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Introduction

Aesthetic Ecology, Distributed Ability

Reflecting on these essays, selected to highlight the main themes in my work over the last twenty-five years, my thoughts turn to the considerable help I have received from others. Those others include my teachers at undergraduate and postgraduate level, my husband Douglas Tudhope, my colleagues and my students. To begin this introduction with a list of acknowledgements is, of course, to thank them. But the point I wish to make here is different and goes beyond gratitude. It leads to what I see as the key theme in the work reproduced in this volume: the dual concepts of distributed ability and aesthetic ecology. These are fundamentally sociological concepts and they are nