW AGENDA

I am writing this essay during a stay at a research center in Italy. In this quiet corner of rural Umbria, it is possible to step back from my own real world, push away distractions, and reflect on where my intellectual agenda may take me from here. I brought along with me a great deal of lateral reading, in fields that appear to present challenges ethnomusicologists have not yet fully explored. I am now looking at a borderland where cultural and cognitive studies meet, although from my exposure so far I would observe that, today, ideas from the domains of cultural and cognitive studies more often collide than inform each other.

Some of these interests emerge from my earlier work on the Syrian Jewish piz-monim, which led me deep into concerns about memory. This subject, allied to studies of history and the past, is one with which ethnomusicological scholarship has not generally concerned itself. Through a wonderful lateral connection, I participated during the last five years at Harvard in an initiative that brought together scholars from across the disciplines, from neuroscience to literature, under the rubric “mind, brain, and behavior.” After working for some time on memory, I moved on to explore with a group of like-minded colleagues from different fields the manner in which pain is expressed, mediated, and mitigated through expressive culture. Part of my work now is editing a book of essays on that subject.

But where to go with this subject in the future? If scholars such as Tomasello (1999:54) are correct that human cultural processes take fundamental cognitive skills in new and surprising directions, it may be possible for cross-cultural ethnographic work to make real contributions to cognitive studies and move it beyond the limitations of the laboratory. This research might also have real-world significance if we can draw on it to convince others that music is—or musics are—much more than bells and whistles and that music can make important contributions to our understanding of the world around us. Is there a new ethnomusicological subfield in the borderland between cultural and cognitive studies? Is there any realistic prospect of linking the cultural questions we ask as ethnomusicologists to the questions pursued by neuroscientists, psychologists, and others exploring cognition? I cannot yet offer an answer to these questions, but the challenge of a frontier to which ethnomusicology stands to make a contribution is incentive enough for continuing exploration. And I am confident that just over the horizon there are many new agendas for ethnomusicologists. The social history of our discipline demonstrates that ethnomusicology, like any field of study, is at its best when it moves beyond current assumptions to test future possibilities. In any case, this exploration is certain to be continued.
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BECOMING AN ETHNOMUSICOLOGIST

“How would you define ethnomusicology?” was the opening question in Professor Nazir Jairazbhoy’s graduate seminar at the University of California, Los Angeles (UCLA), in the mid-1970s. “The study of all the world’s music,” said one student. “The study of music in its cultural context,” said another. “No, it’s the study of culture through music,” rejoined another, and so on. On short notice, all of the definitional terrain lying between the two major philosophical placeholders of the day—the ethnomusicologist Mantle Hood and the anthropologist of music Alan Merriam—had been claimed by my fellow students, and I was the only one still left to answer the question. I had no idea that what I was about to say would be a personal epiphany in which a loose collection of past experiences would crystallize into a philosophical point of view and would prepare me to take a number of “nontraditional” career paths later on. I had grown bored and impatient with the unending and often acrimonious debate around whether ethnomusicology should be the study of music or the study of culture through music, as though there were a single universal truth governing the approach to ethnomusicology. (Later, Groucho Marx’s purported comment, “The contrary is also true,” would bolster my outlook in this regard.) Frankly, I was also feeling increasingly alienated from the limitations of the most prominent products and goals of academic life—writing papers and articles on highly specialized topics for academic peer groups and defining one’s professional success mainly in terms of “publish or perish.” So, without thinking, I blurted out, “Ethnomusicology is … ethnomusicology is what you make it!”

Without realizing it, I had found the professional “direction” I needed. My answer gave me greater confidence to forge my own career rather than limit myself to the received knowledge of student life that pushed me toward a career as a college professor. The irony of this statement, though, is that I honestly have never felt that I forged my career; rather, I feel that a series of career opportunities forged me. Allow me to explain.

In the late 1960s, I was an undergraduate at UCLA studying to be a high school band director. I had been successful in music during my high school years in Bakers-field, California, playing trumpet in the marching and concert bands, the community symphony, a semiprofessional musical theater group, and the local musicians’ union concert band. Learning the professional skills to run a high school music program was a natural next step in my education. But my plan was knocked off center by a series of opportunities. I joined an African-American rhythm and blues band called the Thunder Brothers that played in a modest nightclub called Jefty’s in the predominantly black neighborhood of Compton. Three nights a week for two years, I found myself immersed in an all-black club scene playing the music of James Brown, Otis Redding, Aretha Franklin, and Marvin Gaye. The music’s synchrony, sentiment, and drive transformed my appreciation of music, and—along with the thrill I felt at the extraordinary skill of so many of the dancers—raised questions in my mind about what had been missing in my own musical life. During that time, I met the Ashanti drummer Kwasi Badu, who had come from Ghana to teach performance in the ethnomusicology program at UCLA. We became friends, and I began playing adowa and kete (dance musics) in his student music group. I soon realized that this music was far more rhythmically complex than any I had known previously. I also came to see musical and cultural stylistic connections between what Kwasi taught me and the music and ambience at Jefty’s. When the rhythm-and-blues band War recruited the Thunder Brothers’ guitar player Howard Scott (who went on to write the hit song “The Cisco Kid”), the group came to an end. A student friend asked me to join the UCLA mariachi performance group, taught by the Mexican violinist Jesus Sánchez, which at the time needed a trumpet player, and I accepted. The rhythmic and melodic nuances of the sones and the música ranchera that we played and the lively social ethos that infused the music were mind-expanding and exciting.


For the public-sector ethnomusicologist, training never ends, and one is always in a state of becoming.



My career plans were shattered. I could never be content as a high school band director. There was too much irresistible music to be discovered. I also had discovered that there were social hierarchies governing musical life, and I found them both objectionable and intellectually engaging. Why had not the music of James Brown, Kwasi Badu, and Jesús Sánchez been part of my musical education? Why weren’t their biographies in the music history textbooks? Who had decided what I would learn and why? Why were certain styles of music favored over others? Why were entire “worlds” of music—even those that could be found in my own country and my own hometown—excluded from the music education curriculum? I was not happy about what I had discovered, and I developed a countercultural passion (it was the 1960s, after all) that increased my desire to learn more about music and the circumstances affecting it. In 1970 I entered UCLA’s graduate program in ethnomusicology, where I would remain as a graduate student until 1977.

At the time of this writing, 2001, after more than two decades working in government institutions outside the academy, I find it interesting to think about which aspects of my academic training served me best in my professional career, and about what gaps there were. In general, I cannot remember a single graduate course to which I have not referred in some way during my professional career. Mantle Hood’s expansive approach to the analysis of musical sound and style certainly helped me to spot important stylistic traits and place them in a larger musical and cultural matrix. In Peter Crossley-Holland’s seminar, students were forced to write in various formats and styles, although four art forms—the memorandum, the grant application, the budget justification, and the press release—were not among them. General world music courses and in-depth courses on specific music cultures would all serve me as I was confronted with a wide range of cultural styles and traditions in the public sector.

Only one seminar (but one was more than the norm in those days) contained any explicit applied ethnomusicology. Mantle Hood asked us to develop a plan to “infect” a community of our choice with a music of our choice. I liked this idea. In hindsight, I realize that there was little methodical questioning of why we would be attempting this musical contagion within the target community. Our project did not go much beyond strategies and tactics; we did not examine broader ethical, political, or philosophical issues. As I have suggested above, in my case the why of action was already relatively clear, and it was easy for me to feel confident about taking action. I was excited by the idea of including radio and television stations, record production and distribution networks, public schools and training programs, and concerts as we considered how we would apply and develop our skills. I developed a plan to infect my hometown, Bakersfield, with Mexican regional music through radio, concerts, and performance classes. (Little did I know that ten years later, the Radio Bilingüe radio network and the movement of mariachi festivals and training programs spreading through the Southwest would begin to do precisely what I had in mind.)

While most of my ethnomusicological graduate training has proved useful in my work outside the academy, virtually none of it was conceived to address extra-academic professional needs. Only incidentally or accidentally did it address the orientation and the set of skills that I would later value. For example, my training in fieldwork methods and techniques was a good start toward appreciating the technological tools of documentation, such as tape recorders, microphones, and cameras. The next logical step, however, the dissemination of that documentation through technology, was not taken. How to produce and promote a radio program, a film or video for television, a commercially available recording, a curriculum package, or a festival is fundamental to many public-sector ethnomusicologists. The requirement of actual fieldwork was important, but there was no approach to fieldwork that assumed a programmatic outlet for the results other than scholarly writings or lectures. From the perspective of the public sector, the ultimate application of any specific fieldwork should “frontload” its purpose, plan, priorities, and direction.

To take another example, the notion of bimusicality was a philosophical cornerstone of UCLA’s program, equipping students with the “unspeakables” of musical style and the meaning of musical cultures—the musical knowledge that is most clearly communicated through music making, not through speaking or writing. For me, however, the one-on-one study of Ashanti (Asante) drumming with Kwasi Badu, Persian santūr (a zither) with Manoochehr Sadeghi, mariachi music with Jesús Sánchez, and Japanese gagaku (court music and dance) with Suenobu Togi offered another, unstated opportunity. Spending so much time with musicians deepened my admiration for my teachers as people and improved my skill at communicating across cultural barriers of language, style, and custom. The sense of connection and commitment to musicians of different cultural backgrounds that emerged from my study—in short, accountability to the artist—would direct my actions for the rest of my career.

Perhaps the most severe gap in my graduate training was the nearly total absence of professional role models other than college professors. How many students would pursue careers as environmentalists, oncologists, or business administrators if they had never heard of these people? Why were the extra-academic activities of ethnomusicologists such as Alan Lomax and Charles Seeger not put forward as valid, vital directions for students to consider? As a graduate student, I had no notion of career opportunities outside the university setting that would require my ethnomusicological skills. It took another unexpected turn of events to change that.
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FIGURE 1During fieldwork in Boca del Río, Veracruz, Mexico, Daniel Sheehy (bottom left) poses with the jarocho musicians Daniel Ramos (bottom right), Isidoro Gutiérrez (the principal fieldwork consultant, top left), and Luis Zamudio (top right). Photo by Daniel Sheehy, 1978.

As I was completing my master’s thesis on the son jarocho (a Mestizo musical tradition) of Veracruz in the early 1970s, I received a call from Bess Lomax Hawes, a professor of folklore and anthropology at California State University, Northridge, who was the daughter of the pioneering American folklorist John Lomax and the sister of Alan Lomax. (Pete Seeger once described Alan Lomax as the individual who had done the most to bring folk music to broad American audiences in the twentieth century.) Bess invited me to teach one of her courses while she was on leave to the Smithsonian Institution in Washington, D.C. There, she would direct the “Regional America” component of the mammoth twelve-week Bicentennial Smithsonian Festival of American Folklife that was held on the National Mall in Washington in 1976. I agreed, and not long after Bess had become familiar with my work and my interests, she contracted me as a fieldworker to suggest and locate Mexican immigrant musicians, groups, and styles to be part of the representation of folklife in California at the festival. What I had stumbled into was to be close to a dream come true.

I spent many days and many more nights learning about the hangouts, networks, and settings of musicians performing different styles of Mexican music (figure 1). I was being paid to go to bars, dance halls, and homes to meet musicians whom I much admired playing music that I loved. To top it off, some of them would be paid to travel to Washington, D.C., and perform for adoring audiences there. At the same time, Bess led extraordinarily stimulating, complex, and practical intellectual discussions about the strategy, cultural politics, aesthetics, public impact, and financial realities of the festival. For me, this consciousness-expanding experience included learning about the applied activities of other fields such as folklore and anthropology, and about institutions such as the Smithsonian. The close connection with musicians, the work on their behalf, the engagement with a broad public, and the sense of purpose and intellectual seriousness of the cultural workers were irresistable. I would in some way work for the annual Smithsonian Folklife Festival (as it is now called) nearly every year since then, as well as on countless other festivals, tours, recordings, and educational publications.

Another important mentorship in 1973 offered lessons that would undergird my later professional views and skills. Dr. Robert Stevenson, the preeminent historian of Latin American music, recommended me as an exchange scholar to spend six months with the University of Chile, teaching and doing fieldwork. My principal contact was the veteran Chilean folklorist Manuel Dannemann. Manuel was a highly energetic academic, constantly engaged in fieldwork throughout Chile and extraordinarily dedicated to the people and the expressive traditions he studied. In two months’ time, we undertook four fieldwork excursions to four communities scattered thousands of miles apart in that long, thin nation, including a several-day trip in a Red Cross ambulance to the high Andean town of Pachama, near the Bolivian border, where the celebration of a patron saint was being held. With a Nagra tape recorder and a 35-mm single-lens reflex camera in hand, we recorded, photographed, and wrote about the rituals and music central to the celebration. Manuel’s labors went far beyond those of documentarian. He constantly inquired into the needs of the people of the community: Did they need musical instruments? Was the adobe church in need of restoration? Did they need help with government paperwork? When he was not carrying out fieldwork, he would promote marketing opportunities for Chilean craftsworkers or organize public presentations of rural musicians in the capital city of Santiago, honoring them and making them and their communities more visible in the Chilean body politic. In that regard, to this day Manuel Dannemann remains close to my ideal of the academic culturologist—equally devoted to the teaching and scholarly endeavors of his university career and to the people whose expressions he studies. This model of scholarly behavior was an overarching lesson of my experience in Chile. Another was a greater appreciation for the view of folklorists who approached music as an integral aspect of a larger cultural Gestalt. Yet another was the often brutal connection between politics and culture: in September of 1973, the Chilean armed forces killed President Salvador Allende, along with tens of thousands of others, and outlawed certain forms of music associated with left-leaning population groups. Radical, though less lethal, politics would later come to bear on my work.

I seem to have gotten ahead of myself, and the section that follows indicates several pithy abiding opinions concerning training that I have acquired during my process of becoming an ethnomusicologist working in the public sector: (1) Public-sector work usually entails greater public accountability than academic work. (2) Field-work which engenders appreciation and awareness of the dynamics of music in community life, and which leads to an informed sense of accountability to the people one serves, is paramount in becoming a public-sector ethnomusicologist. (3) Internships outside the academic setting that introduce journeymen ethnomusicologists to extra-academic role models, professional lifestyles, and required skills not taught in the academy are invaluable forms of training and the most effective means of professional “networking.” (4) If university programs in ethnomusicology are to address the needs of the student and society more effectively, they must offer better training of relevance to extra-academic professional life. (5) Mentorship—working in a practical setting under the close tutelage of a more experienced professional—is the ideal form of advanced training. (6) For the public-sector ethnomusicologist, training never ends, and one is always in a state of becoming, as the challenges of responding to public needs and working effectively in public institutions continuously evolve.




WORKING AS AN ETHNOMUSICOLOGIST IN THE PUBLIC SECTOR

My early stages of becoming an ethnomusicologist necessarily involved working as one, but for the sake of this article “Working as an Ethnomusicologist” begins in 1978, when I joined the National Endowment for the Arts, a federal agency in Washington, D.C. At this juncture, my experience departed radically from that of my academic colleagues. My title was arts specialist; I spent hours each day on the telephone with grant applicants; I rarely lectured on musical topics; and there was no institutional incentive for me to do scholarly research or writing. There was little time or opportunity during official government work hours to do the things I had cherished most during my years of becoming—fieldwork, study, producing public programs, and teaching. Nevertheless, this was one of the most intellectually and professionally exciting and expansive stages of my career. It was also one of the most humbling.

Bess Lomax Hawes had been appointed director of the NEA’s Folk Arts initiative in 1977 and by 1978 had successfully argued for placing the folk arts on a bureaucratic footing with other arts disciplines. The Folk Arts Program was given a grant budget of slightly less than two million dollars; and, in addition to Bess, an administrator, a secretary, a folklorist, and an ethnomusicologist were hired to run the grant program. The challenges we faced were significant. The NEA legislation required that we give matching grants to federally sanctioned nonprofit organizations in the United States and its territories (Guam, American Samoa, the Northern Marianas, Puerto Rico, and the U.S. Virgin Islands). In the culture of the NEA, the fine arts critical approach to evaluating and supporting art had a privileged position; this approach focused on the art object in relative isolation from its context. The NEA was created in large part as a result of pressure from influential fine arts professionals and devotees, and the historical prominence of orchestral music, modern and classical dance, theater, contemporary painting, and other “high” arts had contributed to an accepted canon of artistic expression often referred to as Culture with a capital C. Furthermore, much of the NEA’s orientation and success since its founding in 1965 had resulted from its role in creating and nurturing nonprofit organizations devoted exclusively to the arts, in most cases to a single discipline.

The expressions we at the NEA called folk arts, in contrast, were rarely allied with nonprofit organizations; still more rarely did these arts organize themselves into formal groups with boards, bylaws, federal certification of nonprofit status, and grant writers. Professionally staffed nonprofit organizations for the folk arts, such as the National Council for the Traditional Arts (in the Washington, D.C., area), the Center for Traditional Music and Dance (then called the Balkan Arts Center, in New York City), and the Center for Southern Folklore (in Memphis, Tennessee) were extremely few. In our more anthropological approach to the folk arts, cultural context and process were seen as inextricably related to the appreciation and support of the artistic expressions themselves. Organizations and individuals representing the folk arts had played no significant role in the NEA’s genesis and formative stages and had little political status. Consequently, the chairmanship of the NEA and the membership of the National Council on the Arts, which oversaw NEA’s activities—in both cases appointed by the president of the United States—included little significant representation of the folk arts. (Later, major exceptions would be the council member Robert Garfias, an ethnomusicologist; and the chairman, Bill Ivey, a folklorist.) The folk arts, including an array of expressions such as old-time Appalachian fiddle music, African-American quilts, Samoan tattoos, New Mexican Hispanic folk drama, Filipino rondalla music, and Native American moccasins, were usually outside—sometimes far outside—inherited notions of the fine arts. These inconsistencies with the NEA’s normal way of doing business, along with the sheer size and diversity of our field and its physical and psychological distance from Washington, presented major challenges.

Our assets included our belief in the beauty, integrity, and inherent value of the arts, artists, and communities we served; the formidable personality, stature, and strategic acumen of our director, Bess Lomax Hawes; the public’s recognition (despite ambiguity as to its exact definition) of the term folk in American popular culture; and, to no small extent, our underdog, counterculture status within the agency and among the arts. Also, Bess’s work with the Smithsonian had strengthened ties between literally hundreds of cultural experts scattered throughout the United States and the budding efforts at cultural conservation and public representation in Washington, providing a brain trust to inform our work.

Endless discussions among those of us on the staff, folklore experts whom we would convene to evaluate grant applications, and others in our field yielded several important strategies for carrying out our mission. To remedy the lack of nonprofit institutions in our field, Bess favored courting the fifty-six governmental state and territorial arts agencies as host organizations for professional folklorists to act as fieldworker liaisons at a more local level, in effect amplifying our ability to identify and address the needs of our folk arts constituents. By the 1990s, fifty states or territories would have statewide folk arts coordinators, as we called them, though many of them ended up being based in other types of organizations. In the early 1980s, we launched a program of support for apprenticeships to encourage one-on-one extended mentor-disciple relationships that were essential to passing on the knowledge, meaning, and skills of the folk arts. This effort evolved into a program of support for state-based apprenticeship programs that numbered forty at its peak and by the mid-1990s had supported more than 2,500 master-apprentice relationships. In 1982, the National Heritage Fellowship program was launched, annually recognizing numerous outstanding folk artists through national press releases, an awards ceremony in Washington, and a fellowship grant (which grew from an initial $5,000 to $10,000). By its twentieth year, in 2001, more than 250 individuals and groups had been honored in ceremonies in Congress or in the White House, and the award itself had achieved national prominence, elevating the status of the folk arts overall in arts and governmental circles (figure 2).


FIGURE 2Daniel Sheehy hands Hillary Clinton (then the first lady) a National Heritage Fellowship certificate for Liz Carroll of Chicago, an Irish-American fiddler. The occasion was an award ceremony in Washington, D.C., in the Caucus Room of the Russell Senate office building. At the rear, presiding, is Jane Alexander, chairman of the National Endowment for the Arts. Photo by Nick Spitzer, 1994.
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I have long found it difficult to put into words the exact nature of my work at the NEA and how I relied on my ethnomusicological training to do it. A broad knowledge of the cultural panorama of the United States was fundamental, and acquiring and maintaining this knowledge was an unending task, as new immigrants constantly arrived and more cultural communities became connected to the network of institutional support. Offering technical assistance to our growing field was a major part of our work, and the more training I had in particular musical styles, the more effective I could be in giving advice and evaluating project proposals. Knowledge of the available expertise—of folklorists and ethnomusicologists in particular—was critical to our ability to evaluate activities in the field and adjudicate grant applications. One of my earliest memories of my work at the NEA illustrates the relevance of these issues. I received a telephone call from an individual who wanted to organize a kantele festival in the Washington, D.C., area and was looking for both financial support and connections to others who had organized similar events. My attempt to seem knowledgeable was futile. Given the limitations of my ethnomusicological emphases, I had no idea what culture the kantele was from (it is Finnish), let alone what it was (a psaltery—often called Finland’s national instrument) or what other kantele-related events might already exist. Through the network of my ethnomusicological colleagues, I found the answers to all my and the caller’s questions and suggested that my caller contact more experienced kantele festival organizers in Michigan. At that point, I was able to help the caller put together a grant application that would have some hope of success. The experience of being confronted with unknown cultural terrain was unending over the twenty-two years I spent at the NEA and had a wonderfully humbling effect. It taught me that knowing what I didn’t know—that is, appreciating the vastness and and complexity of my field—was a first step in knowing how to proceed.

Fieldwork has been essential to me, even though it could not possibly be my major activity while I was at the NEA. Except for field research that I conducted on my own, the fieldwork I conducted for the NEA mainly took the form of brief trips to advise cultural organizers from local communities or nonprofit groups and to evaluate local efforts. Time limitations required an economy of effort and an insistence on relevance, so that our inquiries would yield the best information possible, both to assist grant applicants in formulating their plans and requests and to enable us to evaluate them in the framework of the competition for grants. This essential contact with our constituents was brief, and far from ideal, though approaching it with the intellectual and intuitive tools learned through more in-depth fieldwork helped greatly in planning, carrying out, and assessing our efforts. In addition, plans for fieldwork were built into many of the project proposals that came to us, and the ability to critique them came from training and experience. In the “on the ground” activities of public-sector cultural workers that our program funded, fieldwork was the essential foundation of practically any form of programming.

Communication skills were paramount in my work. It was extraordinarily challenging to explain the culturally diverse, nonprofessional, noninstitutionalized, community-based character of the folk arts—among other complexities—to arts administrators and others unfamiliar with these arts. Yet such explanations were essential in justifying the need for support of activities (fieldwork, for example) that were atypical of arts administration. Convincing agency policymakers of the importance of grants to organizations that did not specialize in the arts was critical to our efforts. Grants such as those given to a fire station in rural Virginia for a fiddle-making workshop and to an urban Jewish welfare group for a Cambodian dance workshop series raised eyebrows and required explanation. We had to tailor our language about our field for in-house agency meetings, memoranda, talks to general audiences, and the like; and we had to explain grant application procedures to novice grant writers.

Communication and a sense of bureaucratic strategy were never more important than during the time of the radical budget cutbacks and restructuring that resulted in 1995 from the attacks on the NEA by politically conservative individuals and organizations. I had become director of folk and traditional arts after Bess’s retirement in 1992, and the many idiosyncrasies of our field were challenged as the staff and the grant budget were both reduced nearly by half. Uniform guidelines and procedures for grants were mandated, and our ability to give grants to state arts agencies, to nonprofit groups other than arts organizations, to recently organized groups, and to individuals was threatened.

The solutions to this major problem took two principal forms: (1) integrating our most useful grant strategies into a uniform approach and (2) arguing for set-aside exceptions. In accomplishing this, some triage was to be expected. The goals were to save the most important elements, and, if possible, find new opportunities in the shifting organizational terrain. Defining apprenticeship programs as “tradition-based learning” and positioning them as central to our field’s priorities in the areas of education and heritage, two of the new high-priority rubrics for grants, helped to ensure continued support for them. The paucity of dollars in the overall budget, however, contributed to the demise of many of these statewide programs. The creation of the principal NEA grant category called “Heritage/Preservation,” based on a concept akin to the “Folk and Traditional Arts,” was a great benefit, as the number of NEA grant categories was reduced from more than a hundred (including several in folk and traditional arts) to four. With the support of Jane Alexander as chairman, our partnership efforts with state arts agencies in some ways were strengthened through the creation of the “Folk and Traditional Arts Infrastructure Initiative,” a singular exception to the agency’s restructuring, designed to expand statewide support for our field. A heightened focus on our field’s underinstitutionalization made it possible to create a new “fast-track” source of technical assistance, called the “Traditional Arts Growth” (TAG) fund. Fellowship grants to individuals were under severe attack from certain elements in Congress, based mainly on inaccurate perceptions that they were the root cause of alleged obscene or otherwise controversial art. Both honorific fellowship categories were saved—by allying the National Heritage Fellowships with the NEA’s Jazz Masters fellowship program, underscoring their character as “heritage preservation,” and by the individuals in our field who enlisted the support of Senator Jeff Bingaman, a Democrat from New Mexico.


FIGURE 3Daniel Sheehy at his desk in the offices of Smithsonian Folkways Recordings, Washington, D.C. Photo by Terence Liu.
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After I left the National Endowment for the Arts in 2000 to become the director and curator of Smithsonian Folkways Recordings (figure 3), a division of the Smithsonian Institution’s Center for Folklife and Cultural Heritage, the change of perspective helped me see more clearly what had not been accomplished while I was at the NEA. Although many more ethnomusicologists had been invited into public-sector activities, I saw little progress in changing the culture of ethnomusicology to include applied activities per se among its central concerns. More publications, more forums for discussion and student involvement, and a broader vision of professional possibilities are needed for this to occur. I had managed to publish a couple of articles on the topic (1992a; 1992b), but the corpus of literature on applied issues aimed at ethnomusicologists had not grown much. A notable exception was an issue of Ethnomusicology (fall 1992) called “Special Issue: Music and the Public Interest,” conceived of by the journal’s editor, Jeff Todd Titon. Relevant publications by folklorists are more plentiful; one example is Public Folklore, edited by Robert Baron and Nicholas R. Spitzer (1992), though ethnomusicologists seem to have taken little notice. The current emergence of an applied ethnomusicology special interest section, spearheaded by Martha Davis, Doris Dyen, and others within the Society for Ethnomusicology, is encouraging. Infusing the spirit of “ethnomusicology is what you make it” into our daily discourse can only lead to a livelier intellectual ambience and to more societal esteem for the ethnomusicologists skills.
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BECOMING AN ETHNOMUSICOLOGIST

I have always been fascinated by different cultures. Consequently, in high school I studied (with one other student in a group of our own) a number of foreign languages, including French, German, Russian, and Arabic (both colloquial and literary). Of these, I became most proficient in German, but I have only maintained French. I am a native speaker of Spanish and have studied Spanish at the university, as well as traveled or conducted research (or both) in Spain, Ecuador, and most recently Mexico. While I was in high school, my language teachers, Paul Haines and the late Alan Wilson, were my most important influences. Wilson was a polyglot with a wide repertoire of anecdotes and humorous multilingual puns. Haines taught only French but was also an avant-garde poet. At that time he was writing the lyrics to Carla Bley’s avant-garde jazz opera Escalator Over the Hill. I baby-sat for Haines and his wife, Jo, in Paris and London, when they were on their way to teach at the American School in New Delhi after leaving New Mexico. I was with them in Paris in 1968 when the student demonstrations there signaled the start of a new era. I still remember the manifestos on the walls of the school of medicine—and the Haineses’ incessant references to music in everything they did. As I got to know them better, I began to listen differently.

Music was a regular aspect of my life while I was growing up, as my uncles and brothers all played some instrument and my mother and sisters sang. At age two, I begin to imitate church and popular singers on the radio, sometimes learning songs in English, although I didn’t speak the language. I joined choirs in middle school and high school, and at age thirteen I taught myself to play the ukulele with the help of books, and especially with the help of two girlfriends who played it. At seventeen I again used books to begin learning the classical guitar, using a guitar that a friend had bought for me in Spain. I began formal instruction in classical guitar with a Cuban teacher, Hector Garcia, during my freshman year at the University of New Mexico (UNM).

I took my first ethnomusicology course (in Indian music, with a visiting professor, Henry Powers) at the University of California at Berkeley in 1970, but I left the university to start a family. I lived for three years in Brisbane, Australia, in the early 1970s, and there I studied voice at the Brisbane Conservatory and Japanese at the University of Queensland. When I returned from Australia, I again studied at the University of New Mexico, spending five months in Quito, Ecuador. There I took courses in Latin American anthropology, history, and literature and Spanish phonology at the Centro Andino, a joint venture (now discontinued) between UNM and North-western University.

I returned to UNM in Albuquerque and became a music major. I eventually received a bachelor’s degree and a master’s degree in music theory and composition, having also studied voice and classical guitar. At UNM I was chagrined to learn that there were no courses on the musics of local Hispano or Native cultures, although a rather sizable collection of recordings was housed in the John Donald Robb Archives of Southwestern Music. In my third and final year in the master’s program, I received special funding from the graduate school to work with the Robb collection and develop teaching materials for a course I taught in the spring semester of 1986. The course culminated in a public concert that I directed with the students in the class.

This led to my pursuing a doctorate in ethnomusicology, although I also felt (rightly or wrongly) that the study of composition at the doctoral level would undermine the emotional dimensions of music and would be entirely Western-focused. Additionally, I was particularly interested in the possibility that ethnomusicology could attract members of minority groups to the university, where they could presumably learn to teach about their own cultural musics. I completed my doctorate at the University of California, Los Angeles (UCLA), in 1993.

My composition teachers at the university, William Wood and Scott Wilkinson, were influential because they recognized my talent in writing music and helped me develop my skills. The direction and expertise of a number of scholars at UCLA were crucial to my development in ethnomusicology. Elaine Barkin offered diverse approaches to composition that took into account non-Western musical cultures. Steven Loza, Charlotte Heth, Jihad Racy, Jacque DjeDje, and Amy Catlin, each in one way or another, inspired me and nurtured my academic development at UCLA and after I left to take a job at the University of Colorado in Boulder in 1988.

My early fieldwork on the Matachines dance in New Mexico paralleled that of the anthropologist Sylvia Rodriguez, and we often ran into each other in the field and compared notes. Most recently, the literary folklorist Enrique Lamadrid and the anthropologist Charles L. Briggs (the grandson of John Donald Robb) have been critical to the direction that my work on New Mexico and Mexico is taking. I recently completed a nine-month Fulbright scholarship in Mexico. I am indebted to Professor Jesús Jáuregui of the Instituto Nacional de Antropología e Historia and his students for the thorough and methodical ethnographic work they have done on danza in Mexico, providing contexts for the ethnomusicological research I am conducting there. In the area of performance, Steven Loza, Jihad Racy, and the Mexican ethnomusicologists Guillermo Contreras Arias and Gonzalo Camacho have been particularly helpful and inspiring.




WORKING AS AN ETHNOMUSICOLOGIST

I have conducted field studies among Hispano and Native peoples in California, New Mexico, Colorado, and Mexico. I conducted part of the research for my dissertation in a variety of libraries in Spain, and familiarity with Spanish musical customs has proved useful to my understanding of the music traditions of Latin America and the Southwestern United States. Although I also recorded flamenco singers at a number of public fiestas in Spain and southern France, I did not pursue ethnographic field or library research on this subject.

My work among the Cahuilla of southern California began as a collaborative video project when I was in graduate school, studying field methodology with Amy Catlin at UCLA. I continued to follow the Birdsong Festival for two years after I moved to Colorado. In the mid-1990s I conducted fieldwork on the Ute Bear Dance at Ute Mountain in Toyoac, Colorado. I was allowed to play with the musicians in the early part of the day, before people arrived—a unique experience. The work at Ute Mountain involved returning copies of my video and audio documentation in a very formal legal manner.

I began conducting field research on the Matachines dance of New Mexico in 1987. I worked in two Pueblo Indian locations (the Pueblo of Jemez and San Juan Pueblo) and one Hispano location (Alcalde). In 1989, although still something of a novice, I became the violin player for the dance in Jemez in order to prevent the tradition from declining or disappearing for lack of a fiddler. I completed my dissertation and doctoral degree in 1993 but devoted another five years to playing in Jemez, assisting three local players in learning the Matachines repertoire. The Pueblo continued to invite me year after year; but when I was satisfied that one of the local players could perform all the pieces well enough, I stopped going and he was allowed to play. He is the grandson of the fiddler who preceded me. Before playing the violin, at age seventeen he had accompanied me on the guitar following the Pueblo guitarist’s death in 1994. The violin repertoire is demanding enough that none of the local folk players had been able to take my place, and I had coached my replacement on the technique required for one fast piece in particular.

My acting in such a practical capacity at Jemez was a result of my graduate training at UCLA under Charlotte Heth, who had stressed the importance of community-based field research for Native America. As one of the musicians for the Matachines dance ceremony, I was able to return something to the Pueblo at the same time as I was conducting field research. Since then, community-based research has become a developing aspect of my work wherever I am; thus, my initial contact with a community entails a commitment to return something, eventually, if at all possible.

Having received permission to conduct my fieldwork in Jemez when I first went there, and since the Pueblo continued to invite me to play, I failed to realize that it was necessary to ask permission of the Pueblo governors who took office at the beginning of subsequent years. Further, when I submitted my dissertation to the then governor, I was informed that it could take a year for the spiritual leaders to approve the content. I could accept this condition, or I could delete all the ethnographical materials I had collected about Jemez. Since the dissertation did not depend entirely on the material from Jemez, and since it would not be professionally advantageous for me to prolong completion of my doctoral degree, I omitted that material. I plan to obtain permission to include selected unproblematic portions in a study focusing on the Matachines on both sides of the border.
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FIGURE 1Brenda M. Romero with members of the local Matachines danza in Trancoso, Zacatecas, Mexico, for the Feast of Our Lady of Guadalupe, celebrated not in December but on 12 February 2001. Photo from the author.

The problems with my dissertation arose in part from an earlier controversial dissertation focusing on Jemez. This work, written by a member of the clergy who had not asked permission, had violated Pueblo rules that prohibit the writing of Towa, the Jemez native language.

I continue to be greeted with “Welcome home” each time I visit the Pueblo. I have provided the Pueblo with video copies of my final performance with the Jemez, a rare presentation outside the Pueblo that took place in a public conciliatory quincentennial performance at a festival produced by Enrique Lamadrid in September 1998 at the University of New Mexico. This festival celebrated the little-recognized but centuries-long bridge between Indio and Hispano in New Mexico through customs like those practiced by the Matachines, customs that are neither well known nor well understood by outsiders.

In Mexico I have not only collected as much literature about the Matachines danza as possible but also conducted field research in a number of states (figure 1). My initial study has focused on identifying regional styles and variants, as well as getting a general sense of the musical and cultural forces and values that affect the danza from region to region and place to place. As with my focus on the danza in New Mexico and Colorado, in Mexico I have concentrated on Indigenous-Mestizo (in New Mexico I call it Pueblo-Hispano) cultural interaction, although the situation in Mexico is considerably more complicated. My recent stay in Mexico gave me a better understanding of Mexican societies and cultures, greatly improved my Spanish, and allowed me to gain a general idea of what the danza looks and sounds like throughout Mexico. I am now planning specific site studies in Chihuahua, Zacatecas, and possibly a third state, which will focus on the semiotic interconnections among the various aspects of the danza, including music and cultural change. This includes finding entire musical repertoires, which are rapidly declining as Mexico becomes a technological society. Some of these repertoires take several days to perform and are now rarely heard in ceremonial contexts, even when a fiesta lasts for a week or more. Louder musical groups like the banda (a large, popular wind band similar to the old swing bands) and amplified rock bands are encroaching on what was once sacred ground.

In all these settings, either I am introduced or, if I have no host, I strike up informal conversations with the musicians and danzantes. After introducing myself and my project, I obtain permission to conduct interviews and make videos and tape recordings. The most difficult part of this is conforming to the requirements of the Human Resource Committee at my university, because it is not always feasible or desirable to have everyone sign a consent form. I offer copies of important materials to individuals, or to cultural centers to which many of these individuals might have access. Delivering the materials gives me an opportunity to gather culturally informed documentation to add to my own field and recording notes as I view a video with selected individuals. This is something that I am adapting from the field methods of Amy Catlin and Nazir Jairazbhoy, as well as from Amie Maciszewski’s work in India. I am also teaching members of some regional cultural institutions to log and document their own recordings so that these recordings will have archival value. Again, this applied focus is a result of UCLA’s emphasis on community-based research.

In New Mexico I could not even carry a notebook while conducting fieldwork in the Pueblos; once, in San Ildefonso, I saw someone else’s small notebook confiscated. I could take photographs in San Juan Pueblo during certain years, when photographing the Matachines was allowed for a fee. In Jemez I was allowed to tape-record my own performances in the central ceremonial plaza, but nothing else. I took some photographs outside the plaza, but never of the ceremonies. In San Juan it was not unusual to see members of the culture taking pictures of their loved ones during sacred public ceremonies, but this was rare in Jemez except outside the plaza. My usual practice in the Pueblos of New Mexico (a practice I learned from Sylvia Rodriguez) has been to dictate my impressions to a tape recorder while they are fresh, usually while I am driving from the Pueblo to my mother’s home in New Mexico or to my own home in Colorado. This process is very effective, although transcribing the cassettes later is extremely time-consuming.

Such restrictions on field research are rare in Hispano settings throughout New Mexico and Mexico. There, it is not unusual for me to make videos and tape recordings simultaneously, and perhaps shoot a few rolls of film when I am not video-recording. Although I always ask permission, I often see others recording without permission. I typically develop two sets of prints and send one set to key people. I recently acquired a digital camera, and this will facilitate giving away enlargements or edited photos. I always carry a notebook, but my experience in the Pueblo has left: me with a sense that I do not want people to feel “studied,” so I try not to write when they can see me, except to make quick notes and take down the names and addresses of those to whom I am promising materials. In Mexico, I tried writing my field notes when I returned from the field, as part of the process of logging and documenting my field recordings. As a result, there is a symbiotic relationship between my field notes and tape logs (see below).
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FIGURE 2In Aguacatitlán, Guerrero, 24 July 1999. Left: to right: Rubén Luéngas Pérez and Patricia García López (ethnomusicology students and performers at UNAM), Juan Carranza Soriano (director of the Casa de Cultura in Chilpancingo, Guerrero), Brenda M. Romero, Guillermo Contreras Arias (ethnomusicologist and performer at UNAM and CENIDIM), and Edgar Serralde Mayer (ethnomusicology student and performer at UNAM). Photo by Pablo Pérez Márquez.

I consider doing solitary fieldwork the most limiting aspect of field research, and I deplore the fact that the United States has no equivalent of France’s Centre National de Recherche Scientifique, whose interdisciplinary teams of researchers go into the field together for extended periods of time. A team minimizes the individual researcher’s limitations, which result from our typical life in highly specialized academic contexts.

In Mexico, collaboration in the field was possible in only a few instances and primarily involved taking ethnomusicology students along (figure 2). Here is an excerpt from my field notes, followed by a tape log of one collaborative field trip that included the Mexican ethnomusicologist Guillermo Contreras Arias and two students, Rubén Luéngas Perez and Pablo Marquez. The occasion was a vigil for the feast day of Nuestra Señora de Guadalupe, the patron saint of Mexico, on the night of 11–12 December 2000. As you can see, the students contributed humorous musings.


Everywhere people were lying on thick blankets, waiting for the dawn—el amanecer—when the majority would fulfill their pilgrimage by dancing for the Virgen. G spotted a group of Matlachines [a common Mexican variant of the name] from their tall five-color feathered penachos. Since we had two small portable stools, we pushed in front of the crowd and sat, I videotaping and G taking notes. Rubén audiotaped, and Pablo took pictures. This was the Matlachines Internacionales de Aguascalientes. The fringe over the face was layered horizontally, rather than vertically, over the eyes. The overall look was Toltec to me (I had seen the Voladores many times while growing up in Gallup, New Mexico, when they came to the August Gallup Ceremonials) rather than Matachines in the far northern contexts. The fringe was sequined and flashy, as is usual for Matachines in Mexico. The design reminded me of the way I imagine the descriptions I have read of how the fringe was used to resemble a hand to prevent mal de ojo among the Moors. I need to try to find drawings or photos of that Moorish custom.

I videotaped against large lights set up on two sides; and I eventually moved to the other side, where there was less glare, although there was another pair of lights at the opposite end. The worst of it was that inside the Basílica there was an official “show” going on, with every famous singer singing praises to the Virgen. The sound was transmitted at a very high volume to the crowd outside the Basílica, with a huge television screen (made up of at least nine sections) at the top of the front entrance to the Basílica. The Matlachines and a Danza Azteca group behind us (closer to the entrance to the square) were the only ones who tried to keep on dancing as midnight approached. As the “show” got quiet—or at least quieter—the Matlachines would pick up. The danzantes struggled to concentrate on their steps as the transmitted blare became overwhelmingly loud at times. Furthermore, I was struck by the contrast between the “legitimacy” of the cultivated people, featured in the “show” inside, and the poor pilgrims who had sacrificed to come to Mexico City to play and dance for the Virgen, to make supplications for healing and blessings. Rubén, Pablo, and I discussed this at length later. They suggested that I launch a campaign to marry the president (Fox) [who was unmarried at the time], and then to inculcate some learning about and sensitivity to such problems [which are rapidly becoming more common throughout Mexico].




The Matachines tradition is binational and has the potential to bring better intercultural understanding to people on both sides of the border.



Compare this description with the forty-minute SVHSC tape log:

Velación para Nuesta Sra. de Guadalupe, before midnight

Tape 2/4


0:00

0:37. I am now situated in front of the crowd. I am facing a bright light and am distant enough from the drum that my microphone picks up, equally with the drum, the music that is being transmitted from the loudspeakers—the spectacle that is going on inside the Basílica—and being broadcast internationally.

2:17. Loss of focus.

2:33. Focused; danzantes stand in place; one makes adjustments to his penacho [headdress].

4:35. Drum begins to sound and danzantes begin to dance again, with occasional yells at particular points in the choreography.

10:18. The danzantes pause again. A drumbeat in the background is from another dance group behind us. One hears the broadcast inside the Basílica.

13:20. Camera goes to the big screen, where the attention of much of the public is focused during this brief descanso [rest] for the danzantes.

13:55. Danza begins again; the broadcast is especially piercing and is in marked contrast to the danza.

17:20. Lots of yells (yelps).

19:34. Danzantes pause again; drumbeat in the background.

20:40. Danzantes continue.

25:00. Drumbeat in the background like heartbeat; shortly thereafter, the church music becomes “indigenous,” accompanying a dance that Guillermo says is from Guerrero; the danzantes continue.

28:49. I changed positions during the pause that took place and am now shooting from the opposite end, a little closer to the drum. Much of the drum performance involves adjusting its rhythm to that of the events taking place inside the Basílica.

29:40. Close-up of the drum, with the group’s name: “Matlachines Internacionales de Aguascalientes.”

33:10. Pause; it’s midnight and Las Mañanitas [a ceremonial greeting song] is broadcast. Instead of singing, the crowd listens and watches the big screen where the mariachi is playing. I am aghast with disappointment, having expected to hear the 10,000 voices outside singing it all together.

34:47.I promise to deliver or send a copy of the video and note the address and telephone number.

36:20. During the applause, the helper tells me that they have traveled to Cuba, Jamaica, Costa Rica, and Venezuela. He says he is also a danzante, but he has hurt his back, so he helps. He has been with the group forty-one years, and he has been coming to the velación for forty-one years.

37:05. The danza resumes while another version of Las Mañanitas continues to be broadcast.

39:50. Danza ends; danzantes depart.



When I was accompanied, my research was broader in scope, as my coworkers asked their own questions and we followed up on leads together. A comprehensive write-up of the accounts above is pending, after we view a copy of the field tape together and compile each individual’s contributions. This is identical to the process of returning to a community to view and discuss log footage together. These notes will be incomplete until I have viewed the tape with the musicians and danza leaders and recorded their comments.

Collaborative fieldwork can be a challenge for those who are used to being in charge or who may not have the social skills necessary to work in an egalitarian atmosphere. It requires a great deal of trust among coworkers, and this trust is not necessarily easily come by, because of the competitive mind-set typical of Western capitalist societies. Collaborative field research is particularly difficult in situations involving men and women who come from countries with sharply differing attitudes toward gender roles.

In Mexico City, I taught a seminar for the ethnomusicology students at the Universidad Nacional Autónoma de México. Half of the time, I focused on speaking about the music of New Mexico, providing cultural analyses of Hispano and Pueblo musics, including Matachines music. Proceeding in a southerly direction, I used Matachines music and danza as a frame of reference for understanding how indigenous and mestizo cultural elements can be read. My presentations were based on my version of fundamental ethnomusicological theory, and the students were able to see how some of the ideas they had been reading about and discussing can be applied in a field study. They were also happy to learn more about a tradition that has great importance in the northern part of the republic but is almost unknown in Mexico City and farther south. Here are some notes I used in class to establish the questions basic to my study of the Matachines in Mexico:


A. Los hechos hasta ahora [what I have done so far].

My study of the danza from 1987 to the present.

Reflexivity, studying my own culture.

Cultural interaction in New Mexico.

Etc.

Extending to Mexico: trying to see a larger picture from the continuities and discontinuities across and within borders. What does it mean to see so many different versions of the Matachines? What distinguishes the Matachines from similar danzas with different names? How significant are the differences? Do similar danzas have similar meanings? How do regional styles differ? What accounts for the differences in regional styles? Cultural differences? Economical status? Are there some aspects that are always the same? If so, what are they?

How is the study ethnomusicological as opposed to dance-ethnographical? Focus at the beginning would be the same for both; has to begin by defining the social and physical contexts of the music and dance.

Is the event a fiesta patronal? Festival? Political function? Are the dancers or musicians complying with a manda or promesa?. Are the Matachines there on a contractual arrangement? If so, how much are they paid? Does this include the cost of the musicians? Where does the danza take place? Does it occupy different locations? If so, what are they? Do the locations have spiritual or social significance? Is a special status accorded to some locations but not others?

At some point this study has to switch from a focus on choreography and gestures to a focus on the musical culture and the music itself. Without the music there is no danza. What is the nature of the music? Is it old or is it newly composed? Are there any beliefs associated with the music? Are there specific repertoires, genres, or both? What are the names of the pieces played? Why are they called by these names? How many songs make up the sequence of the danza? What instruments are used? What are the names of the instruments and their parts? What materials are they made of? Where did the performers get them, or who made them? Are any special accessories needed for the instruments? Are some instruments more or less essential to the danza? Do the instruments have significance beyond producing sound? If so, what is that significance? Who are the musicians? Are they paid? If so, who pays them? How much? Is anyone allowed to play? What is the social organization of the musicians? Does the tradition stay within families? Where did the musicians learn the particular songs or repertoire? What is the role of the musicians with regard to the dance and the danza?

What is the relationship between the music and the dance? Do the dancers provide musical elements? If so, how? Does the dance determine the form of the music in any way? If so, how?



The students found much of interest in the tradition and were amazed by the virtuosity required of the Matachines musicians and dancers in some regions. I illustrated the materials on Mexico with my field videotapes, and the students were also able to see how I interview people and how I establish a rapport with interviewees. The female students were particularly inspired; and, as my hair is cut short, my Mexican colleagues teased me, saying that some of the young women had also cut their hair short, in my honor. I was very pleased to help the students discover something of their own cultural heritage, about which they knew very little; this is a tradition that continues across the border into the southwestern United States and links us despite political barriers.

This underscores one of the reasons that I continue to focus on this tradition: it is binational and has the potential to bring better intercultural understanding to people on both sides of the border. People in the small towns of New Mexico often believe that the Matachines represent a strictly local tradition. Perhaps with time they will develop an interest in seeing how groups in Mexico perform the danza. Toward this end, I am collaborating with Dr. Norma Cantú of the University of Texas at San Antonio to facilitate a binational gathering of Matachines groups and researchers. We hope to publish the proceedings in both Spanish and English.

In the Southwest and elsewhere in the United States, I have often given classroom and public presentations on the Matachines danza and played recorded selections of Matachines tunes from both sides of the border. Audiences find it very interesting to hear aspects of the Mexican tunes in the New Mexican ones, and vice versa. It is also fascinating, for many people, to see such a seemingly indigenous ceremony among the Hispanos of New Mexico. This helps to dispel stereotypes and arouses interest in the history of Pueblo-Hispano intercultural relationships in the Southwest and in the cultural relationships we share with people in Mexico.




MY PLACE IN THE FIELD OF ETHNOMUSICOLOGY

Until relatively recently, I concentrated on the modern concept of worldviews and cultural systems. Today, although I still find this focus, and historical research, useful in the early stages of a study, I am seeking more effective investigative approaches. That the Matachines danza is found on both sides of the border between the United States and Mexico has led me to current discussions about borderlands in the writings of Latino literary scholars and in the work of Charles L. Briggs, who has also done considerable work in performance anthropology. Victor Turner’s theory of “liminality” continues to be current in this area. The multiple variants and sites of the Matachines have also led me to the anthropologist George Marcus’s ideas about a world system and its implications for multisited ethnography. At the same time, I am uncomfortable about abandoning the idea of specificity, and so I am attempting to identify larger “fractal” cultural patterning to account for the range of variation. The ideas of Mexican scholars who have been working with the anthropologist Jesús Jáuregui have led me to join them in a search for creation narratives and metanarratives that continue to inform the danza in all its variations.

I have long been interested in the relationship between cultural interaction, music, and spirituality. The tradition of the Matachines brings ephemeral rewards, hard to capture for the ethnographical document. The emphasis on semiotics in my work arises from a search for meaning in the ephemeral and nonverbal aspects of music. It is a challenge to create a discourse for mystical experiences, such as apparitions of the Virgen de Guadalupe, that inform the intent of the danza. Finally, I am eager to highlight local musicians, following a tradition established by ethnomusicologists such as David MacAllester.

An innovative dimension of my work has been an emphasis on social change and applied ethnomusicology. Influenced early on by Baha’i religious teachings, I have long been convinced that the world is facing a spiritual crisis and have taken to heart the Baha’i injunction that it is my obligation to find myself in the company of people from different cultures. In New Mexico I focused not so much on conflict as on junctures where Pueblo and Hispano cultures have found something in common through music. I tried to exemplify this through my relationship with the people I worked with in the Pueblos. I have tried to focus on the contributions of the so-called subaltern, and this has been particularly easy in Mexico, where so much of the cultural fabric has been shaped consciously or subconsciously by the descendants of the great indigenous societies that preceded the European conquest. I have sought to make the musicians of different cultures more visible and to bring their voices to the forefront by devising strategies to include more of their commentary and emphases in my field documentation. I have tried to be not just an ethnographer but a friend of the people with whom I work, and I have tried to return something of my work to the communities where I have conducted field research. In these aspects of my work, I have been inspired by Charlotte Heth, Amy Catlin, John Schechter, and many others.

I also find myself spending more and more time organizing field notes, tape logs, and visual documentation like digital photographs and field videos in computer formats. This is crucial to the process of returning materials to the people in a timely way and maximizes the utility of the field document while preparing it to be deposited in an archive.
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Ah, such beautiful music!” said the jaguar.

Now you must not eat me,” replied the monkey.

Certainly not,” said the jaguar,

because you are a musician.” (Olsen 1996:110)



I collected that wonderful narrative from one of my Warao teachers in 1972, and it was one of the reasons that encouraged me to define ethnomusicology as follows: “Ethnomusicology is the study of a culture’s music undertaken to learn something about how that culture thinks about itself and the world it lives in.… An important question the ethnomusicologist must ask is, what can music tell us about a civilization, a nation, a tribe, a village, a person, that nothing else can tell us?” (1996:xxv). The narrative about the jaguar and the monkey tells me that among the Warao, music has aesthetic qualities and magical powers, musical performance is essential, and performers are valued.

Mantle Hood, my teacher and mentor at the University of California, Los Angeles (UCLA), explained, “Ethnomusicology is an approach to the study of any music” (1969:298). As an approach, ethnomusicology can be applied to many musical situations; the most common are living communities or individuals with whom the ethnomusicologist can personally interact. (I prefer to call the people with whom I interact my teachers or friends, although others may use the term informants or consultants.) Additionally, as an approach, ethnomusicology can be applied to music history, music iconography, “organology,” dance, or any number of other disciplines. For example, besides researching the ethnomusicology of living people such as the Warao, the nikkei communities, and many others in many parts of the world, I have also conducted ethnomusicological research in archaeology. For this type of investigation I have coined the term ethnoarchaeomusicology—a combination of ethnomusicology, ethnoarchaeology, and archaeomusicology, by which I mean the cultural and interpretative study of music from archaeological sources (Olsen 2002:8).

When I am asked to lecture about ethnomusicology as a discipline, I usually begin by writing “ethnoMUSICo1ogy” on the blackboard, emphasizing that music is at the center of the word. I do this because of my particular interest in and approaches to the discipline, which are greatly influenced by music as sound and music as performance. I continue to explain how sound and the performance that produces sound can tell us something about the people who make music. I then explain that there are three primary aspects of ethnomusicology: fieldwork, laboratory work, and dissemination.

In this essay about an ethnomusicologist at work, I will discuss how I prepare for the field, the philosophical and practical foundations of what I do in the field and why, my approaches to laboratory analysis, and the outcomes of my research.


BACKGROUND, TOPICS, AND PREPARATIONS

Before beginning any type of original ethnomusicological work for which fieldwork is important (and I cannot think of any time when fieldwork is not integral to original ethnomusicological research), one has to spend many months thinking about research design and learning about the people among whom and the regions in which the work will take place. This time must also be spent seeking funding for the research and making contacts with many people.


Warao

I spent approximately one year studying about the Warao of Venezuela before traveling to the Orinoco River delta. I was fortunate to be at UCLA and to be involved with Johannes Wilbert and the Latin American Center—the study of the Warao is one area of specialization there, and the UCLA libraries probably own everything ever published about the Warao. Through Wilbert’s course on South American Indians I became very interested in music and shamanism. One day, after he played a Warao rainmaking song in class, I offered to transcribe it for him. When he saw the results, he was apparently impressed because he suggested that I do research among the Warao for my Ph.D. dissertation in ethnomusicology. It was his excitement about the possible contributions I could make with the Warao, a culture he had devoted a lifetime to studying, that encouraged me to follow his advice.
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FIGURE 1Cesáreo Soto, a Warao river pilot and boat captain, guides his motorized canoe through one of the many rivers of the Orinoco delta to transport the author from the Venezuelan village of Barrancas on the Orinoco River to the Warao village of Yaruaro Akoho on the Winikina River—a two-day journey in 1973. The sheets of plastic protect the luggage and equipment from the rain. Photo by Dale A. Olsen.

During that time I also sought funding and submitted a proposal for the Clifton Webb Award. The dean of fine arts at UCLA liked my proposal and invited me to his office to discuss how he could financially assist me. I asked him to call Dr. Wilbert, then director of the Latin American Center, and encourage him to match the funds from the fine arts department. (I suggested that he say, “I will give Olsen x dollars if you will match it.”) Professor Wilbert did, and I was ready to begin my travel preparations.

Because of the interest at UCLA in the Warao, I was able to discuss very specific details about the logistics of Warao research with anthropology students who had just returned from the Orinoco delta. Dr. Wilbert also made arrangements for me to use his personal guide to transport me by canoe to the village where I would live (figure 1). There was still much for me to do on my own, of course, but such logistical details are vitally important before a trip to a rain forest, or any other locations far from urban centers.

Additional research trips to the Orinoco River delta were funded by UCLA and grants from Florida State University (FSU), where I was hired upon graduation in 1973. I have been fortunate to obtain grants quite easily, partially because of luck, but I think also because of the uniqueness of the regions in South America where I have chosen to do fieldwork. My experiences as a Peace Corps volunteer for nearly three years in Chile were of tremendous help in developing an understanding of South America, and, of course, I became quite fluent in Spanish (and also in Portuguese). The entire process of winning grants is what I call the mushroom effect: the more grants you receive, the more you will continue to receive, as long as you are successful and productive—meaning that you must publish.




Nikkei: Japanese immigrant communities

When I went to UCLA for my Ph.D. I put my flute skills (B.A. and M.A. in flute performance and historical musicology) to work by studying the Japanese syakuhati with Mitsuru Yuge, a master player of the Kinko ryû ‘school’. When I was hired by Florida State University, I was given a small sum of money to buy ten syakuhati in Japan, where I spent part of the summer of 1972. The school of music wanted me to develop a Japanese music ensemble, and teaching syakuhati was to be a part of this plan. After several years I heard about a company in Jacksonville called Denny’s Payless Grocery and Salvage Mart that had ten Japanese koto for sale for $50 each. The dean of the school of music gave me a check for $500, and I drove to Jacksonville to buy them. Suddenly, Florida State University had ten syakuhati, a syakuhati teacher, ten koto, and no koto teacher. Therefore, I applied to the Japan Foundation for a grant and proposed that FSU should be funded to hire a koto teacher. I was awarded the grant for two years, during which time we had five artists-in-residence to teach koto and syamisen (in English, samisen), two each academic year and one additional person during the summers. Besides teaching the Japanese instruments, we formed an ensemble and traveled throughout the United States presenting concerts of traditional music for Japanese artistic, business, and political functions. This story is leading up to what has become another major research area for me—music in the lives of Japanese immigrant (nikkei) societies in South America.

I was awarded a Fulbright grant in 1979 to teach ethnomusicology and conduct research in Lima, Peru, where I gave syakuhati lessons to several nikkei men and performed several concerts with two nikkei women. In 1981 I was awarded a grant to conduct similar research with nikkei in Brazil. One of the first things I did in São Paulo was to visit the Japanese consul, and when we first met he said, “I have heard about you.” He had learned about me through the Japan Foundation and the numerous concerts I had performed with Florida State University’s artists-in-residence from 1979 through early 1981. I have often been amazed at the networking that becomes possible when one performs music, interacts with music makers and listeners, and studies and writes about music. Through the consul’s introductions I met many nikkei musicians in Brazil, gave several concerts, and was eventually awarded a natori (a teaching diploma and professional name) in syakuhati from an iemoto (master) who had immigrated to Brazil in 1957 (figure 2).
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FIGURE 2The syakuhati iemoto ‘master’ Tsuna Iwami and the author—his student—playing at Iwami’s house in São Paulo, Brazil. Coincidentally, our instruments were both made by Nôtomi Judô, one of the greatest syakuhati masters, who was a Japanese “living treasure” until his death in the 1970s. Photo by Dale A. Olsen.

In 1993 I received a sabbatical and research grant to expand my studies of the South American nikkei. Through an Argentinean visiting professor at FSU, I made arrangements to perform Japanese music in Buenos Aires and La Plata. One of my graduate students had grown up in Paraguay, and through him I made contacts that I needed for living in Asunción and Ciudad del Este. Nikkei networks between editors of Japanese-language newspapers in Buenos Aires and Asunción enabled me to give a concert in Asunción. Then I traveled to the interior of Brazil, again contacting people whose names had been given to me by new friends and teachers in Paraguay. I also returned to São Paulo to work more with my syakuhati teacher, and then went back to Buenos Aires to perform another concert. On my way back to the United States I stopped off in Santa Cruz, Bolivia, where I met more nikkei musicians. An invitation to present a syakuhati recital at a Latin American flute festival in Lima in 1996 brought me back to Peru, where I performed five concerts during July. Thus, through a combination of contacts made in advance and contacts made by chance, I conducted fieldwork among the nikkei of South America, and my performances on syakuhati were crucial to my research.




Ethnoarchaeomusicology

My background interests and experiences with the musical instruments of ancient South America began when my wife, Diane, and I were Peace Corps volunteers in the late 1960s. In the Peace Corps, I performed for two seasons as principal flutist with the Philharmonic Orchestra of Chile. As a sideline I developed a fascination with the traditional flutes of the Andes. My first exposure to South American pre-Columbian flutes and pottery in general was at a small museum in San Pedro de Atacama, in the Chilean province of Antofagasta. But it was the collection in the National Museum of Anthropology and Archaeology in Lima, Peru, which we visited in 1968, that inspired me to study pre-Columbian musical instruments and ancient music making through depictions (iconography) etched into, painted on, or modeled as pottery vessels.
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FIGURE 3Eduardo Calderón, a north coastal Peruvian curandero ‘shaman’, demontrates an ancient Moche globular flute in his pottery workshop at his home in Las Delicias, Moche (near Trujillo), Peru. He used this instrument to call the spirits of the mountain and the ocean to assist him during his curing rituals (1979). Photo by Dale A. Olsen.

In 1974, a grant from the National Endowment for the Humanities took me to Bogotá, Colombia, where I began my first systematic study of more than 400 ceramic globular and tubular flutes from the Sinú, Tairona, and other ancient Colombian cultures. I also traveled again to Peru, where I photographed more ancient musical instruments and related artifacts, working primarily with César Bolaños in the National Museum of Anthropology and Archaeology in Lima. I also traveled to Trujillo on the north coast, where I spent several weeks working with Eduardo Calderón, a shaman who performed on pre-Columbian musical instruments during his curing rituals (figure 3). I received an award from FSU in 1982 to conduct research at the Field Museum of Natural History in Chicago, where I worked exclusively with John Alden Mason’s original field notes, documentation, and musical instruments that he had collected in the 1940s in northern Colombia. During the summer of 1983 I worked with the collection of pre-Columbian musical instruments in the Metropolitan Museum of Art in New York. I also spent several weeks studying pottery making, primarily attempting to make ceramic globular flutes with duct mouthpieces and four finger holes. In 1991, out of a collection of more than 125,000 photographs of Moche artifacts in the UCLA Moche Archive, I studied all that pertained to music and dance. In 1996 I returned to Trujillo, Peru, where I again spent several days with Calderón, reading to him chapters from my completed manuscript that pertained to the Moche culture.

While all these activities are types of fieldwork, archaeological excavation has not been a part of my research, and I do not consider myself an archaeologist in any sense of the word. My approach has been through performance, description, and interpretation of ancient artifacts, both as musical instruments and as objects of art that can be interpreted musically, iconographically, and symbolically.






FIELDWORK

I define the field in ethnomusicology as the place where the people under study are actively or passively making music within a context where they would normally do so. While this definition is probably similar to those given by other ethnomusicologists, perhaps the difference is that I consider passive music making equal in importance to active music making.

What is passive music making? It is listening to music and enjoying the groove— that is, becoming involved in the music. Why is passive music making as important as active music making? The answer has to do with the listener’s personal involvement in the music. Music pervades the airwaves in most places of the world, and it invades the minds of humans everywhere. Music is one of the things that characterize the human species. Therefore, passive music making is just as prevalent in a person’s life as active music making—in fact, for most people it is more prevalent. The ethnomusicological study of passive music making opens up a vast new world to the ethnomusicologist and offers many challenges. Ponder, if you will, these thoughts about and from one of my friends in Paraguay (from field notes based on an interview in 1993):


José Mitsui is a college-educated agronomist and owner of the only hotel in La Colmena (Hotel Fujimi). He was born in 1947 in Paraguay and has lived almost all his life in La Colmena except for three years spent in Japan. He recalled many things about his childhood, especially his grandmother’s love for Japanese min’yô and enka. Music was extremely important to his grandmother, who lived in La Colmena until she died at age eighty-five. She listened to min’yô (folk songs) and enka (a popular genre) every day on 78-rpm Victrola recordings. As José Mitsui explained: “Music had great value for her. Unfortunately for us children, however, the music had its greatest value because of the song texts. We children sang along because we liked it, but we didn’t know what the words meant. For us, we liked the music, but 85 percent of us didn’t understand it. We liked the rhythm, and some of it sounded sad.”



José cannot play a note of music. Nevertheless, his interest in Japanese music as a passive music maker explains much about his ethnic identity as a Japanese-Paraguayan.

I often explain to my students that fieldwork in ethnomusicology is indeed work. At other times, I explain that fieldwork is also play. It is, of course, a combination of the two, and when work and play are properly balanced or in sync, fieldwork can be one of the most enjoyable experiences of the ethnomusicologist.

The work aspect of fieldwork has many facets, as has been explained in great detail by several ethnomusicologists (Barz and Cooley 1997; Herndon and McLeod 1983; Hood 1982; Merriam 1964; Myers 1992; Nettl 1964, 1983). I was first influenced by the fieldwork perspectives of Bruno Nettl (whose book Theory and Method in Ethnomusicology I read on a thirty-six-hour bus ride from Santiago to La Tirana, Chile, in 1967) and Mantle Hood (whose book The Ethnomusicologist was one of my formative sacred texts in ethnomusicology), among others. Any anecdotes, suggestions, or details by successful people about fieldwork, however, are just that: anecdotes, suggestions, or details. Each person’s fieldwork experience is unique, and while you can prepare for fieldwork, you have to take each day as it comes and handle it yourself, using your own common sense.
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FIGURE 4Kyôko Yumoto on koto and the author on syakuhati, during the latter’s final concert (to receive a diploma as a natori, or licensed teacher) at the University of São Paulo in 1981. Mrs. Yumoto is a natori of the Sei-ha school (a branch of Ikuta ryû) in Tôkyô. She developed a Sei-ha branch koto school in São Paulo in 1979, where she lived for three years. Photo by Diane Olsen.

What I call play in fieldwork is the daily participation with the people under study. It is living in proximity with them, playing their music for and with them, dancing their dances with them, and also playing your music for them. All these activities are what a musician does at home, when not in the field; therefore, they should also be what a musician does away from home, in the field (figure 4).

What are the objectives of fieldwork? They could include problem solving and working with specific hypotheses; they could include learning musical instruments, songs, or dances for personal reasons; they could include collecting instruments, music, and related information for teaching, making films, television broadcasting, or composition; in fact, they could include about as many objectives as there are people who conduct fieldwork. Ethnomusicologists, however, primarily engage in fieldwork to solve problems and prove or disprove hypotheses.

One type of problem solving was suggested by Mantle Hood (1969) when he wrote that ethnomusicology is “the study of all varieties of music found in one locale or region …; in other words, all music being used by the people of a given area.” When I worked with the Warao during my first field trip in 1972, one of my objectives was to study all the music within Yaruara Akoho, a Warao village on the Winikina River. After several months I began to focus on music in shamanism and other practices involving power. I did not really have a hypothesis other than “Music is power,” which is a very broad statement. I think I proved that music is power among the Warao, but one can ask further, “What is power?” There is supernatural power, there is political power, there is physical strength, and there are many other ramifications of that rather overused word. Nevertheless, many years after my dissertation, I finished a book on the Warao that followed Seeger’s idea, on a much smaller scale, and also tackled my original hypothesis and others that developed as I worked with my material. Often, hypotheses appear after initial fieldwork has been completed, and unless follow-up fieldwork is possible, they may never be proved or even tested. Thankfully, I had collected so much material during my three field trips to the Orinoco delta that I was able to complete a thorough study of Warao music.


The researcher who becomes involved as an observer and participant has an effect on the process and outcome of an event and becomes as much a part of the event as the subjects of the research.



Another broad objective that I have followed in my research is the study of how music functions as identity among nikkei in South America. This was a logical outcome of my two subjects of specialization at UCLA—music of South America and music of Japan—although I happened upon the topic quite by accident in 1979 while living in Lima, Peru, as a Fulbright scholar. On one of my walks in the San Isidro district, I came, by chance, to the Peruvian-Japanese Cultural Center. I entered the building and introduced myself to a visiting Japanese dignitary and several nikkei who were about to begin a meeting in preparation for the eightieth anniversary of Japanese immigration to Peru. When I told them that I played Kinko-ryû syakuhati, one of the men produced a plastic instrument from a cabinet. Even before I had blown a sound, the Japanese man asked me if I could play a well-known song, “El Cóndor Pasa.” I improvised a version for him and also played some Japanese folk songs; all this piqued their interest and led to an invitation to give a concert. This was the beginning of more than twenty years of research among people of Japanese heritage in Argentina, Bolivia, Brazil, Paraguay, and Peru. I have endeavored to learn about the breadth and depth of music in their lives, both passively and actively, and to understand how music functions as identity across three generations of South American nikkei.

My fieldwork methodology often includes my performances on particular flutetype instruments, depending on the nature of my research. While researching the music of the Warao of Venezuela in the 1970s, for example, I often played a small plastic recorder for my Warao friends in the Orinoco delta. The children, especially, responded with enthusiasm when I played a variety of tunes, including some of their own dance songs and those from neighboring villages. This proved to be a very effective way to build rapport with the Warao, and it inspired them, in return, to express their own musicality to me—to “be musical” for me. Our performances for each other became a common, almost a daily, event.

As I have studied music making among the nikkei in South America, the Japanese syakuhati has been a principal factor in my research. I have given more than twenty-five concerts in five countries, many of which have included my explanations of the music I perform. I have also rehearsed and jammed with numerous nikkei and other musicians, playing min’yô, honkyoku (Buddhist music), sôkyoku (music with koto), sankyoku (music for three instruments), jazz, and folk music from the various countries where I have conducted research. As with the Warao, but to a much greater degree, I was able to create rapport that broke down many barriers and led to lasting friendships.

My ethnoarchaeomusicological research has also included my own playing of more than 500 pre-Columbian flutelike instruments. My reason for playing them and recording the results of my carefully thought out performances is that I believe the scales of these instruments can tell us something about the cultures which made them. This approach is related to the so-called new archaeology, which is based on the premise that through archaeology it is possible to learn about the social organization and religious beliefs of ancient peoples (Renfrew 1987:80).

After establishing rapport with living musicians and other people, I generally use a variety of methods for gathering information. When I conduct research in urban areas, I include archives, bookstores, libraries, newspaper offices, museums, and other repositories. While researching nikkei music in South America, for example, I read, took notes on, and photocopied many newspaper and magazine accounts of past and present nikkei musical events, other cultural events, experiences, critiques, and thoughts. I also found many invaluable memoirs written by immigrants and their children. In both rural and urban situations, I always conduct numerous interviews with musicians and other people. In certain situations (depending on my research objectives) I use questionnaires.

Another method that is certainly applied by all ethnomusicologists, as well as tourists and the general public, is nonparticipant observation, such as attendance at concerts, festivals, parades, celebrations, rituals, and so forth. Perhaps sitting in a concert hall or watching a parade is considered participant observation by some scholars, but such participation is passive rather than active. I consider participant observation to be more active than just being in attendance at an event; it would include participating in an event as a member of a family or club, perhaps interacting (clapping, laughing, dancing, meditating) or perhaps just listening. Indeed, observation (whether nonparticipant or participant) should be thought of as a continuum from the general to the specific, known as a G-S line (Hood 1982). To accommodate my experiences as a participant in music I use what I call bimusical participatory reflection; I have used this extensively with my research on the nikkei. Basically, bimusical participatory reflection is my documentation and interpretation of phenomena relative to my own performances on syakuhati with and for nikkei. I write about many of my musical impressions of the various nikkei subcultures, and about my musical experiences among them, in the form of brief narratives; they are my subjective impressions about the musical events in which I participate as a musician with and often for the people who are the subjects of my research. These narratives originate as field notes, as diaries (journals), or as letters to my wife, written after my syakuhati concerts, rehearsals, and other musical interactions with the South American nikkei. Here is a sample from my field notes, written during research in Peru in 1996:


Another inspiring experience—two syakuhati concerts in one day, the first for the elderly Japanese and the second for the nikkei youth and others. The first concert was held in the auditorium of the Centro Cultural Peruano Japonés, the same stage where I performed seventeen years earlier.… Because of this, I felt that I knew the stage somewhat. Actually, though, I had remembered very little about it, except that it is very high and much removed from the audience. I had thought all week that I would come down to the floor level and walk among the people, sort of like a modern komusô (a wandering monk musician)—strolling. But I decided to keep it formal because of the didactic nature of the performance and the fact that I had to speak into a microphone. I felt a closeness with the people, in any case, because of the reserved enthusiasm of a crowd of mostly octogenarians. But it was very important for me that they were Japanese, and that this was their music. Maybe the distance between the stage and the audience also convinced some that I, too, was Japanese—depending on their eyesight. In the United States, when I am dressed in kimono and hakama, some people would think I was Japanese (even with a name like Olsen).



What can this method of bimusical participatory reflection tell us about a culture or a the music of a culture? In my case, among the South American nikkei, bimusical participatory reflection revealed some of their attitudes toward Japanese classical and folk music, as the following field notes, made after the performance in 1996, suggest:


The stage itself was stark—no byôbu screens, no plants, just a curtain about twenty feet behind me. But no matter—the audience was Japanese, and I felt good. The best ambience for Japanese music is a Japanese audience. Ambience is more than a physical phenomenon—it is also spiritual, or perhaps more accurately philosophical. What is the correct word? I am neither Buddhist nor Shinto, but then, most of the issei (the first generation, that is, immigrants) in Lima are also Christian, having converted years ago. Still, there is a metaphysical closeness, a familiar ambience, when I play Japanese music for the Japanese. I had similar feelings of a familiar ambience, or a type of metaphysical communication, when I played alone in Buddhist graveyards in Nara, Japan. I definitely felt surrounded by a friendly and appreciative ambience.

The concert began about 3:15 P.M. and ended about 4:30. I began with Kimi Gayo, the Japanese national anthem, but I hadn’t realized that everybody would stand and sing along. My intention was to make them happy by playing music they would remember—this certainly was the right piece for that! My second purpose was to demonstrate the yôsempo scale (a pentatonic scale without half steps). I continued with Haru Kaze ‘Spring Wind’, which was actually composed by Stephen Foster and is known in the United States as “Massa’s in the Cold, Cold Ground.” This was another sing-along piece (I feel like a human karaoke machine), and I related to them my experience in Londrina, Brazil, at the main Sunday service at the Japanese Evangelical Holiness Church, when the congregation also sang along—the tune is also a Christian hymn, which was in their Methodist hymnal as “Jesus, Our Friend.” Another goal I had here in Lima was to show how many of the common Japanese songs are borrowed from other cultures or are also known in other countries. I also played Hotaru no Hikari, which has the same tune as “Auld Lang Syne.” I remember that long ago a Japanese friend or acquaintance (I cannot remember who) told me that “Auld Lang Syne” was actually written by a Japanese composer. This little demonstration of scales ended with Sôran Bushi, a min’yô from Hokkaido. Once again, everybody sang along. Next, I demonstrated the insempo scale (a pentatonic scale with semitones) and played more popular tunes, such as Ko jo no Tsuki and Kuroda Bushi—more singing.



My feelings about my own musical performances, rehearsals, learning experiences, and observations often tell me something that nothing else can tell me about nikkei individuals and even groups. Why is this? It is because the researcher who becomes involved as an observer and participant has an effect on the process and outcome of an event and becomes as much a part of the event as the subjects of the resesarch. What is told? The reflections of the researcher (both participatory and nonparticipatory) are important to the nature of any study, whether it is bibliographic, ethnographic, or psychological, because the researcher’s bias must be revealed. A researcher cannot (usually) describe his or her bias, but reflection will often reveal it. Bias enters into all research, because the researcher always has to decide what to include and what to leave out. Even when searching for information about musical events from old newspapers, the researcher decides what is important and what is not. Reflection may help to explain why such choices are made.

Andrew Killick (in a paper for the SEM conference in 1999) has advocated “writing down, writing up” as a way to conduct research. While he advocates the use of computers in the field, I have always preferred to use inexpensive notebooks intended for schoolchildren, because I like to write anytime, anywhere, and everywhere—in parks, restaurants, and coffee shops as well as hotel rooms. To begin, I usually buy half a dozen notebooks of the same size (6 by 7 inches, about 15 by 17 centimeters), designating one as a photographic and recording log, another as a journal (for my diary or field notes), another for translations of materials, and others for writing prose, including outline development and individual chapters. I always write in blue ink with a ballpoint pen because I find that blue ink lasts longest and doesn’t bleed through the pages. I write prose on alternate lines; this allows me to add words, make other changes, and insert comments.




LABORATORY WORK

Laboratory work in ethnomusicology has several facets, of which, for my work, the most important are the transcription and analysis of interviews and music, and the analysis of photographs. I call these textual laboratory work, musical laboratory work, and photographic laboratory work. Depending on the research design of a project, other types of laboratory work may also be important, such as the analysis of films, videos, and dances as well as “organological” and iconographic analysis.


Textual laboratory work

During my field trips to the Orinoco delta to study the Warao, I carried an expensive Nagra III reel-to-reel tape recorder for maximum fidelity of musical materials, and a cheap cassette tape recorder for backup of the music and interviews and for playback in the field. For music, I made recordings simultaneously with both machines, attaching both microphones in one shock mount. I used the cassette machine only for playback (the batteries were very heavy and could not, of course, be bought in the rain forest). My methodology included transliterating the Warao song texts with the singer, either immediately after they were sung or as soon afterward as possible. Because Warao orthography is very similar to Spanish, it soon became fairly easy for me to transliterate the songs from listening to the cassette recordings. Then I would read my transliterations to the singer, and he would translate them line by line (figure 5). This is a form of textual laboratory work accomplished in the field, and it has at least one obvious benefit: the translations can be followed by interpretive interviews. In several situations, however, because the original singer was from another village and was not available, I had to rely on another Warao man to translate some of the shamanic texts. Unfortunately, my ad hoc translator did not understand the archaic texts, although he claimed that he did; he deceived me by inventing meanings. I did not discover this deception until I had returned to Los Angeles, and several months later I had to make another field trip to the Orinoco delta to retranslate many of the shamanic texts.


[image: fig9_5]
FIGURE 5Cesáreo Soto, who is bilingual in Spanish and Warao, assists the author with translations of Warao shamanic song texts. During my fieldwork among the Warao in 1973, I retranslated all my shamanic song texts with Mr. Soto’s help. Photo by Dale A. Olsen.

All my Warao interviews are in Spanish; I translated them in the laboratory setting of my homes, either in the delta or in the United States. Other interviews (among the nikkei, for example) are in either Spanish or Portuguese. To play back these materials I use a Dictaphone, which is a secretary’s machine with a foot pedal for stopping or rewinding the tape. The pedal enables me to keep my hands constantly on the computer keyboard and enter translations into a word processing program.

These techniques, of course, are very common in ethnomusicology. Because I never include Spanish or Portuguese transcripts of my interviews in my publications, transliteration problems do not occur (as they can, for example, when one works with broken or pidgin English).




Musical laboratory work

The nature and extent of musical laboratory work depend on the research design of a project. No analysis of music should be done just for its own sake, and no transcription should be included in a publication just to take up space. Likewise, no musical transcription should be included in a publication with a statement such as “Here is a transcription of the song” or “The following transcription will give you an idea of the music.” Every musical transcription must be included for a purpose other than mere description, unless the description leads up to some type of problem solving. In other words, musical analysis for the sake of analysis and musical transcription for the sake of transcription are not acceptable, unless they are part of a seminar on transcription and analysis.

When I was working on my dissertation, it was necessary to make transcriptions of all my Warao shamanistic musical materials, because I was seeking verification of my hypothesis that Warao shamans used a variety of melodic patterns to delineate functional sections in the music (calling on helpful spirits, naming, inflicting, removing evil essences, and so forth). This analysis was based solely on intervallic relationships, and I found that cipher notation worked perfectly. I had learned how to transcribe in cipher notation by working with Javanese rebab recordings for Mantle Hood, and I got so good at it that I could type out corresponding numbers on my typewriter while listening to the shaman’s songs at half speed. Although I have not published them anywhere else, I did include these notations in my dissertation—they were vital to my research design, and I was able to prove my hypothesis.

For such musical transcription, a reel-to-reel tape recorder is required. It is also essential for transcribing with regular Western staff notation. Today, I make field recordings with a DAT machine, but I always transfer the examples I want to transcribe onto a reel-to-reel machine at 15 inches per second (ips). From that I make a dubbing onto a cassette (playing the original back at 15 ips, 7½ ips, and 3¾ ips), and transcribe the music using the same Dictaphone that I use for textual transcriptions.




Photographic laboratory work

I like to follow John and Malcolm Collier’s photographic guidelines, discussed in their book Visual Anthropology: Photography as a Research Method (1986). There have been many times, for example, when I have made visual inventories at the homes of my teachers or have made photograph documentations of instrument building (Olsen 1996). I also consider visual landscape documentation very important. Ideally, I use two cameras, one for black-and-white and the other for color transparencies. Recently, I have carried a digital camera into the field as well, because I find JPEG files very useful for Internet design.

For many years I did my own black-and-white printing of proof sheets and 5- by 7-inch prints for publication (I set up a darkroom in one of my bathrooms). Then one summer I developed a bronchial irritation from the chemical fumes and was forced to stop. I miss not having the flexibility of doing my own printing, because there is so much I can do in the darkroom to make my photographs outstanding for publication (and having my own darkroom is much less expensive than using a commercial service).

I use slides for teaching to a great extent, and it is now very easy to scan slides, edit them as JPEG files, and use them in Powerpoint presentations or on Internet pages. I have developed an entire Internet-based distance-learning course, “Music Cultures of the World,” in which I use more than 100 JPEG files made from my slides, digital pictures on a floppy disk, or individual frames from a Hi-8 video recorder. Such dissemination of ethnomusicological materials and knowledge is one of the most important aspects of our field.






DISSEMINATION

I believe that one of the most important concerns of ethnomusicology today should be the dissemination of knowledge. All ethnomusicologists should ask themselves this question: How can we disseminate what we know about music, what we want to know about music, and what we want others to know about music? All ethnomusicologists should think of themselves as advocates for cross-cultural understanding. We need to think constantly about how we can communicate musically to every living thing and, in turn, be musically inspired (inspiration is a form of communication) by every living thing.

Publication, of course, is probably the easiest way to disseminate knowledge. The audiences reached in this way are often very small, however, if scholarly journals or books are the only type of publication being considered. Textbooks may reach a larger audience, and the Internet is capable of a tremendous outreach. I have published in all these formats, and I would say that while articles and books are very important for a career in academia, textbooks and Internet pages are in some ways even more important because through them a scholar’s work can reach a large number of people. In 2000 I developed and published an Internet site, “Ethnomusicology as Advocacy,” in which I express my concern about how many of the people with whom I have conducted research are suffering the onslaught of oil exploration, narcotics trafficking, and other evils of postcolonialism.

Ethnomusicology is indeed a remarkable field because it deals with human beings through our music, which is perhaps our most personal form of expression. If we can learn to appreciate and understand the music of a culture, then perhaps we can learn to appreciate its members as human beings and respect them as individuals—and they can learn to appreciate and respect us. I firmly believe that this should be the most important goal of ethnomusicology.
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Human endeavor is not easily analyzed. Its background can be assessed only by studying the histories of individual lives.

What motivates a person to do scientific research? Is it a philanthropic undertaking, so that future generations may benefit from one’s findings, or is it ultimately a self-serving exercise? Does the person who tries to decode the genetic instructions of a virus or make sense of the odd behavior of neutrinos in particle physics follow an abstract purpose, or perhaps only obey the dictates of a personal neurosis?

To discover is “to find something that already existed but was not known about before” (Longman 1990:290). Obviously some of us are driven by an urge to find out about existing facts, connections, relationships, and causes, and thereby to learn something about the workings of the human mind and the structure of he universe. Eventually, our findings can benefit others in their search, but it would be difficult to postulate a built-in program of benevolence in biological organisms.

Many people never discover anything, and the idea that they could does not even occur to them. But some of us venture into situations where we are bound to bump into something unknown. In an article entitled “Why Go to Mars?” the science writer Glenn Zorpette (2000:22) has given the following assessment of Christopher Columbus and the Apollo astronauts: “Although their missions blended commercial and political-military imperatives, the explorers involved all accomplished some significant science simply by going where no scientists had gone before.” Sigmund Freud in his journeys through the depths of the human mind was doing the same. He analyzed dreams, parapraxis, and other strange phenomena with the gaze of an intelligent child penetrating terrain no one had probed before.

A discovery can come about through various avenues, but when it happens—especially if it is a scientific insight—there is always an element of amazement. This is also true of an invention: the finding of something that did not exist before, such as a new technical device or the creation of a work of art. Discoveries and inventions both tend to occur to the individual in a flash, as a sudden insight, although they are usually brought about only by long and painstaking work. Coming to terms with a discovery, the individual then passes through a stage of beginning to “appropriate” it, to integrate this new element into his or her own personality.


In Africa, more nascent musical styles die than survive, and this is true not only of inventions in remote rural areas with poor communications. Traditions have a life span.



But what if all new insights result from some form of external inspiration? What if they are implanted in the brain in a fraction of a moment by an external power, with the pinprick sealed immediately? Split personalities sometimes claim that they hear “voices,” but they are quickly referred to a psychiatric ward.


LEARNING TO GATHER DATA

I cannot easily reconstruct the moments when I began to ask scientific questions. But it seems that this inclination began when I was about nine years old. During the hot summer of 1943, in Vienna, my city of birth, I started to gather data about events that seemed inexorable: I began a chronological documentation of the Allied air raids on Vienna and its surroundings. We were living in constant fear of the next day; but I was the foremost pupil in my classroom, and expressing fear was not appropriate. Perhaps my diary of these events was a magical device for taming them—it gave me the illusion of being able to control what would happen. By undertaking this sacrificial exercise, I might avert a direct hit on our house.

My air-raid diary opened with the first Allied air raid on Wiener Neustadt, a small town south of Vienna, on 13 August 1943. Thereafter I documented all the air raids that occurred, and I even reconstructed the dates of earlier raids, going back to 1942. Every week I made entries in my notebook. I would begin an entry by writing down the call of the sirens—in red for daylight attacks, in blue when the sirens howled at night. I noted how long the alert lasted, which districts and places were bombed or targeted by area bombardment, at what time (down to the minute) the all-clear signal was given, and—if I had access to the information—how many casualties resulted.

I completed my diary of World War II on 15 April 1945. In contrast to Anne Franks famous diary, mine was almost impersonal, not reflecting my intense feelings. It is probably my first scientific work, and my drawings in colored pencil of the sound of the sirens are my first “musical” notation. Scientific conclusions always depend on a reliable database; without empirical data, there can be no insights. One can, of course, make chance discoveries by pondering chaotic events, but such discoveries will remain ancillary as long as one is unable to put them into a broader context—a difficult task. In a sense, my air-raid notebook was a start on that path.




LEARNING TO WRITE

I took my next step toward becoming a scientist and a writer when I was at secondary school, Realgymnasium Wien 17, Geblergasse. In 1947, during holidays for the children of war victims in a place called Würrnla (west of Vienna), I had some upsetting experiences; and, trying to come to terms with them, I wrote a novel re-creating the events—how I had been terrorized by a gang of thirteen-year-olds and how I had finally escaped from the hostel. The novel is a mixture of fact and fiction. It is fictitious in that the roles are reversed: the winners and losers in the conflict have been exchanged, so that I would always emerge unscathed, not because of cowardice but because of moral superiority.

I called my novel Im Schloss ‘In the Castle’ (1948). The similarity of the title to Franz Kafka’s famous book is coincidental; I had not heard yet of Kafka. I wanted to get my novel printed (it never was, however), and so I also painted a self-portrait for the cover. I made this portrait standing in front of our big mirror, which, significantly, was called “Psyche.” The mirror had been with me from my early childhood, and it still is. I was thirteen at the time and had read a lot of so-called trash literature, the adventure stories available in the postwar market, such as Tom Shark. They encouraged me to try my own versions.

A year later I began to write a second novel. I worked on it for days at a time, in seclusion, for more than a year. Its setting was a place I have never been—China—and in contrast to my earlier novel, this one was not written in the first person. I reached page 127, but gradually I lost my zeal and my momentum. My cursive writing also slowed down, as if I had crossed the event horizon of a black hole. Predictably, I never finished this second novel.

At that time, when I was about fourteen, I often used to pester my mother to allow me to emigrate to Alaska once I finished high school. I also developed musical interests. We were living in the American occupation zone, and from 1946 on I had become acquainted with American jazz through the U.S. Air Force radio, dance clubs, and cinema, such as the film Sun Valley Serenade, which featured Glenn Miller’s music. My love of jazz, especially swing and bebop, would continue through secondary school, and this, if anything, paved the way for my later involvement in ethnomusicology. At age sixteen I took clarinet lessons. But at that time I had other interests to which I gave about the same weight: I studied Sigmund Freud, and Ludwig Klage’s s system of graphology; I read the poetry of Rimbaud and Verlaine (in French); and French symbolism became a major interest when I was about seventeen. Later, the roster of my favorite authors included Franz Kafka, Georg Trakl, Stefan Zweig, Arthur Schopenhauer, and George Orwell. I resumed writing poetry and short stories from my late teens into my twenties, and some of it got published, though much later (Andika and Kubik n.d.). I also played jazz; my ensemble won first prize at the Vienna jazz festival in 1959.

By then I was already a university student. I majored in comparative musicology and Afrikanistik (African studies). This choice was inspired by literature I had read. Pursuing the African roots of jazz, I read Rudi Blesh, Richard A. Waterman, and Alan P. Merriam; and I became interested in African music, collecting the records published by Gilbert Rouget at the Musée de l’Homme in Paris and the records by Hugh Tracey. In 1957 I became a member of the African Music Society, South Africa. I read A. M. Jones (1949) but (interestingly) I did not yet understand his discovery of a “multiple main beat” in ngwayi drumming among the Bemba of Zambia. Possibly because I was a jazz musician, I was unable to imagine that performers in a group would not all refer their phrases to a common ground beat. I had to rediscover Jones’s findings later, in Uganda, when studying akadinda xylophone music.




THE IDEA OF CHRONICLES AND A DIARY

From 1954 on I had intimate contact with the art scene in Vienna because I played jazz at the Vienna Art Club near Kärntnerstrasse. I made the acquaintance of painters who were on the verge of becoming famous, such as Fritz Hundertwasser (later Friedensreich Hundertwasser), Ernst Fuchs, Anton Lehmden, Buddy (now Padhi) Frieberger, and Ernst Steiner; writers; jazz musicians, such as Ossi (Oswald) Wiener and Walter Terharen; and others. No doubt they all exerted some influence on my intellectual development.

My friend Buddy Frieberger used to create books by patching together “artifacts” of contemporary events in the manner of a collage. He called such a book Chronik ‘Chronicle’. Like the dadaists of Zürich in 1916 and the surrealists in France around 1925 (André Breton and others), he glued into these books all sorts of material objects—mainly paper, but also flowers, hair, and pieces of fabric—in chronological order of the events they memorialized. He collected drawings by friends, railroad and streetcar tickets, cinema programs, and the like. He also modified newspaper clippings by exchanging some letters to construct a different message. Buddy was a self-centered personality who did not tolerate opposition. He wanted to change the world, and he vehemently attacked the consumer society, the “common fool” in the streets, and all academics, artists, and musicians. In a state of uncertainty about myself, I was an easy target for Buddy; and, through transference, I was easily molded by his libidinal and aggressive tendencies. Under his influence I began to start my own patchwork Chronik. But this brought me back to data gathering; somewhere in the back of my mind was my own childhood chronicle of the air raids of 1943–1945.…

In 1955 I became acquainted with another painter, Ernst Steiner, and together we founded our own jazz band, in which Buddy also played. Ernst was from Switzerland. At first, his company was a great relief from Buddy’s outbursts and fits of anger; but Ernst soon revealed a similar, though more covert, potential for aggression—he was capable of the most elaborate devices to hurt his friends. Ernst, like Buddy, expected absolute loyalty: his friends had to love precisely what he loved in art and music—the same writers, artists, and philosophers—and if they did not, they would be dismissed as “tasteless” and “repulsive.” It was under Ernst’s influence that I eventually started a real diary. That happened during a lonely trip to Finland in 1958. Ernst had said that it was important for a poet to keep a diary, and I was a poet at that time, or wanted to become one. My first diary entry was written in a forest in central Finland, near Äkäslompolo (Suomi), on 20 July 1958.




HITCHHIKING AS A TECHNIQUE OF ANTHROPOLOGICAL FIELDWORK

During the years 1955 to 1958 I traveled extensively through Europe with a rucksack, sometimes standing for hours at a roadside waiting for a lift. I traveled through France, England, Spain, Portugal, and Italy. I played jazz with Mike Peters in London in 1955. In Spain I crossed the semidesert of Los Monegros on foot, and in Scandinavia I walked through the tundra of Lapland. This hardened me physically, and in a sense it was a preparation for my later field trips in Africa.

Although I was then enrolled at the University of Vienna, I was rarely seen there. The knowledge I was trying to accumulate came almost exclusively from literature. In ethnomusicology I read Jones, Tracey, Rycroft, Waterman, Rouget, Merriam, Nketia, and others. And from the analysis of jazz records and recordings of African music I tentatively formed some ideas. My first public lecture, on jazz and African music, was given at Club Bel Étage in Zürich, in 1955, in the presence of Else Leuzinger of the Rietberg Museum.

My relationship with Ernst gradually deteriorated; it reached a low point in early 1959, just when our jazz band had reached the height of its success. The consequent breakup of the band left a psychological scar and would be a major impetus in my decision to take off for Africa. I had a vague hope that in Africa I might find musicians with whom to play, if not jazz, then something else.

I set out from Vienna on 7 October, hitchhiking all the way to Uganda. All my equipment was packed in one rucksack: tent, sleeping bag, recording machine, camera, water bottle, flashlight, and some personal belongings. The small battery-driven tape recorder, a Stuzzi Magnette, had been kindly placed at my disposal by Dr. Walter Graf, then director of the Phonogrammarchiv Vienna. My funds for one year—from the estate of my Aunt Herma, who had died in June 1959—consisted of eighty pounds sterling in travelers’ checks.

As in my European travels, I did not have a preconceived program but relied on chance as my guide. Before my departure, I had read nothing about the African countries that I would visit; I said that reading would only make me prejudiced. So I placed myself at the mercy of the unpredictable. But I did have one basic concern, to learn to perform with musicians in Africa; and, logically, I said to myself that I would first have to find a teacher.

In 1959, I did not anticipate that this idea constituted a violation of colonial taboos. In Kampala and elsewhere (except months later, in Nigeria) my first experience would be the raised eyebrows of colonial administrators and the disbelief of local people who had long internalized the colonizers’ viewpoint. However, when I eventually found a teacher for the amadinda (xylophone) in Evaristo Muyinda—a former musician of the kabaka (king), it was more than good luck.

My first three African trips were in 1959–1960, through twelve countries; in 1961–1963 (figure 1) in East Africa, Nyasaland, Mozambique, South Africa, and Sudan; and in 1963–1964, from Oshogbo in Nigeria across northern Nigeria, Cameroon, and the Central African Republic with a Solex autocycle. During these trips, I developed a certain routine of field interaction—for example, in making first contacts. This routine was much in the style of my earlier travels as a hitchhiker in Europe. At dusk I was normally stranded somewhere: a driver had dropped me at a crossroad or, exhausted, I had stopped cycling or walking. I would look for a place to sleep; it never took me long to find one, and that was often the start of contacts and sometimes of miraculous recordings. This was a consciously devised research method.

There were exceptions to this approach, but it is important to outline the general pattern, because my early work in the field proceeded very much along these lines. The technique could be described as floating like a raft in a sea of events, although with a built-in autopilot that kept the raft away from dangerous waters. The exceptions occurred when someone had given me a letter recommending a particular place. For instance, my acquaintance with the blind musicians at Salama, south of Mukono (Lake Victoria, Uganda) resulted from contacts originally provided by the Catholic mission at Namagunga. My contact with Evaristo Muyinda took place the same way; Father Ortner from the south Tirol, who worked at the mission, took me on his motorbike to Kampala and to the Uganda Museum, where Mr. Muyinda was working. Similarly, my three-month stay with the family of Duro Ladipo from August to October 1960 in Oshogbo, Nigeria—and thereby all my studies of àló Yoruba stories—came about because Professor Ulli Beier of the University of Ibadan introduced me to him; I had contacted Ulli earlier by letter. However, the fact that I ended up studying àló and not something else was the result of a chance event (Kubik 1989a). I had started to study two other Yoruba genres, apala and sakara music, but my tape recorder broke down, and àló turned out to be a subject I thought I could manage with just notebook ethnography. So I learned the songs; and, drawing on my expertise as a jazz musician, I was able to write down quickly on paper, from the mouths of singers, the most complex offbeat phrasings of melodic accents (Richard A. Waterman’s term). My study of àló was inseparable from my integration into Duro Ladipo’s household and my friendship with members of his family, notably his brother Gboyega Ladipo and his twin sisters Taye and Kehinde. The help which the family gave me was paid back in kind. Money I did not have, so I helped Duro to write down in somewhat modified staff notation his Christmas cantatas and the beginnings of what would become his famous Yoruba operas, such as Oba koso. I do not know whether any of the manuscripts are still extant in Duro’s estate. His wife, Abiodun, does not mention them in her relatively recent article (Duro-Ladipo and Kolawole 1998).
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FIGURE 1The author waiting for a lift at a roadside in Rhodesia (Zimbabwe) while hitchhiking through southern Africa in 1962. Photos are by Gerhard Kubik.

My friends in many countries often shared my hardships. Once, in southwestern Tanganyika in 1960, Basilius Saprapason and I walked down the steep mountains of the Livingstone massif to Lake Nyasa, a two-day walk from Madunda to Makonde, and we got lost in the forest under the glaring eyes of a chui (leopard). We lit a fire in front of our tent and kept it burning all night. …

I recorded any kind of music—lamellophones, guitars, anything I found (figures 2 and 3). I became interested in oral literature, notably storytelling, and I photographed landscapes, villages, people, musicians, instruments, material culture, and technologies.

During my early trips I soon formed personal relationships that would be lifelong, such as my friendship with the blind kadongo (lamellophone) troubadour Waiswa Lubogo, whom Helmut Hillegeist and I had first met at the Agricultural Training Center for the Blind in Salama (Uganda) in 1962. When Moya A. Malamusi and I revisited Uganda in January and February 2000 on a project financed by De Ijsbreker, Amsterdam, we found Waiswa still living in Bumanya, his home, with his music unchanged. This was one of the most gratifying moments I have experienced recently.


[image: fig10_2]
FIGURE 2The author recording the kihoda girls’ dance among the Wakisi at Makonda, southwestern Tanzania. February 1962.


[image: fig10_3]
FIGURE 3The xylophone player Mrs. Muhua, with her children. Northern Mozambique. October 1962.




TRANSCULTURATION AND THE “WRITING CULTURE”

My early scientific discoveries in Uganda and elsewhere had to do mostly with audiopsychology and were thus relevant to the branch we now call cognitive ethnomusicology (Wegner 1993). These discoveries included illusion effects as compositional devices (Kubik 1960, 1989b, 2000). To express some of my findings, I modified the Western notational system and also developed alternative notations, such as a cipher or number system that I devised jointly with Evaristo Muyinda (Kubik 1994b, 2000; figure 4).


[image: fig10_4]
FIGURE 4The author s transcription of mangolongondo xylophone players’ strokes, illustrating a finding reached through field research and video analysis. The interlocking parts of the three performers organize movement in a “total motional pattern” that includes musically significant but inaudible air strokes.

In retrospect, I realize that Evaristo taught me infinitely more than music. For one thing, using simple but effective methods, he reinforced my overall awareness of conceptual relativity. For example, when in December 1959 he realized that in amadinda (xylophone) performance—this music consists of two interlocking tone rows— I regularly missed the entry point for my interlocking part because I was proceeding from a common ground beat (as in jazz) and “syncopating,” he stopped and said that I should start again with my tone row alone. When I did that, of course, it was impossible for me to syncopate, because there was nothing to syncopate against. So I played my part, the okwawula, just the way I had played the basic part (okunaga) before; and Evaristo fell in between my strokes with his tone row. Through this nonverbal teaching trick, he got me to understand that there was no ground beat to be shared by the two of us, but that we were operating within a relativistic universe, interlocking the two tone rows like cogwheels, each from his own gravitational standpoint. Dancers would reshuffle the structure in yet another way. Their internalized ground beat would always combine three pulses of our tone bank. In akadinda music, constructed on triple interlocking, there was a similar relativity. At last I understood A. M. Jones’s findings on Bemba drumming.

It is probably accurate to say that I was the first ethnomusicologist from outside Africa to come there and actually learn a genre of African music from a competent African musician. My objective was not to retrieve folk music for use in composed music, nor was it to exhibit myself and the stolen music in a pop group. Having gained access to something that existed but that in this case I had not known before, I reacted with admiration and respect, and with a feeling that I wanted to contribute to preserving some of these court compositions for Buganda; so I wrote down 102 of them. A year later Andrew Tracey followed a similar path in Zimbabwe (then Rhodesia) when he put himself under the tutorship of Jege A Tapera (Tracey 1961). In those days there was as yet no campus culture anywhere in Africa, in the sense that foreigners would flock to African universities to study African drumming. This may sound presumptuous, but it is likely that through my reports and articles I inadvertently triggered some of these later developments.

In the early 1960s and later I also worked on other subjects, notably the psychology of cultural contact, projection and transference, and racial and ethnic stereotypes. I analyzed these phenomena from various theoretical standpoints (1971, 1994a, and so on).

Initially, I kept my personal diaries separate from my ethnographic field notes. A decade later, that would change, when I realized that my personal experiences were inseparable from my scientific observations. Thereafter I kept only one diary for everything, recording all events and observations in chronological order. Most of my diary notes are written in shorthand (figure 5). This is an unusual practice, and I had not used it in Finland; but I discovered that it could serve as a cryptographic device to prevent curious friends from spying on my notes, and only when I wrote in shorthand did I feel relaxed enough to make honest and personal entries. Increasingly, I began to use my diary as an interlocutor, as a virtual consultant to talk to about unsolved questions and problems. Sometimes, answers and solutions—including solutions to scientific problems—emerged from the pages.

My use of shorthand in the field has proved invaluable. Many informants will not speak freely if confronted with a microphone, let alone a laptop computer; and writing in longhand can disturb the flow of a conversation because the researcher, who simply cannot write as fast as an informant is speaking, has to break in frequently with questions. Scribbling in shorthand can be done at the speed of conversation and is minimally invasive; it attracts little attention because the researcher can maintain eye contact with speaker while at the same time recording the conversation almost flawlessly.
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FIGURE 5Diary entry from the author’s most recent fieldwork in the kingdom of Buganda, made during a visit to the royal shrine of Prince Walugembe at Bugembegembe village northwest of Kampala. 9 February 2000.


O FIM DO MUNDO

After three long research trips, from 1959 to 1964, I had a chance to do research in Angola, upon the recommendation of the Portuguese anthropologists António Jorge and Margot Dias. My work in southeastern Angola from July to December 1965 (figure 6) was a turning point in my life, bringing about significant changes in my approach, interests, and methods. I had spent the previous years surveying many countries of Africa (these years included the memorable trip on a Solex autocycle from Nigeria to the Central African Republic, mentioned earlier), but I had begun to feel that I was overspecializing in one scientific realm and that ethnomusicology had to be given a role within broader scientific inquiry. So I chose to work on something else, in a place that the Portuguese would call o fim do mundo ‘the end of the world’.

I did not fall off the edge. But I was once again walking. During six months of anthropological fieldwork among Mbwela-Nkhangala-speaking people, I walked from settlement to settlement within a radius of some 80 kilometers from the administration posts of Cuito-Cuanavale and Longa. Most of these places could not be reached even by a Land Rover, so I was safe from intruders. This time, I started my research in a new way—not with the music but with the language. I began to learn Mbwela, one variant of a cluster of languages summarized by Malcolm Guthrie (1948) as group 10 within his zone K of the Bantu languages. I soon discovered that a knowledge of Mbwela-Nkhangala would open up for me a vast region extending into northwestern Zambia. In fact, I continued this research in Zambia in 1971, immediately after I had earned my Ph.D. in cultural anthropology. The Mbwela language is positioned somewhere between Lucazi and Mbunda, and it is also related to Cokwe and Luvale.

I had to learn the language from scratch, because no linguistic studies existed. I learned mainly in the company of children and adolescents, who were freer than adults to walk around with me, and so I was drawn into their subculture. Mbwela-Nkhangala society has an age-group system in which each stage is associated with a corresponding educational stage. Acquisition of knowledge—and thus progression from one age group to the next—is regulated separately for males and females. The earliest initiation procedures are mukanda (a circumcision school) for males and cikula (an initiation with no operation) for females. Mukanda initiation includes instruction in the tradition of masked performances, makisi (singular, likisi).

I realized that from the viewpoint of Mbwela society I was pretty much uneducated. So I opted for a more comprehensive form of participant ethnography than I had practiced earlier in Uganda, Nigeria, the Central African Republic, and elsewhere by learning to play musical instruments. I decided to undergo Mbwela initiation rites. It was clear that this would have effects on my own personality, and I am glad to have passed through these experiences (see also Nurse 1996). What resulted from my work in Mbwela-Nkhangala- and Lucazi-speaking communities in Angola, and across the border in Zambia, was a comprehensive documentation of these cultures, from 1965 to the late 1970s, on film, on tape, and in field notes, and an in-depth analysis of the mukanda initiation rites, their taboos, and defense mechanisms from the viewpoint of psychoanalytic theory. Here, the analysis of song texts helped me considerably, and this is where my ethnomusicological expertise began to merge with different branches of scientific inquiry. It also included a study of the performing arts: masked dancing, pantomime, and the historiographic meanings of masks.

What happens if one wears a mask? Anthropomorphic masks may represent prominent ancestors; zoomorphic masks may represent fantastic creatures of the bush. While in seclusion, each initiate is nominally devoted to a mpumpu mask that is made for him personally. It is always an effigy of Mwene Nyumbu, the mythical founder of the mukanda rites. However, the initiate is never allowed—even in later life—to wear this mask. Rather, the personal mask functions as a remote parental symbol watching over the candidate’s psychological transformation into an adult; it is a powerful superego image to be internalized. Later, in adulthood, nothing particularly mysterious happens when one wears any other mask (Kubik 1993).


[image: fig10_6]
FIGURE 6Kalelwa mask from the Kwitu River area, southeastern Angola. 1965.

In this society, wearing a mask must not be confused with spirit possession. The latter belongs to the realm of the mahamba (dissatisfied spirits) ceremonies, in which a medium functions as a channel through which a spirit can express complaints. Makisi masked performance is different. The dancer does not fall into a trance. Only nominally does he “become” a spirit, and then only in relation to the noninitiates in the audience, not to his peers. An initiate can approach a masquerader during a performance, briefly stop him, and whisper something to him. The performer is not in any special state. Different information about the meaning of masks is given to graduates of mukanda and to noninitiates among the general public.






CHANCE PATTERNS AND DEAD ENDS

It is not my purpose in this essay to write my memoirs. Rather, I am using details from my personal history to highlight developmental situations and interactions between researcher and research subjects in the field, and to trace and explain changes in my individual approach and methodology.

From a wider perspective, this suggests the extent to which history really is a result of chance sequences—how unpredictable it is and how chance effects accumulate. Discoveries and inventions take place within this context. In the history of cultures, mutations and innovations abound, though most do not survive; most innovative trends, perhaps astonishingly, tend to disappear quickly. In Africa, for instance, more nascent musical styles die than survive, and this is true not only of inventions in remote rural areas with poor communications. I learned this from a comparative study of lamellophones collected by the thousands for museums between the mid-nineteenth and mid-twentieth centuries; what I found was that many ingenious devices were not pursued further after having been invented (1998, 1999a). Sometimes an invention becomes current for a short period, only to disappear later, leaving scarcely a trace. Traditions, then, have a life span (Kubik, Malamusi, et al. 1987). In Africa, this is particularly evident with regard to technology: someone invents a new technique of manufacture or a new performance technique on an instrument (such as the kwela flute embouchure invented by a youngster in South Africa), but if it is not taken up vigorously and continued by subsequent generations, the inventor and his or her peers will carry it to their graves. There are many such blind alleys. One example is the achievements of Daniel Kachamba (1947–1987), a Malawi guitarist and composer: much of what he came up with in the mid-1980s, including his “metric style” and his ingenious technique of playing the electric guitar with only the left hand, disappeared after his death.

The death of any individual can end an extraordinary development. Mwenda Jean Bosco, also known as Mwenda wa Bayeke, Congo’s most famous early guitarist (he was first recorded in Jadotville, Likasi, on 3 February 1952 by Hugh Tracey), died in a car accident in 1991 at the height of his second career. Alan P. Merriam died in a plane crash in Poland; and my own life, and my life s work, nearly ended on Friday 22 October 1976 in an accident caused by a drunken driver in the mountains of Upangwa, southwestern Tanzania.

My brush with death was traumatic both physically and psychologically, and it led to an important decision—I have never again traveled anywhere by hitchhiking. What had been a practical and even an enjoyable method in the 1950s and 1960s had, I decided, outlived its usefulness. Interestingly, in the introductory text to a compact disk featuring some of his own field recordings in southeastern Africa, Moya Aliya Malamusi (1999) reports a similar change in his means of travel in Malawi during the early 1990s.
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FIGURE 7The Kachamba brothers’ band, near Chileka, Malawi. Left to right: Moya Aliya Malamusi with rattle, Daniel Kachamba playing a bottle-neck guitar in hauyani style, Donald Kachamba playing a one-stringed bass, and Bulandisoni Kapirikitsa holding a pennywhistle. June 1967. (A 16-mm movie with synchronized sound is privately owned and unpublished.)
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FIGURE 8Lidiya Malamusi-Kubik, the oral literature researcher, playing the nkangala, a. mouth-resonated musical bow. August 1985.

There are always nodes in an individual life. In 1967 Maurice Djenda, an anthropologist from the Central African Republic, and I were offered a chance to do a countrywide survey of musical traditions in Tanzania. For reasons that were never clarified, the project was suddenly canceled a few weeks before it was to start. However, the government of a neighboring country, Malawi, stepped in and told us that we would be welcome there. We changed territory and embarked on a nine-month survey of Malawi musical traditions that resulted in the most comprehensive ethnomusicological documentation ever carried out in a single African country (see the archival collections Djenda-Kubik in the Ethnographic Museum, Berlin; and the Learning Resources Center of the Chancellor College Library, University of Malawi).

One evening in Blantyre, on 25 February 1967, I was tired of working at my desk and said to my companion that I would go out for an hour’s walk. As I walked through the streets I became attracted by the sound of a kwela band playing at a street corner near the market. It was the band of the Kachamba brothers (figure 7), and the rest of the story is well known. If I had never met them, my life and subsequent research would certainly have taken a different turn. I would never have become a clarinet player in their band; I would not have traveled to Brazil with the young Donald Kachamba; I might never have known Lidiya Malamusi (figure 8), whom I married fifteen years later; and Lidiya might not have died on 26 November 1989. Even if I had met the Kachambas later, under different circumstances, a different sequence of events would probably have resulted; but unfortunately we cannot download and compare all the possible alternative scenarios from the cyberspace of another universe.




THE PLACE OF INDIVIDUAL RESEARCHERS IN HISTORY

Only later generations can define and redefine an individual’s place in the history of a discipline. When I delivered the John Blacking Memorial lecture at the ESEM meeting in London on 15 November 1999, I felt the presence of several ancestral spirits in the hall of the School of Oriental and African Studies: apart from Blacking, there were A. M. Jones, Klaus Wachsmann, David Rycroft, and others. They seemed to have assembled in silence, listening critically to what I had to say. The last thing I wanted to do was to disappoint them. So I tried hard to show that I had made some progress since 28 March 1963, when those illustrious people had decided that an undergraduate student should give a lecture at the Royal Anthropological Institute of Great Britain and Ireland about his findings in Uganda. Klaus Wachsmann had introduced me to the audience, and A. M. Jones had participated in the discussions.

A. M. Jones has had a considerable intellectual influence upon me through his various discoveries, including the relative beat in some Bemba drumming and his analysis of asymmetric time-line patterns (1949). Although I have added new findings to his research and, in the process, modified some of his concepts (Kubik 1989a, b; 1994b; 1999b), I feel no need to criticize him or, for that matter, to probe the alleged mistakes of past generations. The paleontologist Stephen Gould has warned us against perceiving too many dichotomies and becoming arrogant: “Since we have a lamentable tendency to view our own age as best, these divisions often saddle the past with pejorative names while designating successively more modern epochs with words of light and progress” (1996:39). Gould was referring to the “dark ages.” Certainly, knowledge is increasing, but the human intellect has remained essentially the same— at least, I see no improvement in it. Sometimes the same problems recur cyclically and the same mistakes reappear, though worded differently.

Klaus Wachsmann’s work was also an inspiration to me from the moment (in the late 1970s) when I first grasped his ideas. His interest in the historical dimension of African music guided me in reconstructing aspects of the musical history of East, Central, and West Africa (Kubik 1994b, 1998, 1999a). Wachsmann’s fascinating reconstruction of the history of African harps (1964) and the migratory pathways of instruments in the interlacustrine area of East Africa (1971) are milestones on a route opened up by earlier researchers such as Bernhard Ankermann, Erich Moritz von Hornbostel, and Fritz Graebner.

Another place where spirits still speak to me is South Africa. Hugh Tracey never tired of encouraging me in my early work; he wrote many letters to me while I was on my early trips, and I am not sure that I actually deserved so much attention. Our personal encounters are unforgettable—as is my association with the Portuguese anthropologists António Jorge Dias and Margot Dias, without whom I would not have become, in 1965, the first (and it now seems the last) cultural anthropologist and ethnomusicologist to work among the rural population of southeastern Angola.




AVENUES FOR SCIENTIFIC DISCOVERY

Ultimately, the human mind is a closed system. One does not have to consult Arthur Schopenhauer to realize this. Essentially, there is no way out of its circuit. Some societies have seen a possibility of divine inspiration, that is, extrasystemic origins of ideas; thus it is sometimes said that in states of trance, such as those researched by Gilbert Rouget (1980), an external power called a spirit, orisa or vodu, breaks into the circuit. But as soon as the possessed person returns to a normal state, the experience appears to be wiped away and the channel seems to be sealed off again. Multiple mind wiring—temporary connections between the brains of different individuals, human to human or human to animal—may be undertaken in this century, and the experiments may yield surprising findings about what constitutes consciousness. As it stands now, however, each human being has accumulated (since birth and shortly before) his or her own memory traces, which have condensed into what we experience as personal consciousness. We can no more explain exactly what it is that makes us aware of ourselves—that makes us say, “This is I”—than we can explain the perception of color to a person who is color-blind, and only by inference do we conclude that other persons are also conscious; there is no way of directly experiencing the consciousness of another individual.

But I can imagine how the phenomenon of consciousness arises. Self-awareness and consciousness are phenomenologically related to the fact that all mental activity is encased in a circuit. That is the conditio qua non of consciousness. A sort of centripetal process comparable to a gestalt effect then results from the interaction of the memory traces stored in the brain, forming units, clusters, and connected complexes. Essentially, therefore, consciousness is a phenomenon simply arising from the inter-connectedness, the merry-go-round of all our memory traces, including continuous perceptual input. As a closed circuit in which the neurological pathways are constantly energized, the system must crystallize into an all-permeating identity. It begins to experience itself. This may seem to be an enigma, but it really is not.

From this discovery many others might follow. One is that the mind of animals is not in principle different from the human mind; animals may also be conscious and self-aware, although they cannot think verbally about their self-awareness or communicate it to us, and so we tend to deny that they are conscious. Similarly, since consciousness arises from closed mental circuits or energized neurological superhighways, we might predict that advanced computers or robots which move around and accumulate data through sensors will also develop consciousness and self-awareness, if each is designed as a closed system of circuits.

The realization that discoveries and inventions are not necessarily made only by people of special talent or abilities conforms to some of these insights. Rather, such discoveries tend to be made by individuals who have been in exceptionally sensitizing circumstances that have triggered unusual developments. This comment is not to be misunderstood as a preference for nurture over nature, but we can reasonably think of the human genome as what it is: a huge set of possibilities.

There are many pathways for extraordinary scientific discoveries by individuals, depending on training, personal outlook, and experience. Problem-oriented research projects, for example, easily yield what they are designed for: routine solutions to specifically stated problems. But even with a measure of good luck, the researcher had better be prepared to keep more than one problem in reserve. In some instances, problem-oriented research proposals lead nowhere, except to a grant. Research questions may be phantoms arising merely from a juggling of contrived or poorly defined categories. In such cases the solution to the problem is an empty set.

There is no recipe for making a significant discovery. There are useful guidelines for research, but no blueprints. And yet certain avenues besides the strict pursuit of a specific scientific question are worth exploring.

Sometimes one can cultivate a mental state in which one is simply tinkering with ideas against the background of a set of data. A much neglected but important problem-solving activity is dreaming. A dreamer is both agent and observer. Animals also dream, but only human beings, beginning with the anonymous prehistoric cave painters (as at Lascaux and Tassili n’Ajjer) have felt a need to project their dreams outward. Since dreams are predominantly visual sequences, early artists produced pictures, both representational and abstract. The latter can be inspired by phosphenes, luminous endogenous patterns experienced when the eyes are closed (McDougall 1977:392). Even the aura of a migraine attack, if it occurs during sleep, can actually be seen by the dreamer. Eventually, dream imagery was transferred into auditory expression; it crystallized into sequences of sounds, phonetic sequences, and words and could be communicated in this form to others. Long before writing was invented, humans had begun to compose stories analogous to dream sequences.

The mental activity responsible for our dreams can be tapped: mathematicians have occasionally found solutions to puzzling number problems in their dreams, and composers have found new ideas. However, it is the combination of rational thought, the tireless pursuit of a specific issue, and the ability to turn on an autopilot and let free association proceed within its own laws that often leads to discoveries. A sudden insight can then be formalized and regulated by the intellect.

Unfortunately, we have not yet devised any way to tap dreams during REM sleep, although it is possible to imagine digitalizing a dreamer’s brain activity and displaying the visual content of the dream on, say, a television screen—indeed, that might also come in this century. My thirteen-year old nephew Yohane (figure 9), who was with us in Namibia in 1991–1993 (Kubik 2000:11), told me recently that he was working on this, and I have given him the year 2011 as a deadline.

Chains of associations, as in dreams, daydreams, and psychoanalysis, with minimal interference by the intellect, are paralleled by a mental state that could be called perceptual floating: an almost playful, nonselective form of observing combined with a low level of alertness. Alexander Fleming (1881–1955) probably discovered penicillin in this manner. In 1928, while working with staphylococcus bacteria, he suddenly noticed a bacteria-free circle around a mold growth near his culture; he investigated the mold (spores of Penicillium notatum) and discovered a substance in it that prevented bacterial growth, even when it was diluted 800 times. What if he had remained indifferent and paid no attention to the mold? That is the crux of the matter: his discovery took place because, as a researcher, he had developed a continual state of “mild” alertness.

Something similar may have happened when I finally succeeded in decoding the geometrical puzzle of tusona ideographs drawn by Angolan elders in the sand (1987), and perhaps also in 1962, when it dawned on me that there might be a common abstract principle behind several African multipart singing styles. As I was tinkering with thoughts about Pangwa and Gogo singing styles and their different tonal systems, something suddenly happened: an insight took me by surprise. I have called my discovery a “skipping” process. This term designated a structural principle regulating the functional interrelationship between several African tonal systems and their associated multipart patterns, both vocal and instrumental. The principle (which is interregional and does not depend on the nature of the tonal system itself) is that in homophonic multipart styles, particularly in East and Central Africa, a second singer usually constructs his or her melodic line (in harmony with the line of the first singer) by skipping one note of their common scale. The simultaneous sounds arising from this process are predictable; they are a logical consequence of the structure of the underlying tonal system (whether heptatonic, equiheptatonic, pentatonic, tetratonic, derived from natural partials or not, and so on) when the skipping process is applied (1994b, 1999b).


[image: fig10_9]
FIGURE 9The author with his nephew Yohane Malamusi in Chileka. December 1994.

More recently, I developed a theory of the African genealogy of the so-called blue notes permeating African-American musical traditions in North America (1999b). How I condensed this from my West African database and decoded the logic of the system is something I cannot now reconstruct. I am a passionate walker, and on long walks my thoughts turn to problems without forcing premature solutions; all of a sudden, a solution simply occurs.

Another avenue for making a discovery is to place oneself in extraordinary situations. For instance, a successful Mars probe is bound to find something surprising; another example would be tracking a computer virus to its source. Setting out in an arbitrary direction, experimentally, increases the likelihood of an unusual encounter. It may be annoying, but may also be delightful. A blindfolded walker who stumbles over a root may have found the beginning or the end of a tunnel.

Was there anything unusual about my circumstances when I set out for Africa in 1959? Plenty: my mode of travel, my despair, my readiness to accept any hardship, my determination to carry a self-imposed program to its end, my philosophy of associating with my hosts, and my specific intellectual background—Freud (the unconscious), Schopenhauer (the relativity of all values), Kafka (the strangeness of our existence), and my conviction that free will is an illusion. So I learned to switch on the autopilot.

Extraordinary situations can also lie at our doorstep. What then emerges depends on the individual s courage, intellectual curiosity, and ability to recognize possibilities. One can explore a new path that has suddenly opened up, ignore it, or react with indifference, reluctance, or even fear. How one reacts to new situations is determined by early childhood experiences. Healthy curiosity in a child can be encouraged or inhibited by the attitude of parents, who might punish or ridicule or simply neglect it. Society also puts considerable pressure on individuals. It expects a youngster to act in certain ways: “like an adult” (abandoning “childish” behavior), “like a girl” (internalizing gender identity), “like a Fulbe and not a Kutin,” “like a Serb and not an Albanian,” “like a white person,” “like a black person.” Oppressive commandments about identity are extremely damaging; they stunt intellectual growth. And once such commandments have been internalized and have become unconscious, a cure—liberation from socially imposed stereotypes—is difficult. Neither alcohol nor drugs can help; but sometimes controlled free association, a kind of mental free jazz, can be effective.

One day I discovered that I had acquired a strange habit while telephoning. I do not mean that I was indulging in lascivious or libelous talk; this was something totally different—without being conscious of it, I was composing abstract graphs. This habit seems to have begun in the early 1980s and has continued ever since. During a stimulating conversation with a colleague or an acquaintance—preferably an overseas call (if it is not on my telephone bill)—my hand almost automatically takes a ballpoint pen (black, red, blue, or sometimes green) and draws figures, mostly abstract, on any paper within reach. At first I was unaware of this habit, until I discovered the results lying around near the phone. I then began to collect these drawings. Of course, I soon realized that consciousness of my action, the mere fact that I had begun to observe what I was doing, affected the quality of the drawings. And this took place not at Werner Heisenbergs quantum level but in the macro world. At the moment when I began to think of my telephone drawings as art, they tended to lose their spontaneity. The activity became purposeful, as if I were preparing for an exhibition. Fortunately, however, I regularly forget about my habit, especially in the excitement of a lively conversation, and then the drawings become automatic again. Studying my “telephone art,” I find that the act of drawing is a sort of visual daydreaming, and in their abstract design the drawings are in a sense analogous to musical improvisation. I can easily remember which ones are authentic—that is, drawn almost unconsciously—and which are not.

Yet another avenue for making discoveries can open up when an individual is under intense pressure. Hard-pressed by a problem, whatever it may be (such as a serious personal situation), without a discernable way out, one may react in various ways. Some people commit suicide; but the psyche also explores ways to heal itself, normally by transference of the problem to an analogous relationship with another person. Initially this provides some relief, but it postpones the solution. Some people project the problem outward by composing figures, sound patterns, or intrinsically ordered symbols like the mandata studied by Carl Gustav Jung (1950). An individual who still has surplus energy may develop a systematic program to search for a way out. Most long-term research ultimately symbolizes disguised psychological problems. That is not despicable—after all, the fuel must come from somewhere. And this is how “thriving on a riff” (in Charlie Parker’s words) eventually crystallizes into anthropology.
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PROLOGUE

In 1948, when I was four years old, a small group of Lubavitcher Hasidim (ultra-orthodox Jews) moved into my neighborhood—Squirrel Hill in Pittsburgh, Pennsylvania—and, taking over the house at my corner for a religious school, immediately caused an uproar on Hobart Street. (For a more detailed version of this story, see Koskoff 2000.) Most of the people there were like my family: upwardly mobile, middle-class, “secular” Jewish families, mainly living there because in the 1930s and 1940s, when many of them had moved to Pittsburgh, Jews could not easily buy houses in other parts of the city. Having Hasidim around, though, reminded them of all they and their parents had left when they immigrated to the United States in the late nineteenth and early twentieth centuries.

As I grew up I frequently passed the Lubavitcher yeshiva on my way to elementary school or to the neighborhood drugstore. Sometimes in the evenings I would hear the most wonderful singing filtering out of the open windows. As I peered in through the new fence surrounding the building, I would see the faces and bodies of the men and boys inside transformed by the music. They seemed so alive, immediate, and intense.

I recognized that feeling. Having been a musical child, I had started studying the piano when I was five. I had often experienced the feeling myself, especially when playing Bach or Mozart—a feeling of freedom, of being transported out of ones body, of losing the consciousness of playing the music and actually merging with it. But I also knew that I could not communicate this to my parents or to my neighborhood friends, who, I sensed, would not have understood my feeling even if I had been able to articulate it at the time.

Thus, I came to believe that the Lubavitchers and I shared a great secret: if you gave all of yourself to performing music, you could actually become the music itself. No longer just an ordinary person going through an everyday routine, you could transform yourself into sound. This, for me, had nothing to do with a religious belief or a ritual; rather, it had to do with personal knowledge of the transformative power of music, and I somehow knew that these strange, otherworldly people living in my neighborhood also understood it.

My parents, however, had a different opinion. For many like my father, a well-known and highly respected doctor, being raised in the United States had been a blessing. Although part of the “quota system” at Yale (an unacknowledged and now abandoned policy of allowing only a certain number of Jews to enter the college in any given year), my father had earned both a Ph.D. and an M.D. Moving to Pittsburgh and joining the staff of the Jewish hospital, Montefiore, had secured for him a place in the medical community. My mother, descended on her mother’s side from the Lithuanian Hasidic Kalisher family, had grown up in Cambridge, Massachusetts, as the daughter of the composer Henry R Gilbert (1868–1928). An early bohemian with a talent for writing and painting, my mother grew up as part of a left-wing intellectual community that eschewed all religious beliefs and practices and had no special Jewish cultural identity.

My parents’ relationship to the Jewish community in Pittsburgh was thus ambivalent from the start: although openly acknowledging their Jewishness, they constructed it as a cultural, ethnic identity, not a religious one. We never went to the synagogue, and we saw all religious holidays simply as an excuse for a good family meal. The Hasidim in the neighborhood challenged this construction. “They’re too Jewish,” my parents said. “Better stay away.” Although I did not recognize it at the time, my first encounters with Lubavitchers and my parents’ reaction to them marked the beginning of my life as an ethnomusicologist.




STUMBLING INTO THE FIELD

I have spent much of my academic life studying a variety of musics and social contexts that focus on the relationship between people, their ideas, and their music. I began by examining the relationship between a socioreligious philosophical system and its realization through musical performance. Working with Lubavitcher Hasidim over many years—in Pittsburgh, Pennsylvania; Crown Heights, Brooklyn, New York; and St. Paul, Minnesota—I have concentrated in many of my publications on the ways in which music and its performance mediate relationships between Lubavitchers themselves, between Lubavitchers and God, and between Lubavitchers and the largely secular world of late-twentieth-century America. Along the way I have also become interested in and have contributed to other areas that have intersected with ethnomusicology: feminist and gender studies, cognitive psychology, and psychological anthropology. And rather recently I have fallen in love with Balinese music and hope to study gamelan angklung, the Balinese village ensemble used primarily for Hindu cremation ceremonies.

One of the most important things I have learned doing this work is that life is full of surprises. Paying attention to them can be both frightening and liberating. Like the joyful surprise of recognizing an emotional connection between my four-year-old musical self and a group of pious orthodox Jews, other surprises, both good and bad, have come my way, making my life as an ethnomusicologist interesting and rewarding.

My formal training in ethnomusicology was haphazard, yet there were a few teachers along the way whose special personalities or insightful work opened up uni-magined possibilities for me. In 1971, I entered the doctoral musicology program at the University of Pittsburgh, hoping to study the keyboard works of Bach. By then, I had a bachelor of music degree from the Boston University School of Fine Arts (1965) and a master of arts in music education from Columbia University in New York (1968), and I was teaching music to children while pursuing a performing career as a harpsichordist. I had pretty much forgotten about Lubavitchers. At the same time, I was growing more political, marching against the Vietnam War and reading the burgeoning literature of the feminist movement. Performing and teaching Western classical music began to seem hollow to me, part of an elitist enterprise that I felt uncomfortable participating in.

When I decided to go back to school for a Ph.D. in musicology, I was unaware that ethnomusicology existed. There were no ethnomusicologists at the University of Pittsburgh in 1971, and I was nappy enough, at least at the beginning, to concentrate on early music, a subfield of musicology that was also developing at the time. I began taking courses in early chant and transcription, which I greatly enjoyed. They seemed marginal enough to the mainstream work of historical musicology—the German master composers—which I found oppressive. Eventually, I became interested in the fifteenth-century composer Gilles Binchois (c. 1400–1460) and contemplated doing my dissertation on his vocal music.

At the beginning of my studies, when I was a young scholar, two special men inspired and greatly helped me. One was Robert Snow, a musicologist interested in sixteenth-century chant, who was so infectiously enthusiastic and buoyant about his work and about sharing it with students that I developed from the beginning the notion of scholarship as fun, perhaps the intellectual equivalent of a wondrous treasure hunt. Dr. Snow was one of the first teachers I had with a sense of self-depreciating humor, one who truly loved what he did and who loved us. The other professor I especially cherished at that time was Donald Beikman, who was the first person to treat me with true professional dignity—not as a student but as a colleague. At the beginning of my studies in musicology, I was unsure if I had chosen a viable career path. The discipline of musicology seemed—especially then—to be the primary force validating and perpetuating the elitist values of Western classical music and the hierarchies that supported them. Did I really want to be associated with this, even as an early music scholar? Dr. Beikman sensed my discomfort early on and took me under his wing. He helped me with my writing, took me to musicology conferences, and generally saw me as a junior colleague. While Dr. Snow introduced me to the fun, the excitement, and even the humor of scholarship, Dr. Beikman helped me to see that scholarship and an academic life were within my grasp.

However, it wasn’t until 1973, when I was completely finished with my musicology course work and qualifying exams, that the surprise of ethnomusicology fell into my lap. The person whose work catapulted me into the field was Alan Merriam, a man whom I have never met but whose ideas I cherish to this day as the catalyst for my “conversion.” One day while working on my dissertation proposal on Binchois in the music library, I was wandering down the aisles looking for some obscure source when I saw a bright-yellow book standing out somewhat from its fellows on the shelf. As I reached up to push it back so that it would be flush with its neighbors, I saw its title, The Anthropology of Music (1964). I took the book home and read it, much as I would a have read a love story or a mystery—from start to finish in one swoop—and from that moment on I knew that I wanted to be an ethnomusicologist, to work with living people who could share their feelings with me directly, through their own words in face-to-face dialogue.

Thus my entrance into ethnomusicology came as a complete surprise to me—a true “aha!” experience. I was not attracted by any one music, any one instrument, any one culture, or even any of the places I had visited that were “foreign” to me; rather, I was attracted by the radical idea (radical to me, in 1973) that music was not only something one could read, play, or study but also a process of social interaction through which shared values could be expressed. It was precisely at that moment that I remembered the Lubavitchers. Now would be the time to discover the nature of the relationship between Lubavitchers and their music and between Lubavitchers and me. I would have to change my dissertation topic.

Of course, my switch to ethnomusicology came as a complete surprise to my advisers, too. There were still no ethnomusicologists at Pitt. If I left and went to another school, I would lose all the credits I had built up (and possibly have to go through my Ph.D. qualifying exams again). So I began to hunt for people in the anthropology department who could help me; I also began reading other works, especially those of Mantle Hood (1971), Hugo Zemp (1971), and John Blacking (1974), which were extremely helpful. Oddly enough, my professors did not stop me. Although they were largely as unaware of the discipline of ethnomusicology as I was, they encouraged me to make my first forays into the Pittsburgh Lubavitcher community, and I began to do fieldwork there, gradually moving on to Crown Heights.


One of the surprises of fieldwork is that it becomes a time for learning not only about the people and music you have “chosen” but also about yourself, because as you address the other, your ideas about yourself begin to change.



Carol Robertson-DeCarbo (now Carolina Robertson) arrived in Pittsburgh two years later, just as I was becoming overwhelmed with data gathered in the communities of Pittsburgh and Crown Heights. A student of Alan Merriam s at Indiana University, Carol was invaluable as an adviser and friend. If I could not actually study with Alan Merriam, Carol would be the next best thing. Having had little formal training in ethnomusicology, cultural anthropology, or Jewish studies, though, I needed help with the organization, theoretical context, and interpretation of my data, and—even more important—I needed to understand how my work fit within the intersecting disciplines of ethnomusicology, American ethnicity, Jewish music, and the anthropology of religion, all of which my dissertation topic touched on. Carol was my link to these bodies of knowledge and, with tremendous insight and patience, guided me through the maze to a completed dissertation, “The Concept of Nigun among Lubavitcher Hasidim in the United States” (1976). After I received my Ph.D. in 1976, I remained in Pittsburgh for the next four years to continue my “training” in ethnomusicology, sitting in on classes with Carol and later with Robert Kaufmann, an Africanist, who succeeded her at the university.

One finds teachers and major influences, however, not only in the classroom or library. During fieldwork, especially work conducted over a period of twenty years or more, various individuals emerge as teachers, colleagues, and friends. Perhaps my best and most cherished Lubavitcher teachers were Rabbi Ephraim Rosenblum and his wife, Miriam Rosenblum, of Pittsburgh, who took me into their home and taught me much about Hasidic life, music, and Lubavitcher gender arrangements, and who also made it possible for me to travel and live in Brooklyn. Others, such as Eli Lipsker, Rus Dvorah Shatkin, Moshe Teleshevski, and Hersh Gansbourg, whom I interviewed and recorded many times, were invaluable as teachers and sources of information on Lubavitcher musical practices throughout the years.




FIELDWORK

Fieldwork is the hallmark of ethnomusicology, the process that separates it from all other musical disciplines and links it inextricably to anthropology and other ethnographic scholarship. One of the surprises of fieldwork, however, is that it becomes a time for learning not only about the people and music you have “chosen” but also about yourself, because as you address the other, your ideas about yourself begin to change. Of course, this is not a surprise to anyone trained in the field today. Issues of representation and voice, now well documented in the postmodern anthropological and cultural studies of the 1980s and 1990s, have helped us understand the relativity and intersubjectivity of selves and others, of peripheries and centers, and of ethical issues in scholarship; but in 1973, when I entered the field, it was all new to me.

Two unexpected situations arose during fieldwork that profoundly affected this experience and continued long past my dissertation to shape my work. The first proved to be the more difficult to deal with. Unlike most people in ethnomusicology in the mid-1970s, who went off to faraway places like Indonesia, Ghana, or India, I was conducting fieldwork in “exotic” Brooklyn, a place I thought I knew fairly well, where everyone I worked with spoke English and was (I imagined) not much different from me. Furthermore, I could easily travel back and forth, and often did, sometimes daily or weekly, between my “field site” and my “home site,” a process that actually heightened the discomfort of “culture shock” (because I was always in it). What caused a major problem for me was my social and ethical position vis à vis the orthodox Lubavitcher communities with which I worked and later with the largely nonreligious audiences for my work.

On the one hand, being at least nominally Jewish allowed me easy access to various Lubavitcher families both within and outside Crown Heights. Also, being a musician counted for something among Lubavitchers, so I was welcomed as a person who “did music”; and at first I found it fairly easy to come and go, conduct interviews, record nigunim and other songs, take photographs, and attend farbrengen ‘gatherings’, weddings, and various other social events. As I stayed longer and longer in the community, however, a certain tension began to develop and grow. The Lubavitchers wanted me to become more religiously observant; they wanted me to become “more Jewish.”

Lubavitchers regard any Jew who is not a hasid as having fallen away from the divine source. Returning such a person to a more religious life is regarded as a mitzvah ‘blessing’. Proselytization, a practice generally avoided by most other Jews, is encouraged within Lubavitcher culture (although Lubavitchers bristle at this term, preferring to speak of outreach). As a result of major efforts over the past decades, most Lubavitchers living in Crown Heights today were born in the United States and entered the community as adults, where they are known as ba’alei teshuvah ‘masters of repentance’, an honorific that acknowledges all they have given up.

Thus I began to be seen less as a scholar interested in music and more as a possible recruit. Why else would I be spending so much time in Crown Heights? I slowly came to understand that Lubavitchers saw my fieldwork and their outreach efforts as a fair exchange: information about music for me and a newly returned Jewish soul for them. During conversations about music, its performance contexts, or just about any other subject, especially with newcomers to the community, the topic would inevitably turn to my Jewishness and questions would be asked about my religious beliefs, my religious education, or why I seemed so resistant to making a commitment to orthodoxy. Usually, I was able to deal successfully with this, but there were occasions when I would become uncomfortable, defensive, or argumentative, completely losing my desire for objectivity.

The second special situation I encountered during fieldwork actually helped me to transform my work and to become politically active in the new discipline of feminist ethnomusicology. During fieldwork, being female was both a source of frustration and an opportunity. On the one hand, my growing feminism often made me wary of (even angry at) Lubavitcher essentialist arguments for maintaining rigid gender arrangements. Some of my early interviews, for example, are marred by my interest in “raising women’s consciousness” (that is, their consciousness of their true, secondary status). Lubavitcher women simply laughed at me, dismissing my naive attempts to liberate them as evidence that I still did not understand the essence of the Jewish worldview: women are more holy than men because they can have children, and, like God, create something from nothing. It is the men who need prayer and music to help them catch up! But believing women to be spiritually (and “naturally”) superior to men, although certainly a reversal of the values that seemed to prevail in secular society, still seemed inherently sexist to me.

On the other hand, being a woman, I often lived with other women or with young married couples, most of whom were ba’alei teshuvah. Many of these women were not so different from me: most had been raised in secular Jewish homes, many had been to college, some had graduate degrees, others worked as doctors or teachers, and many were musicians. In the 1970s very little had been written about the differences between Jewish men’s and women’s music, between performance contexts, practices, and reception, or, more specifically, about the Orthodox Jewish laws of kol isha, the precepts that prohibit observant Jewish men from hearing women sing.

This presented an opportunity I had not expected. Living with other women, especially women who had been involved in music in their secular lives, gave me a picture of Hasidic culture that had not been previously represented in the literature. But it was difficult, especially at the beginning, to take a position in my own writing that I could defend. On the one hand I could do what Jewish feminists wanted—dismiss the Lubavitcher woman’s voice, seeing it as a cultural rationalization for a debased position within Jewish law. On the other hand, I could do what Lubavitchers wanted—undermine my own personal feminist voice by accepting the Lubavitcher position as “true.”

It took me a while to sort this out and to determine what I wanted, which was neither of these. First, I wanted a dialogue between the two positions that could allow for each simply to understand the other, not necessarily to embrace but to tolerate differences. Second, I wanted to deconstruct and destabilize male hegemony in my own world, the world of music scholarship and of the academy more generally. Perhaps I could not have much of an effect on Lubavitcher gender arrangements, but I could document women’s traditions—such documentation was sorely needed in the ethnomusicological literature—and thereby contribute not only to a more holistic view of Lubavitcher musical culture but also to the growing understanding of gender hierarchies outside the Lubavitcher world.

Distinguishing between these two issues was one of the main tasks of many of my publications (1987, 1991, 1993). The entrance of many more women into the academy and other public positions of power since the 1960s has undoubtedly changed the larger society; and as theoretical work in ethnomusicology and other disciplines dealing with gender and with varying cultural perspectives has grown in recent decades, we have all come to see that ethnographic truth lies not in one voice but in interactions and negotiation between and among multiple voices. Again, though, in the 1970s and early 1980s this had the feel and excitement of new and uncharted terrain.




LIFE AFTER THE DISSERTATION

In 1976, after I had completed my dissertation, something about its writing began to nag at me: in constructing and refining my themes and theories, I was leaving much of my data out of the picture. Points that were interesting but perhaps peripheral to a central discussion, an interview that didn’t quite “fit in,” a connection made by a person that hadn’t made sense at the time, and many other bits of data seem to have “fallen onto the cutting-room floor.” What would happen if, instead of writing about groups of people, I wrote about one person as a sort of ideo-music-culture, a society of one, where salient pieces of information gathered could somehow be shown graphically, as in a snapshot? This might not reveal much about society as a system, but it might come closer to the way one person conceptualized music. This naturally led me into cognitive psychology and psychological anthropology, especially toward work dealing with memory and with the internal structures of knowledge; the eventual result was a textbook, The Musical Self (1980), written for the University of Pittsburgh, and three articles (1982, 1984, 1988).

Although I was finding my intellectual life quite stimulating at this time, I was having problems on another front: I couldn’t find a permanent job teaching ethnomusicology. My work seemed too “out there,” perhaps not on the main track of ethnomusicology or Jewish music studies, and, frankly, jobs in ethnomusicology were pretty scarce in the late 1970s. So, for the four years following the completion of my dissertation, I worked as a visiting assistant professor in the music department at the University of Pittsburgh, as an instructor in the External Studies Program there, as a vocal instructor at Allegheny College, as the music director at a local Jewish day school, and at any other job that would help support me while I continued writing.




AN ETHNOMUSICOLOGIST AT EASTMAN

In 1980 I moved to Rochester, New York, to begin teaching part time in the musicology department at the University of Rochester’s Eastman School of Music. Being the only ethnomusicologist in a large, prestigious school of music devoted to Western classical and jazz traditions has been, over the years, both frustrating and energizing: frustrating because the school has been slow to acknowledge other musics, and yet energizing in that along the way there have been exciting moments of opportunity and change where real progress toward musical (and social) acceptance has been made.

During the first few years, while I was teaching in the musicology and anthropology departments, and as a visiting professor at Syracuse University, New York University, and the University of California, Los Angeles, I became aware of a central problem many ethnomusicologists face when they are first employed in the academy: they often find themselves in places where their work or their field is not well understood. On the one hand, music colleagues often see ethnomusicologists, as well as the subjects they teach (and the people they “represent”) as “other”; and although institutions may be motivated by good intentions—to broaden the canon, or to allow space for new musics—it often takes many years for most ethnomusicologists to feel completely integrated and comfortable within this environment. On the other hand, anthropology colleagues, although they tend to understand the issues surrounding fieldwork and representations of the other, are generally unable to deal adequately with music. So ethnomusicologists often find themselves “in the cracks,” challenging both sides of their academic families, and are generally seen at best as enhancements to a program or at worst as nuisances.

Thus, in the 1980s, in addition to research, writing, teaching courses in world music, and teaching occasional topical courses in my various specialties (including one on “MTV-Land”), I decided that one of my main jobs would be to familiarize my colleagues with ethnomusicology and with what ethnomusicologists do. When I first arrived at Eastman, there were a few people who were familiar with and even knowledgeable about some non-Western musical traditions, but the discipline of ethnomusicology—especially the anthropologically oriented discipline it had become during the 1960s and 1970s—was largely unknown. So I began a sort of outreach program of my own, trying to make connections with other colleagues and departments with like interests.

In that first year I gave a set of public lectures called “What Is Ethnomusicology?” to which I invited the faculty, administrators, and students. These lectures served as a forum for ideas and questions about the field and—at least at the beginning—piqued the community’s curiosity. Soon afterward, I established a yearly World Music Concert Series, which continues to this day to bring in some of the world’s finest musicians and to open the school to new audiences. Later, I created a short spot on Rochester’s local NPR radio affiliate, called “What in the World Is Music?” (a title that had been suggested to me long ago by Robert Kaufman) to help generate more of an audience for new activities at the school and elsewhere in Rochester. In 1984, I wrote an article in which I interviewed a number of Eastman’s faculty members concerning universals in music. I wanted to get to know them, and I wanted them to get to know me and what I did; fieldwork, which is at the heart of my discipline—and is a process I truly enjoy—seemed the best way to do that. But I suppose the biggest event for me during this time was hosting the annual meeting of the Society for Ethnomusicology at the school in 1986 (figure 1). A member of the city council declared the days of the meeting “Ethnomusicology Week in Rochester,” and the Seeger Lecture was delivered by Professor Barbara B. Smith, the first graduate of the Eastman School to become an ethnomusicologist.
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FIGURE 1Ellen Koskoff at an outing after the SEM conference, in the wine country of western New York state. Photo by Martha Ellen Davis.

There was often a sense of trial and error in my interactions with other colleagues. I was never sure which of my “ethno-ideas” would take hold and which would seem too odd or too strange, but it was important to me that I simply continue trying to negotiate, to open up ways in which I could help promote what I perceived to be the core values of the field. All these efforts were moderately successful, so that by the end of the 1980s they had opened the door to a growing understanding of the field not only as the study and performance of “non-Western” musics but more generally as an approach to all music—including Western classical music—that integrated social, cultural, and musical meanings.

I became a full-time member of the musicology department in 1989 and earned tenure five years later. By this time new faculty members with some training in or exposure to non-Western musics and ethnomusicology had joined the school. A small but growing community of like-minded people, such as the school’s director, Robert Freeman, and his successor, James Undercoffler, who wished to revitalize the school’s mission and curriculum, began to develop.

In the twenty years since I have been at Eastman, my efforts, and those of many of my colleagues, have begun to take hold; and the school, although it still has no ethnomusicology department, has developed what I call an “ethnomusicology spirit,” that is, a willingness to see and teach a variety of musics as social process, as well as sound structure and history; to value excellent performance, no matter what the tradition; and to interact in new ways with the larger community. We have recently, for example, developed a new curriculum with courses such as the Eastman Colloquium, a required course that all freshmen take in their first semester and that exposes them to a variety of musics outside the Western classical canon. And our Balinese gamelan angklung, Lila Muni ‘Beautiful Sound’—the first non-Western music ensemble for which students receive credit—has unexpectedly become an important context, an intersection of my values and the values of the school.




COMING FULL CIRCLE

We purchased our gamelan in 1991 from Bowling Green State University, and this began a process that, much to my delight, has brought me full circle—back to the transfixed child I was when I first discovered the power of music and the sheer fun of performing. My performing life, long passed, had been limited to Western classical music. Aside from my visit to UCLA in 1986, during which I had sat in on rehearsals of the Javanese gamelan, I had no experience either directing or playing in a gamelan. I sought help from ethnomusicology colleagues and found, much to my surprise, that many Balinese gamelan existed in North America, and that outstanding musicians from Indonesia regularly came here to teach. During our first few years, we shared teachers with the University of Montreal, inviting some of the finest performers and composers from Bali to teach at Eastman; these included Wayan Suweca, one of the founders of the first Balinese gamelan in the United States, Sekar Jaya. Then, with the help of the Gamelan List-Serve, we found Nyoman Suadin, who for the past four years has become a permanent fixture at Eastman and whose wonderful teaching and bubbling personality have inspired many of my students to travel to Bali, both to learn and to perform.

So it was, somewhat unexpectedly, that I reentered the world of performance, and in a way, reentered the field of ethnomusicology, by taking a more traditional route than I had done the first time around—through the music itself. One of the considerable benefits of working at the Eastman School is that I am surrounded by extraordinary musicians who love to perform. It has been a wonderful experience for me at this time of my life to sit on the floor surrounded by students, faculty colleagues, members of the Rochester community, and superb Balinese musicians and simply play music again. The Balinese process of learning and performing has provided a wonderfully safe, healthy environment for me and my students to experience an other, different kind of music.

In a way, it seems odd to write about myself as an ethnomusicologist, because I cannot really separate the ethnomusicologist from the rest of me. What I do is what I am. Being an ethnomusicologist has enabled me to live in a way that has been meaningful to me precisely because in doing such work I have been able to integrate my musical, intellectual, and political passions and beliefs into a satisfying whole—and for that I am grateful, to my colleagues, my students, and to my ethnomusicol-ogical forebears.
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Over my twenty-year career as a professor of ethnomusicology at the University of California, Los Angeles (UCLA), I have read hundreds of applications from individuals who are interested in ethnomusicology as a future profession. Two factors seem to be common to many people as well as myself: (1) the decision to become an ethnomusicologist, not surprisingly, occurs when individuals reach adulthood instead of in their teens or earlier and (2) the decision sometimes becomes a life-changing experience. Because ethnomusicologists have had similar encounters, my narrative serves as one case study that may not be very different from others.


BECOMING AN ETHNOMUSICOLOGIST

I entered the field of ethnomusicology from a background in Western music performance and musicology. Although Fisk University, where I attended college, was a historically black university, founded in 1866 in Nashville, Tennessee, primarily to educate and uplift former slaves and their children, the music curriculum at Fisk was very similar to that of Oberlin Conservatory (of music) and Indiana University, the institutions where most of my teachers had received their graduate training. In fact, I chose Fisk for my higher education because it was considered one of the premier universities for the study of European art music that welcomed African-Americans. To understand the significance of Fisk and the role it played in shaping my future as an ethnomusicologist, some background information is necessary.


Early formative years

When I was five years old, my paternal grandmother, Ellen Cogdell, bought a piano for me and encouraged my parents (Leslie and Georgia Cogdell) to make arrangements for me to take lessons. As I took private piano lessons throughout elementary and junior high school in Jesup, Georgia (the town where I was born and raised), my teachers began to tell my parents that I had talent. Susanne McDaniel, my piano teacher, was impressed that I was able to learn quickly and perform relatively well all the pieces in the graded piano method books compiled by John M. Williams, Shaylor Turner, and John Thompson. When she organized her annual community piano recitals, I was considered the star pupil and played the most difficult pieces.

I performed African-American sacred music in my church for Sunday school and worship services: for example, hymns, spirituals, and gospel songs from Gospel Pearls (1921) and The Baptist Standard Hymnal (Townsend 1961); music by gospel composers such as Thomas Dorsey, Lucie Campbell, Kenneth Morris, Doris Akers, and J. Earle Hines; and popular music of the times (“Lonely Teardrops,” recorded by Jackie Wilson; “It’s Just a Matter of Time,” recorded by Brook Benton; “Hello Stranger,” recorded by Barbara Lewis; “Please, Mr. Sun,” recorded by Tommy Edwards; “Silhouettes,” recorded by the Rays; “Georgia on My Mind,” recorded by Ray Charles; “Moon River,” written by Henry Mancini). However, African-American music was not the performance tradition that I respected, nor was this the music that my teachers and members of my community used to measure my musical competence. It was the “classics” (music by Bach, Beethoven, Haydn, and Liszt) that placed me on a pedestal and made me different from my family, friends, and peers. My music teachers urged my parents to send me to a college preparatory school where my musical talent could be properly nurtured, and I could be challenged academically.

When I reached tenth grade, my parents sent me to Boggs Academy, a Presbyterian-run college preparatory high school in Keysville, Georgia, about 125 miles from Jesup. My teachers and parents were correct; Boggs was both motivating and enriching. It was at Boggs that my piano teacher, Celeste Gadsden, introduced me to more challenging piano literature. More important, she instilled in all her students a sense of pride and worth, emphasizing that we could achieve whatever we wanted if we only tried. As a result of her teaching and with the support of the school, I began to travel to other parts of the southeast United States to enter regional and state piano competitions. Although Boggs did not have a band, it had an outstanding choir director, Charles W. Francis, who was committed to the performance not only of African-American spirituals but also of European choral music (such as works by Palestrina, Bach, Handel, Mozart, and twentieth-century composers) and Broadway musicals. Finally, it was at Boggs that I learned about Fisk and what it had to offer. Instead of attending one of the historically black state-supported colleges in Georgia, I was encouraged to apply to Fisk.

When I arrived at Fisk in fall 1966, the social climate of the United States was beginning to change rapidly. Students at various universities had begun to be mobilized by the speeches and calls to action of Stokely Carmichael’s Student Nonviolent Coordinating Committee (SNCC) and other civil rights organizations. During my freshman year, Carmichael spoke at Fisk, and this was another important juncture in my life. His message and his energy were both controversial and exhilarating. As I became caught up in the momentum of the times, I found that my personal background (cultural and musical) and my training at Fisk (which glorified European art music) were beginning to clash with my new values. I began to question my aspirations and to ask myself why I was attending Fisk. Still, although I was not happy or satisfied, I continued to pursue my studies, including piano, to the best of my ability. For example, while most students gave only a senior recital, my teacher, Anne Gamble Kennedy, who had had a professional career as a concert pianist, persuaded me to give both a junior and a senior recital.

In spite of my achievements, I began to realize that I no longer wanted to be a concert pianist. Questions were forming in my mind: What contribution could I make to my community and my culture by becoming a concert pianist? As a black woman, would I be able to get the right opportunities to excel? What kind of life would I have? How would I survive? Although I had black role models (Natalie Hinderas at Temple University and my own teacher, Anne Gamble Kennedy), performing or teaching European art music no longer appealed to me. Nor did an opportunity to study piano performance at Yale University entice me. But while I knew that I did not want to be a performer, I still had no idea what I wanted to do with my life after leaving Fisk.

The answers to these questions came during my senior year (1969–1970) at Fisk, as a result of several encounters. First, Darius Thieme, an ethnomusicologist who specialized in African music, was offered a teaching position. In fall 1969, I took one of his courses, “Cross-Currents in African and African-American Music.” Not only did Thieme include material on Africa; he also presented information on the African diaspora. In addition, I remember being introduced to the works of Alan Merriam, Bruno Nettl, Erich M. von Hornbostel, Richard Waterman, A. M. Jones, and W. E. Ward. The fact that this course was offered is significant. To my knowledge, it was the first course on African or African-American music ever taught at Fisk, and Fisk may have been one of very few institutions in the country to include such a course in the music curriculum.

Second, in the spring of my senior year I took a course in conducting and decided to do a project on black composers of choral music. Because there was little information on this subject in the sources available to me at Fisk, I wrote to scholars of black music and and to black composers (they included Dominique de Lerma, George Walker, David Baker, and T. J. Anderson) and asked for assistance. Many of them answered my letters and made suggestions. So this undertaking helped me to become familiar with important people in the field and also taught me much about research methods.

Third, at Fisk’s Forty-First Annual Arts Festival in April 1970, several guests made presentations on various aspects of the African-American experience. Pearl Williams-Jones, a noted scholar and performer of gospel music, and Natalie Hinderas were among the lecturers. In addition, Fisk organized a symposium, “The Influence of Jazz in the Musical World,” which included well-known people in the field: David N. Baker, Arthur Cunnningham, and Nathaniel Williams. For a young woman who had grown up in a small town in southeast Georgia, seeing black intellectuals in this setting was enlightening and stimulating.

The fourth and most memorable encounter was a lecture-demonstration on gospel music that Pearl Williams-Jones presented in one of our classes. A black woman giving an academic lecture on the music that I had lived and breathed all my life—this too was exhilarating. I was pleasantly surprised that this type of music was being presented in a college setting, although I also wondered why the scholarly study of African-American music was not better integrated into the curriculum at Fisk and other black institutions.

When I think back on my senior year at Fisk, I realize that my interest in ethnomusicology must have occurred immediately, not only because of the social and personal changes I was experiencing but also because of Thieme’s enthusiasm for the subject and the encouragement he gave me. Although I applied to several universities for graduate study, Thieme believed that UCLA would be best for ethnomusicology. So there was no question in my mind: UCLA was the place for me. Mantle Hood’s philosophy of bimusicality fitted well with my background in performance and musicology. Also, at UCLA I could become more knowledgeable about scholarship in African-American music and nurture my growing interest in African music.




Student days at UCLA

When I arrived at UCLA in fall 1970, I felt inadequate and insecure because I had had only a brief introduction to ethnomusicology and my knowledge of African-American music was based primarily on personal experience. I rarely made comments in class, not because I did not understand but because I was intimidated by the breadth, insight, and discourse of my peers and felt that my own interpretation of the material was not as brilliant as theirs. I believe that much of my insecurity had to do with the fact that I had graduated from a historically black college, which most people, including myself, considered inferior to predominantly white institutions. Not only was I just beginning to come to terms with my own identity as a black person; I was in the process of discovering and accepting the fact that I had a history and a culture worthy of study. Perhaps this is why many of the projects that I did for my classes concerned African-American music and, to a lesser degree, African music.

Yet as I began to meet the other students, I learned that their backgrounds, skills, and abilities were no different from mine. Also, I was encouraged by the fact that some professors seemed to be interested in my work. Most of my courses in the theory and method of ethnomusicology were given by Peter Crossley-Holland, Jozef Pacholczyk, and David Morton. Crossley-Holland also taught a three-quarter series of courses on musical cultures of the world, which I took during my first year. My training in area studies was acquired from J. H. Kwabena Nketia (African music), Rodney Vlasak (African music and the blues), William G. Carter (African-American music), and Manocheer Sadeghi (Persian music). In addition to a performance course on the music and dance of Ghana, taught by the Asante master drummer Kwasi Badu, Sadeghi gave me private lessons in the Persian sanṭūr (a zither).

All students specializing in ethnomusicology at UCLA were expected to take or audit the main seminar in ethnomusicology (Music 280). Mantle Hood usually taught this course, but others (such as Charles Seeger) led discussions. Thus, the three hours from three to six o’clock Wednesday afternoons were a sacred time. Even if the same professor taught Music 280 each quarter, the focus of the seminar changed. What I remember most was the stimulating but loosely structured discourse that took place. A democratic process was used to decide on the subject matter. If my memory serves me correctly, the theme of the course during my first year was “mode.” When I took the course for credit in fall 1971 and Crossley-Holland was one of the professors, a different topic was chosen. To document what was discussed, a student was assigned to take minutes and distribute copies to everyone the following week. Here are the minutes taken by Linda O’Brien (1971) during the first class meeting:


After discussion in which various members of the group presented problems for possible consideration, we arrived at three questions …: (1) What are the determinants of style in music and of the musical styles found in different cultures? (2) What is the relationship between music as value and music as fact (a) in different cultures and (b) in principle? (3) Does music reflect the distinctive attitudes of a society, and if so, in what ways?

Professor Pacholczyk suggested that a practical approach to these problems be adopted and that we move in the areas of our expertise. Perhaps this could be accomplished by use of the comparative method.

It was agreed to form committees which would consider the sources, primary and secondary, each in its chosen area.



My primary goal during my early period at UCLA was to complete my M.A. and teach in a community college. I had no desire for a Ph.D. It was not until the latter part of my first year that David Morton, my main adviser, who would eventually be the chair of my M.A. thesis, encouraged me to think about pursuing a Ph.D. In fact, he assumed that this was my plan all along. One day he remarked, “Now, when you get your Ph.D.…,” giving me the impression that my entering the doctoral program was understood—and also giving me confidence, for he was implying that I had the “stuff” to earn a Ph.D. at a major research institution.

At that time, ethnomusicologists at UCLA took a two-pronged approach: (1) music in itself and (2) music in its cultural context. Although we were expected to include some cultural information in class projects, more emphasis was placed on transcription and musical analysis. Many students also spent a lot of time analyzing scales and modes. Whenever possible, we were encouraged to use the melograph as a tool to obtain a deeper understanding of sound.

During my first year, Jozef Pacholczyk was a great inspiration to me. A project that I began with him in winter 1971 in Music 190B (a proseminar in ethnomusicology) became the basis for my M.A. thesis (1972). Its focus was African-American religious music—a comparative analysis of spirituals and gospel songs. Angeline Butler, a graduate of Fisk who was also taking courses in the graduate program at UCLA, agreed to record several songs. Both the spirituals and the gospel music were recorded a cappella because the objective was to use the melograph for a timbrai and spectral analysis. When I entered the field in the 1970s, there was still considerable discussion about the disadvantages of a comparative approach, particularly for non-Western and Western traditions, yet comparisons fascinated me. Perhaps this was because of the work I had done with Thieme at Fisk, or perhaps I had been inspired by Pearl Williams-Jones, who used a comparative method to discuss African-American religious music (1970). In any case, it is significant that I chose for my research a methodology which was out of fashion or out of step with the discourse in the rest of the field. Although I did not realize it at the time, I was gaining confidence in myself. Instead of pursuing a topic or a methodology that was in vogue, I decided to use the theories and methods that would inform my study in the manner that I thought best.

As I neared the completion of my M.A. degree, I began to wonder what I might do with my life. I could teach at a college—this was why I had wanted to pursue graduate studies—or I could become more deeply involved in African music. While my primary interest at the M.A. level was African-American music, I also took courses in West African music and history. I believed that knowing more about Africa would help me to understand African-American culture better. One of my most enjoyable experiences was participating in the Ghanaian music ensemble and working with Kwasi Badu. The students in the ensemble were a cohesive group, and the performances at public schools, community colleges, festivals, and other events in southern California were highlights that made the learning experience even more exciting. During that time we all followed the African tradition. While most of the men played the drums, women danced, sang, and played the bell. Because Badu was Akan, most of the pieces—adowa (a type of funeral music) and kete (a court music tradition)—were from his culture. My own interest in and commitment to Africa began to grow even greater, and I decided to apply for the University of California’s Education Abroad Program (EAP) so that I could spend a year studying in Ghana.

I often tell my friends and colleagues that if I used an elaborate multicourse meal as a metaphor for life, my encounters in Africa, particularly those in the early 1970s, could be regarded as dessert. In addition to my visits and residence in various regions of Ghana, I obtained a large part of my training in Africa from my experiences at the University of Ghana, in Legon. I was able to observe and learn about Africa both informally and formally. Taking performance courses in Akan, Ewe, and Dagbamba music at the University of Ghana allowed me to get inside the culture in a way that would not have been possible if I had spent all my time in a village.






LIFE AS A RESEARCHER

Throughout my career, the African world has been my arena. I am fascinated by the variety of creative expressions that have developed from African and African-derived cultures, and by the factors that gave rise to these creations. I constantly remind myself as well as my students that African music is not monolithic. While unity exists, there is also much diversity. Partly for this reason, I have not devoted my attention to one area or tradition; instead, I have examined several musical forms in different parts of the world.


African music is not monolithic. While unity exists, there is also much diversity.




Research projects



1.Spirituals and gospel songs—southeast Georgia, summer 1971


2.Fiddle music in West Africa—Ghana (team research), Burkina Faso, Niger, Nigeria, The Gambia, Senegal, 1972–1974, 1990, 1994, 1995


3.Bete dance festivals—Côte d’Ivoire, 1972–1973


4.Gospel music in the Catholic church—Los Angeles, 1981–1983


5.Urban music—Abidjan, Côte d’Ivoire, Summer 1983


6.Maroon music—Jamaica (team research), 1985–1986


7.Fiddle music in African-American culture—United States (Florida, Georgia, Kentucky, Louisiana, Michigan, New York, North Carolina, Tennessee, Virginia), 1987–1988


8.California gospel—Los Angeles, San Francisco Bay area, San Diego, Chicago, 1987–1998 (team research took place in 1992–1993)






Deciding on a research topic

Of the eight research projects for which I conducted fieldwork, I initiated half—projects 1, 3, 5, and 7. Two projects (2 and 8) were suggested by other researchers, and two (4 and 6) were proposed by culture bearers. Personal factors drew me to the projects that I initiated. For example, my interest in the African-American fiddle tradition (project 7) came about because my daughter, who decided to take violin lessons when she was a youngster, had a difficult time adjusting socially to the instrument because she had few role models. Few individuals within her world knew about fiddling in Africa, and even those who knew something about it did not realize that blacks had been the major performers of the violin in the United States during the eighteenth and nineteenth centuries.

My interest in the West African fiddle (project 2) began at UCLA in a class on African music taught by J. H. Kwabena Nketia in spring 1971. As my final project for this class, I wrote an essay on the fiddle music of the Luo of Kenya. Considering that I had been taking a performance course in Asante music and dance of Ghana, I am not sure why I chose East Africa or the violin as the focus for my class project. By the time I completed my M.A., I had decided to conduct research on adowa (1992:151). But this decision changed after my arrival in Ghana. An entry in my diary, which gives more information about my change in plans, indicates that I was quite surprised by this turn of events:


University of Ghana, Legon

Tuesday, 10 October 1972

Professor Nketia gave me the biggest surprise of my life; he really expects me to do research for my Ph.D. He has already planned my course work, the area I should work in, the instrument I should study, and the title of my dissertation. He was talking so fast that all I could do was nod my head and agree with everything he said. In the long run, this work might be useful one day. The outline is as follows:


Area—northern Ghana, Dagbani [sic] people

Instrument—One-string fiddle (gonge [sic] or gonje)

Ph.D. title—Comparative study of how the instrument is used in various musical types in the Dagbani culture.

Informants—present in Legon (three persons) [Salisu Manama, M. D. Sulley, and M. Iddi]. One would take me north to do fieldwork. One also would teach the instrument technique to me. I could go on and on about this plan. I’m going to do my best.





After I met the people who would be involved in the project with me, I became excited and felt more confident about pursuing research on the fiddle. In my diary, I wrote:


University of Ghana, Legon

Monday, 16 October 972

On Wednesday [11 October 1972], I went to the Institute of African Studies [IAS] and met all of my professors. All of them seemed to be nice and friendly.… They seemed very enthusiastic about my doing research in northern Ghana. They have agreed to help me in all my endeavors, make an instrument for me, act as informants, and even take me up to northern Ghana for research into the area.

Sulley, the informant who speaks English, took me to the Institute library and showed me where I could find readings about Dagbani music. Sulley and Iddi have written several, or rather many, articles on the music. I think that the research should not be too difficult.

The first article I read was perfect. All of the information concerning the origin of the goondze [term for the violin in Dagbani] was compiled historically and chronologically.



Three of my research projects (2, 6, and 8) were conducted as part of a team. In Ghana, I worked with two culture bearers. As representatives of the LAS, Sulley (the linguist) and Mahama (the fiddler) were responsible for collecting material for the University of Ghana in addition to assisting me. Since the project was important to them personally and to the history of Dagbon, my study gave them the impetus as well as the political and economic means to conduct the research. The power relations between the three of us were different from what I had ever experienced. Throughout the project, they controlled my accessibility to primary cultural material. Therefore, they directly influenced my concepts of the culture and its artifacts. While I had my own ideas about what I wanted to accomplish, much of this depended on their willingness to help me. I will admit that there were moments when we were not in complete agreement, because of cultural differences and individual preferences. However, on the whole we worked splendidly together.

Although the team that conducted the research project in Jamaica consisted of non-culture bearers from UCLA (Carol Merrill-Mirsky, a graduate student who was considering Maroon music as a dissertation topic; Jeff Richmond, a staff person with expertise in videotaping; and myself), the project was introduced to us by Jamaicans. As in the Ghana project, the culture bearers were in control of what the team was able to accomplish during the fieldwork because they defined the goals and parameters of the project before we went into the field—the objective was to produce a video of the January Sixth celebration that could be used for publicity and education by members of their community (DjeDje and Merrill-Mirsky 1987). While we donated our technical expertise and research experience, they provided unpublished written sources as well as access to individuals and the performance event.

I became interested in gospel music in California (project 4) in the early 1980s because a culture bearer (Charles Johnson, a gospel musician who was director of the gospel choir at Saint Brigid Catholic Church in Los Angeles) believed that changes occurring in the black Catholic community were so dramatic that some type of documentation needed to take place. After visiting several churches, I decided to do a comparative analysis of the role of music in worship in different churches (1983b, 1986), for I believed that this was the only way to demonstrate the complexity of the subject matter and explain how the situation in Los Angeles was distinct from what was occurring in other parts of the United States. My research on the general history of gospel music in Los Angeles (project 8) began in 1987 when Samuel Floyd, director of the Center for Black Music Research (CBMR) in Chicago, invited me to participate in a conference he planned to organize in Los Angeles that would highlight the musical experiences of blacks in California. Therefore, I began collecting data in the late 1980s—starting in Los Angeles in 1987 and continuing in the San Francisco Bay Area in 1989 and 1990 and San Diego in early 1992. Although the conference did not materialize, two of CBMR’s publications, which included two of my articles (1988, 1989), focused on black music in California.

The team research in 1992–1993 (project 8) was initiated by Bernice Johnson Reagon, founder and director of the internationally known a cappella female singing group Sweet Honey in the Rock. She had been invited by the organizers of the Los Angeles Festival, with support from AT&T, to curate a concert for the festival in 1993. In addition, she intended to use the material as part of her radio series Wade in the Water: Black Sacred Music in the United States that was to be aired in 1994. This team research differed from the other projects in several ways. Instead of going into the field as a group, the team (Ray Funk, a researcher and avid collector of audio and visual data on quartet music; Lee Hildebrand, a journalist from the San Francisco Bay Area who had written numerous articles on contemporary gospel music; Reagon; and myself) worked as a committee: we suggested individuals to be interviewed, shared data (audio and video recordings as well as written material), and advised each other on various aspects of the project. Then, we individually pursued the research on our own. Since each person had much knowledge about the tradition and was not dependent on others for information, we had autonomy and were free to pursue some of our own interests. The culture bearers (gospel musicians in California) did not play an active role in collecting the data, but they were in control of the presentation of their culture in the public arena because Reagon relied on their expertise in organizing the concerts for the Los Angeles Festival.




Fieldwork

My most enjoyable and rewarding experiences as an ethnomusicologist have occurred during fieldwork. Trying to understand and make sense of the behavior of individuals and the impact of my role can be overwhelming, exasperating, and exhilarating. Yet this is one of the activities that distinguish ethnomusicologists from other music researchers. The way I conduct fieldwork varies and depends on my knowledge of the tradition, my relationship with the culture bearers, my length of time in the field, and the goals of the projects. Fieldwork normally involves a variety of simultaneous activities: identifying, reviewing, and collecting sources (written, sound, and visual) on the subject; learning to read or speak the language (or both); learning to perform a musical tradition; identifying and establishing rapport with individuals who are willing to share information; and so on. Here, I will present three research projects that demonstrate some of the strategies for collecting data. In each narrative, I explain how I entered the community, the methods I used to collect the information, how I established rapport, and how I learned to perform the music. I include material from my diary (a detailed record of personal activities, reflections, and feelings) and my log (a brief accounting of daily activities), which were the most useful tools for documenting my experiences.


Southeast Georgia: Spirituals and gospel songs

My first fieldwork experience began with a study of spirituals and gospel songs from southeast Georgia. When I entered the field, several collections of spirituals (such as Johnson and Johnson 1969 [1925]; Work 1940) had been published; most included transcriptions of the songs with a discussion of musical characteristics and a short history of African-American music; also, much work had been done on the social implications of the spiritual. However, only a few articles and dissertations had been written on gospel music; and although George Robinson Ricks and Horace Clarence Boyer had done extensive social and musical analyses of gospel and had begun to identify important figures (for example, Thomas Dorsey and Sallie Martin), no comparative musical analysis of spirituals and gospels had been published. Also, most writers discussed this topic generally, without mentioning local traditions.

When I conducted fieldwork, I used only an audiotape recorder, because my focus was on sound. Although I participated in performance events and observed the behavior of the people involved, I did not keep a log or diary; I did not conduct lengthy interviews; and I did not take many photographs of individuals. Several reasons account for the methods I used. First, I was working in a context (southeast Georgia, where I had been born and raised) with which I was familiar and with people whom I knew intimately. Second, my work reflected my interests and early training in ethnomusicology. In the models that I followed for my work during the 1970s, while the human element was important in the research, the culture bearer’s voice was almost nonexistent in the final results of the study and in public discourse. Once the culture bearer gave information to the researcher, it was the latter who became the authority; this explained why the voice or image of the culture bearer need not be included in the discourse. In fact, photographs of individuals or lengthy quotations from culture bearers were the exception rather than the norm. In the monograph and recording based on my research in southeast Georgia, I do include brief quotations from culture bearers (1978b, 1983a). However, such quoting is minimal compared with the representations of culture bearers in some of my more recent work (1998a, b; 1999a, b).




West Africa: Fiddle music

During my fieldwork in Ghana, I used a variety of methods to document the fiddle tradition. My equipment included a 35-mm camera (for still photography) and an audiotape recorder. It was not until 1994 that I began to use a videotape recorder. In addition to keeping a diary and a log in which I drew sketches of performance spaces and instruments, I attended, observed, and participated in performance events and conducted interviews. Everyone involved in the project (the culture bearers, Nketia, and myself) thought it was important that I learn how to perform on the goondze. Therefore, during my first year in Ghana, I spent anywhere from one to three hours working with Mahama each day. Not only did he give me lessons in the fiddle; he taught me the song texts for the fiddle melodies and explained their meaning. Also, he began to teach me basic terms in the Dagbani language, the history of the instrument, and information about Dagbamba culture.

While I was taking fiddle lessons, I also conducted a literature review on Dagbamba history and culture in the library and took seminars in African studies (anthropology, religion, and music) offered at IAS. Mahama and Sulley felt that I should not do fieldwork in northern Ghana until January 1973. By that time, they believed, I would have become more familiar with the music and culture. Also, attending the Tsimsi Tsugu Festival, scheduled to take place in January, would give me an opportunity to observe the fiddle and other instruments in a formal musical context. Entries in my log provide evidence of how I progressed. After almost three weeks of working with Mahama, I wrote:


University of Ghana, Legon

Monday, 30 October 1972

My research work is developing or rather taking some shape at this point. I’ve been trying to compile a bibliography that would be helpful. But this is hard because so many books are not available in the library here. I have begun preparing an outline of my research proposal; however, it is not complete. I believe that I am progressing very well on the goondze. Salisu Mahama, my teacher, seems to be pleased. He even talks about having us perform on TV or before a public audience, but I don’t know about this because I am still shy of audiences.



Since I had never played a violin, I had to find some way to remember the bowing and fingering and relate this to the melody. So I invented a notation system. After Mahama wrote the song texts for me in Dagbani, I rewrote them in my own handwriting and notated the music using my own system. My log provides an insight into what I learned:


20 November 1972, goondze lesson, 2:00 P.M.

Lesson went along better than I expected. I remembered a few of the pieces. The second piece gives me a lot of trouble and Salisu becomes impatient, but he doesn’t pressure me or become angry with me. After several intervals, we stopped around 3:30 P.M.

21 November 1972, goondze lesson, 10:30 A.M.

Two or three drumming classes were going on [at IAS].… So this lesson was very short, although I did learn a few techniques with the third song. The second song is still bad but a little better in tone quality. We ended at 11:30 A.M.

[Later in the day] I talked with Sulley today about translations of song texts. He was helpful but he didn’t know many things himself—[he] said these were exclusive sayings by the musicians themselves. Therefore, I need to get together with Salisu for translations the next time.

Also, [he said I should] get Salisu to play repertoire examples of goondze music for certain occasions—[Friday] morning [homage at the king’s palace], naming ceremony, wedding, puberty, and so on.

22 November 1972, 9:45 A.M.

New song—Yun Taa Jili Ma (figure 1)

Salisu came late this morning; he was sick and had been to the doctor. He was not in the best condition to teach. He said I was the “professor” this morning because I told him what to do. However, he did begin teaching a new song, the fourth now. I seem to learn faster now, since I’ve developed some means for recording the songs.




[image: fig12_1]
FIGURE 1Yun Taa Jili Ma. (Proverb: He who respects you is better than he who gives you gold.) The notation I created to learn the fingering and bowing for the Dagbamba goondze is shown at the top. The numbers represent fingers on the hand: 1 (thumb), 2 (index finger), 3 (middle finger), 5 (small finger). The arrows indicate the direction in which the bow should be moved. The Western staff notation for this musical excerpt is given underneath. (For text and musical transcription of the entire song, see DjeDje 1978a:740, 1183–1194.)


Salisu saw two of the books that I had on Dagomba history and migrations. He wanted to use them for his personal satisfaction, so he went with me to check them out of the library. I was in a better mood this morning.

28 November 1972

We went over the three songs. Number 1 was performed best. Some improvement was made on number 2 and number 3. He began teaching me a new song today.

He looked through my workbook and saw the article concerning the history of the goondze. He was very pleased and recognized the name Yantsibli. He said Yantsibli is his grandfather from about 500 years ago. Naa Sigli was the yaa naa [Dagbani term for king] for one of his grandfathers.

Manama seemed upset when I told him where I had gotten this information from. He says Sulley’s notes are not correct and he wanted to see the book. I took him to the library and he checked the book out.

4 December 1972, goondze lesson

Today’s lesson was spent in an interview session with Salisu and Sulley as the interpreter. We started the session around 2:30 P.M. Surprisingly, everything went extremely well. Salisu cooperated in answering all the questions. Sulley was equally important in interpreting, although I believe he interjected some of his own ideas and beliefs into the interpretation.

Much, much information was gained from this session. I shall use this information for Aning’s paper [Ben Aning was one of my professors at IAS] and as the term paper for Nketia.

The session lasted until around 4:15 P.M.… The entire afternoon was very rewarding socially and academically. Much was accomplished. In some cases my questions were not understood and I obtained the wrong answers. It was pointed out by both of them that they would not give this information to everyone—I’m special.

5 December 1972, goondze lesson, 10:30 A.M.

I did not play too well today, because I hadn’t practiced. We went through the three songs—the second song was the worst. I don’t know why I can’t play that song any better than I do. When Salisu began playing the third song, one of the Dagomba drummers passed by humming and dancing to the tune, so I asked him to show me the dance to the song. He did and it was very nice.

I began learning my new song today along with the text. It is hard to remember the fingering and rhythm. I need to record the song so that I can listen to the tune at home.

Salisu wants to teach me the dance with the music. He wants to record and then teach the dance.… At the end of the session, he taught me the days of the week in Dagbani.

7 December 1972, 10:30 A.M.

The lesson on Thursday morning was a good one. Salisu was in the process of making or constructing some goondze instruments. The gourd calabash body had been cut and two holes at the top on each side had been made. Now he was supporting the gourd body by placing a stick that extended from either side and was bound with string.

When I arrived he stopped his work to teach me. I played well today for some reason. He was very pleased. He even began teaching me song number 5.… He was inspired enough to tell me the meaning of the song. I asked one of his coworkers to translate from Twi exactly what Salisu was trying to say.

After the lesson, I began making goondze instruments. He taught me how to bind and tie the string onto the gourd calabash. Class ended around 12:30 P.M.



I use a variety of techniques to establish rapport. First, I allow the people with whom I am working to set the agenda, and I participate with them in everyday activities (for instance, visiting friends, eating, shopping, and attending social and recreational events). In northern Ghana, Sulley and Mahama were my guides. Of course, I understood that their relationship with me gave them a special status within their community, and this may have affected their decisions about where we went.

Second, I try to learn as much as possible about the social organization of the community and the musical tradition. Who is the community leader, and what is his or her relationship with the musicians? Are the performers attached to or identified with a political, religious, or social institution? If so, I make every effort to meet the leaders of these institutions before proceeding with the research, so that I can be sure they are aware of my project and have no objections. I normally choose a person from the community who is well known and respected to make the introductions.

In northern Ghana, it was critical that I meet the yaa naa, the king of Dagbon, for fiddlers are part of his royal court and are expected to attend to his needs before involving themselves with other community activities. Because goondze musicians are organized within a family structure with an installed chief (called the yamba naa), it was important that I meet this chief as well. Also, the situation in northern Ghana was politically sensitive because the “enskinment” of the reigning yaa naa was being contested by a rival faction. Interestingly, Mahama and Sulley supported different leaders, so this became a point of contention between them. To resolve some of the problems, it was decided that I should meet both leaders. Yet they agreed that I would meet the reigning yaa naa (Mohamudu Abudulai IV) and his court musicians first, before being introduced to the rival faction. It is noteworthy that neither of them was present when I met the rival candidate. For example, when I went to the yaa naa’s palace, Mahama suddenly became ill and could not join us. When I visited the leader of the rival faction (Yakubu Andani, who won the suit and became the reigning yaa naa in 1974) during a Muslim celebration, Sulley never arrived, though he had promised to attend. My diary provides details about my visit to the yaa naa Abudulai’s palace.


Tuesday, 16 January, Yendi, Ghana

We did not arrive at our appointment with the yaa naa until 4:15 P.M. Upon entering the yaa naa’s palace, [we see that] many elders are seated there, relaxing; there are horses in front of the palace eating grass. I marveled at the way the horses had been painted—half … [of the horse’s] legs were painted orange, and long orange streaks [were painted] over the back. (I look at a photo of this.)

The yaa naa is a young, handsome man [about thirty years old]. He appears to be very humble and agreeable toward his subjects, which is good. The customary procedure for entering the palace is:


Remove shoes upon entrance to the palace.

Bow to any elders before entering, as a form of greeting. (During any greeting, the inferior subject bows to his superior.)

Upon entrance to the yaa naa’s room, subjects are to remain bowing at all times.

Whenever praises are given to the chief, subjects clap their hands or pop their fingers (two hands—fourth and fifth fingers).



The yaa naa was dressed in green kente cloth. He was sitting on a rising that was covered with several pillows—there was nothing ornate … about the appearance of his dress or the room. Two men sat in front of him on the floor as he spoke to us. Other elders were also seated on the floor. I was a special case—the only person to sit in a chair. We paid the chief homage by giving him two cedis [Ghanaian money]. He seemed surprised by the gesture. This particular yaa naa has been enskinned for the past three years; however, there is still dispute over the rightful owner of the skins. This particular yaa naa was the son of the late yaa naa.



One of the best ways to establish rapport is to participate actively in a performance event; culture bearers seem to appreciate the effort that a stranger makes to join in. My opportunity to participate in an event came when I interviewed one of the leaders of the yamba naa’s family. After the interview, we went to a wedding where fiddlers were performing.


Sunday, 21 January 1973, began as usual. I woke up at 5:45 A.M. to wash and prepare for my interview with Sulemana Goondze at 8:00 A.M. After finishing breakfast around 8:15 A.M., we finally arrived at Sulemana’s house around 8:45 A.M. He was not present, but someone immediately sent for him and he came within two minutes. He had been attending a customary marriage function next door to his house. The goondze (at least four of them) were playing for this function. We began the interview about 9:00 A.M. and finished between 10:45 and 11:00 A.M. It was quite interesting, and I obtained more bits of information. Sulemana joked about going to the United States. He wants a small tape recorder from the United States. I took his name and address and said I would inform Salisu if getting a tape recorder was possible, but I mentioned that it was difficult to obtain one.

When we completed the interview, Sulley and I joined Sulemana at the marriage function. The attendants consisted almost entirely of about thirty to forty women—the only males were the four goondze men and Sulemana (figure 2). It seems that the marriage ceremony had taken place a week ago, but celebrations had continued daily after the actual ceremony. This particular celebration was mainly for women, who danced individually in a circle as the goondze played. Sulemana began to dance, and people gave him money—almost two cedis in change. Then someone invited me—at least, Sulemana invited me—to dance with him. I was somewhat embarrassed, but I danced (figure 3). Women began dropping coins into my hands and at my feet and placed them on my forehead. Sulley took a photo as Sulemana and I danced. After the dance, I gave all the change to the goondze players (figure 4).






California: Gospel music

In urban areas, various sources that do not exist in nonurban settings (such as audio, visual, and print media) are available to researchers. However, problems often arise when researchers attempt to use the same methods in both contexts. When I conducted research in California in 1987–1992, I had to modify the way I collected data in different cities because each had its own personality, which also affected the gospel community. There was no one person who had the power or authority to give me access to everyone and everything I needed. In Los Angeles, not only is the African-American community extremely heterogeneous, but the social organization of the gospel music community is complex as well. Gospel artists can be identified by the style of music they emphasize in performance (traditional, contemporary, quartet); the church they attend (African Methodist Episcopal, Baptist, Catholic, Methodist, Pentecostal, and so on); the size of the church (storefront, large church, or megachurch); the generation they belong to (young, young adult, senior); the type of choir they perform with (church or mass—that is, community—choir); and the location of their church, home, or performing group, which may all be different.
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FIGURE 2Sulemana Iddrisu Goondze dancing at a Dagbamba wedding celebration in Yendi, Ghana, 21 January 1973. Photos are from the author.
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FIGURE 3Sulemana Iddrisu Goondze and Jacqueline Cogdell DjeDje dancing at a Dagbamba wedding celebration in Yendi, Ghana, 21 January 1973.


[image: fig12_4]
FIGURE 4Goondze (fiddlers) and zaabia (rattlers) performing at a Dagbamba wedding celebration in Yendi, Ghana, 21 January 1973.

I entered the Los Angeles gospel community in 1987 by contacting individuals I knew—Ineze Caston, a musician in my home church; and Charles Johnson, who had first suggested that I do research in Los Angeles. When I interviewed them, I asked each to suggest names of others I could contact for information about the history and development of gospel music in Los Angeles. It is noteworthy that although these two gave me about ten to fifteen names each, only one or two names appeared on both lists. More important, gospel musicians who had brought fame to the city—for example, James Cleveland (who was still alive when I began my research), Andraé Crouch, and some whom people residing outside Los Angeles would probably identify with the city—were not on either list. The exclusion of these artists left several unanswered questions in my mind. Did it mean that, because of their wider fame, Cleveland and Crouch were not considered Los Angeles musicians? Or were they excluded because my two contacts believed that I would not be able to obtain access to them? Or were Crouch and Cleveland simply not part of my contacts’ network or circle of friends?

In terms of equipment, I relied primarily on an audiotape recorder for interviews, which were conducted in homes and churches. One person visited UCLA for the interview because she worked in the area. Although I often took my 35-mm camera with me, most people did not allow me to take pictures; they preferred that I use professional photographs which had already been taken of them. Probably, they were reluctant to be photographed because most were elderly and believed that their physical appearance had changed dramatically since the time when they considered themselves stars. If a photograph had to be taken, they wanted it done in a formal context, when they were properly dressed. Therefore, many of the photos I took were at concerts, banquets, or church services. Because I had so little success with still photography, I did not even attempt to videotape. In some cases, though, I invited gospel musicians to UCLA for lecture-demonstrations and did videotape these presentations.

While conducting interviews, I also reviewed local newspapers, which became my primary source for documenting social, political, and cultural changes; also, information from newspapers helped to support and stimulate discussion in interviews. Whenever I talked with people, I always asked for sheet music, photographs, and recordings (made either commercially or by their churches), concert and church programs, souvenir booklets, and so on.

After identifying the data, I decided to limit my study to developments that had occurred before 1970. There were several reasons for this. First, I wanted to avoid the local politics between traditional and contemporary gospel musicians. Also, I found that contemporary gospel musicians were less accessible. Seniors felt honored by my interest in their work; they were extremely supportive, and most looked forward to our meetings, which gave them an opportunity to stay active and reminisce about the old days. For my part, I liked talking with them because traditional gospel music was more familiar to me—this was the music I had performed at home, at my church in southeast Georgia.

I also limited the study by focusing on four or five churches that were regarded as major centers for gospel because of the prominence of their choirs, the pastor’s innovations, or the use of media (radio, television, or both) to capture the community’s attention. Many of the noted gospel artists who migrated to the city joined one of these churches. Because these churches had been prominent in gospel music when the African-American community in Los Angeles was more cohesive, choosing them allowed me to limit my study spatially to a five- or ten-block area instead of a fifteen-to twenty-mile (about 30-kilometer) radius.








ISSUES THAT HAVE AFFECTED MY RESEARCH: OWNERSHIP OF CULTURAL PRODUCTS AND LOCAL POLITICS

Because some researchers are sensitive to “ownership” of cultural products, formal agreements with culture bearers have become more common. My research among the Jamaican Maroons is noteworthy because Accompong political leaders wanted to use the expertise of the UCLA research team to help them develop a product with which to disseminate information about their culture. When the issue of ownership and profit from cultural products arose, some sensitive negotiations had to take place before an agreement could be made between the two parties: the Kojo Council and the Regents of the University of California. But when agreements are made with outsiders, who within the culture actually owns or has rights to the products? Even though representatives from the Accompong government invited us to document Kojo Day, the rivals of Colonel Harris N. Cawley (the leader of Accompong) did not approve of the Kojo Council’s entering into the agreement. A conversation I had with one person who was disgruntled about the project sheds light on the controversy and how I handled the situation:


Wednesday, 1 January 1986

We went to the colonel’s house for lunch and to wait for the Christmas marching to take place. Jeff went to set up near the monument.

The march began around 2:30 P.M. at Mrs. Wright’s house. The procession stopped briefly at the colonel’s house to gather more marchers before continuing through town.

Carol and Jeff documented this through the town. As Jeff was leaving, a man approached him, asking how Accompong would profit from the making of the video.

When Jeff left, the man expressed his feelings to me—he was not in agreement that we should be here. Also, he indicated that he was the opposition to Colonel Cawley. Some members of the community were concerned that previous groups had come to Accompong and made millions, but the people of Accompong had received no profit.

I indicated that an agreement, which had been signed, had been drawn up by the Kojo Council. He wanted me to give or show him a copy of the agreement. I declined, indicating that it was not my place to interfere with politics. He responded by threatening to disrupt our work here. Mann O. Rowe [the former deputy colonel of the Kojo Council] was present during the discussion.

When the other man left, Mr. Rowe … asked me for my address and he gave me his. He also made some brief remarks about Maroon history and culture.



In many classes in field research methods, students are advised to be aware of national and international affairs because such political issues may have an impact on research in a particular area. But in my situation, local politics affected what I was able to accomplish. In northern Ghana, rival factions were involved in the Yendi “skin crisis.” In Accompong, an individual was opposed to the agenda of the elected leaders. In Los Angeles, there was tension between traditional and contemporary gospel musicians, between performers of gospels and spirituals, between rival musicians, and between cities (such as Los Angeles and San Diego). Also, being aware of a political climate is one thing; learning how to maneuver through political strife so that it does not impair your work is another thing—and not always easy to resolve.




THE ROLE OF RESEARCH IN PROFESSIONAL LIFE

Throughout my career, it has been important for me to make my material accessible to the community that was its source. In Africa, this has not always been possible to the degree that I would like, but in the United States I have been fairly successful. The way I write and the topics I choose reflect my effort to make my material interesting to culture bearers as well as to academics.

I have also integrated my research with other institutions to make it accessible to a larger community. Working in partnership with three museums in Los Angeles on exhibitions (called “The Heritage of African Music”) that celebrate the contributions of African and African-derived cultures has given my work and that of others much more visibility than I could have imagined. I served as one of the curators for an exhibit at the Fowler Museum at UCLA (“Music in the Life of Africa”) and was the editor of the book that accompanied the exhibitions (1999a). To complement the public programming at the museums, I organized a number of activities in the department of ethnomusicology that allowed students to learn and gain experience with other ways of communicating and sharing knowledge. The theme of these activities was “The Globalization of African Music,” but the department of ethnomusicology referred to 1999–2000 as the “Year of African Music.” Not only did we have symposia, lectures, concerts, performances, and courses by visiting lecturers who came directly from Africa; the department also produced compact disks and videos of the music and performances of the visiting artists with students.

My research in California has had a dramatic impact on my teaching. I have developed two courses. One, “Urbanism and Music,” deals with the theoretical literature, but the students also use Los Angeles as a laboratory to test their theories about the music of the city. The second course, “African-American Music in California,” examines how the different personalities and cultural dynamics of various urban areas in the state affect musical creativity. So far, I have been the chair (of thesis and dissertation committees) for ten student projects that have focused on diverse topics (popular music, jazz, religious music, African music) related to African and African-derived music in California.




THE PLACE OF MY WORK IN ETHNOMUSICOLOGY

Because some of my research has been regional, I have conducted investigations in a variety of areas. My projects have also been diverse in terms of context, types of music, and ideology. I have worked in villages (in northern Ghana and The Gambia), small towns (in the southeast United States), and urban settings (in Ghana, Nigeria, Côte d’Ivoire, Senegal, and the United States). I have been interested in both the sacred (African-American spiritual and gospel songs, Hausa Bort) and the secular (popular Ivoirian music). I have worked with traditions associated with royalty (Dagbamba fiddle) and with commoners (Hausa fiddle music as well as Bete and Maroon festivals). Although most of my projects focus on traditions dominated by men, women are the primary performers of some musical forms (gospel and Maroon singing), and I have highlighted this in my studies (1985a; 1993; 1998a, b). For me, the individual is important, as are the ways musicians organize sound and interact with their patrons (1982, 1984b, 1993).

While I do not regard the people or traditions that I have studied as exotic, some researchers may feel differently. What seems to be common to all these traditions is that the creators and their creations tend to be marginalized within the larger culture. Perhaps my choice of topics relates in some ways to myself as an individual. Although I do not want to draw attention to myself in public, I also do not want my contributions to be slighted or ignored. In a room full of people, probably no one would know I was there. Yet I believe that my presence is just as important as anyone else’s, because it adds something to the experience of the group. Although some of my topics may seem esoteric, they should be included in the discourse, because they help us understand the layers, branches, and streams that make up African world music.

In addition, I believe it is important for people of color to write narratives from their own perspective. When I entered the field, very little information was available on the music of African and African-derived cultures, and much of it had not been written by blacks. As in other ethnomusicological studies before the 1960s and 1970s, the voice of the person being studied was not heard; few researchers felt it necessary or even useful to include that voice. Many Westerners have problems with the subject as the object of study, particularly in regard to non-Western art music; when Europeans study their own art music, they are rarely worried about objectivity, bias, or the reliability of the findings. But we now know that much can be gained from including both insiders’ and outsiders’ perspectives: a multivoice discourse leads to more interesting interpretations and a fuller understanding of a tradition. Also, when the voice of the society under study is absent, the resulting scholarly environment can be unhealthy for all. It implies that culture bearers are unqualified to discuss or report on their own music, and that their interpretations or theories are therefore uninteresting and unimportant to the general discussion.


Much can be gained from including both insiders’ and outsiders’ perspectives: a multivoice discourse leads to more interesting interpretations and a fuller understanding of a tradition.



Some people would probably regard me as an insider simply because I am an African-American and my research has focused on African or African-derived musics; but this is a simplistic conclusion that disregards the enormous diversity of the African world. Also, the insider’s position is relative. For example, while I performed gospel during my formative years, my setting was a small town, quite different from the church settings where I observed music making in urban California. Thus in California gospel circles, I do not regard myself as an insider. Still, because the roots and performance aesthetics of the music are similar, I do feel a bond or kinship with these circles.

I have been interested in many theoretical issues and concepts. Instead of abstractions, I prefer to write narratives and to discuss individuals and local traditions that shed light on what might be more universal. Much of my work has focused on processes: the history of gospel music in California, change and differentiation in Catholic churches in Los Angeles as a result of the adoption of gospel music, the levels of urbanization that take place when a musical genre moves from a city in the Midwest to one on the West Coast. Most of my studies would have to be regarded as musical ethnographies because they include “both detailed descriptions and general statements about music based on personal experience and fieldwork” (Seeger 1992:89). Much of my research has been comparative, for I believe we can learn more about one tradition by comparing it with another. For example, if I had focused all my attention on the fiddle in Ghana and not included Nigeria, my findings would have misrepresented fiddling in West Africa; I have discovered that Dagbamba is almost unique, for few societies use the fiddle as a court instrument (1978a).

More recently, diaspora studies have interested me. In addition to examining the movement of people across continents, I have begun to look at diasporas within smaller areas (such as the Fulbe diaspora in Sudanic Africa) as well as at interculturalism in Africa. Cross-cultural studies between African and African-American music have been commonplace; but in such studies, researchers tend to be interested in Africa only as a point of origin, and this is not very different from the perspective of early comparative musicologists who looked at origins in order to conclude that European music was more advanced than African music.


OEBPS/images/fig1_1.jpg





OEBPS/images/fig1_10.jpg





OEBPS/images/fig1_11.jpg





OEBPS/images/fig1_12.jpg





OEBPS/images/fig1_2.jpg





OEBPS/images/fig1_3.jpg
Miss BONNIE C. WADE wmus.B.. M.A,
FULBRIGHT JUNIOR RESEARCH SCHOLAR

DEPT. OF MUSIC & INST. OF ETHNOMUSICOLOGY
FINE ARTS UNIV. OF CALIFORNIA
DELHI UNIVERSITY LOS ANGELES





OEBPS/images/fig1_4.jpg





OEBPS/images/fig1_5.jpg





OEBPS/images/fig9_2.jpg





OEBPS/images/fig1_6.jpg





OEBPS/images/fig9_3.jpg





OEBPS/images/fig1_7.jpg





OEBPS/images/fig9_4.jpg





OEBPS/images/fig9_5.jpg





OEBPS/images/figpart1_1_1.jpg





OEBPS/images/logo.gif
Routledge
Tayor & Fanct Group
e Tanes






OEBPS/images/track.gif





OEBPS/toc.xhtml


The World’s Music: General Perspectives and Reference Tools





Table of Contents





		

Cover





		

Half Title





		

Title Page





		

Copyright Page





		

Table of Contents





		

About The Garland Encyclopedia of World Music





		

Preface





		

Contributing Authors





		

Part 1 Ethnomusicologists at Work



		

South Asia and East Asia





		

East Asia and North America





		

Africa and East Asia





		

Southeast Asia





		

Africa and the Middle East





		

Africa, the Middle East, and North America





		

Latin America and North America (I)





		

Latin America and North America (II)





		

Latin America and East Asia





		

Africa, Latin America, and North America





		

North America and the Middle East





		

Africa and North America





		

Europe and North America













		

Part 2 Resources and Research Tools



		

General Glossary





		

Africa



		

Publications on African Music





		

Recordings of African Music





		

Films and Videos of African Music













		

South America, Mexico, Central America, and the Caribbean



		

Publications on South American, Mexican, Central American, and Caribbean Music





		

Recordings of South American, Mexican, Central American, and Caribbean Music





		

Films and Videos of South American, Mexican, Central American, and Caribbean Music













		

The United States and Canada



		

Publications on the Music of the United States and Canada





		

Recordings of the Music of the United States and Canada





		

Films and Videos of the Music of the United States and Canada













		

Southeast Asia



		

Publications on Southeast Asian Music





		

Recordings of Southeast Asian Music





		

Films and Videos of Southeast Asian Music













		

South Asia: The Indian Subcontinent



		

Publications on South Asian Music





		

Recordings of South Asian Music





		

Films and Videos of South Asian Music













		

The Middle East



		

Publications on Middle Eastern Music





		

Recordings of Middle Eastern Music





		

Films and Videos of Middle Eastern Music













		

East Asia: China, Japan, Korea, and Inner Asia



		

Publications on East Asian Music





		

Recordings of East Asian Music





		

Films and Videos of East Asian Music













		

Europe



		

Publications on European Music





		

Recordings of European Traditional Music





		

Films and Videos of European Traditional Music













		

Australia and the Pacific Islands



		

Publications on the Music of Oceania





		

Recordings of Oceanic Music





		

Films and Videos of Oceanic Performing Arts





















		

General Index













Pagelist





		

i





		

ii





		

iii





		

iv





		

v





		

vi





		

vii





		

viii





		

ix





		

x





		

xi





		

xii





		

xiii





		

xv





		

1





		

3





		

4





		

5





		

6





		

7





		

8





		

9





		

10





		

11





		

12





		

13





		

14





		

15





		

17





		

18





		

19





		

20





		

21





		

22





		

23





		

24





		

25





		

26





		

27





		

28





		

29





		

30





		

31





		

32





		

33





		

34





		

35





		

36





		

37





		

38





		

39





		

41





		

42





		

43





		

44





		

45





		

46





		

47





		

48





		

49





		

50





		

51





		

52





		

53





		

55





		

56





		

57





		

58





		

59





		

60





		

61





		

62





		

63





		

64





		

65





		

67





		

68





		

69





		

70





		

71





		

72





		

73





		

74





		

75





		

77





		

78





		

79





		

80





		

81





		

82





		

83





		

84





		

85





		

87





		

88





		

89





		

90





		

91





		

92





		

93





		

94





		

95





		

96





		

97





		

98





		

99





		

100





		

101





		

102





		

103





		

104





		

105





		

106





		

107





		

109





		

110





		

111





		

112





		

113





		

114





		

115





		

116





		

117





		

118





		

119





		

120





		

121





		

122





		

123





		

124





		

125





		

127





		

128





		

129





		

130





		

131





		

132





		

133





		

134





		

135





		

137





		

138





		

139





		

140





		

141





		

142





		

143





		

144





		

145





		

146





		

147





		

148





		

149





		

150





		

151





		

152





		

153





		

154





		

155



















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































OEBPS/images/fig10_9.jpg





OEBPS/images/fig11_1.jpg





OEBPS/images/fig12_1.gif
Sl ma

Ma miri yun taa

== |||t
- I+
o
e ||| |
as |||
- T4
== e
S IEE
R
&L mw.L
o |
g 18|
we || [Hs
A






OEBPS/images/fig12_2.jpg





OEBPS/images/fig12_3.jpg





OEBPS/images/fig12_4.jpg





OEBPS/images/fig5_2.jpg





OEBPS/images/fig5_3.jpg





OEBPS/images/fig6_1.jpg





OEBPS/images/fig6_2.jpg





OEBPS/images/fig7_1.jpg





OEBPS/images/fig7_2.jpg





OEBPS/images/fig7_3.jpg





OEBPS/images/fig8_1.jpg





OEBPS/images/fig8_2.jpg





OEBPS/images/fig9_1.jpg





OEBPS/images/fig10_1.jpg





OEBPS/images/fig10_2.jpg





OEBPS/images/fig10_3.jpg





OEBPS/images/coverpage.jpg
The World’s Music: |

General Perspectives and Reference Tools | o






OEBPS/images/fig10_4.gif
Player 111 9 (1403)

Player 1l (24)

Player 1 (29)

9
H
7
6
5
i
3
H
1

é
é

1403)

988)
0

233)
«zxé

623
843

1045)

1201

1403
988)

233)
a2y
623

843)
1045
1201

)

)

i

Elementary pulses = c. 580 MM

by






OEBPS/images/fig10_5.gif
Vithaps Bupembe gembe
Frince  Watudembe
i

-
w/f‘;”
ecoraanys
s Y,
Wm o
JnaZ

j?/“

A ,Jw‘jaw
./





OEBPS/images/fig10_6.jpg





OEBPS/images/fig3_6.jpg





OEBPS/images/fig10_7.jpg





OEBPS/images/fig4_1.jpg





OEBPS/images/fig10_8.jpg





OEBPS/images/fig4_2.jpg





OEBPS/images/fig4_3.jpg





OEBPS/images/fig4_4.jpg





OEBPS/images/fig4_48_1.gif
for happy pieces

.t

on
0w
0.
.
B
e
e
e
‘e
e

for classic pieces

R
vo.
0.

e
0.
0.
0.
o

e

e

TS

TS

e





OEBPS/images/fig4_5.jpg





OEBPS/images/fig4_6.jpg





OEBPS/images/fig4_7.jpg





OEBPS/images/fig5_1.jpg





OEBPS/images/fig1_8.jpg





OEBPS/images/fig1_9.jpg





OEBPS/images/fig2_1.jpg





OEBPS/images/fig2_2.jpg





OEBPS/images/fig2_3.jpg





OEBPS/images/fig3_1.jpg





OEBPS/images/fig3_2.gif
A O A
Benisir Twidan Anaafo

(wafo) (ehua) (asafy)






OEBPS/images/fig3_3.jpg





OEBPS/images/fig3_4.jpg





OEBPS/images/fig3_5.jpg





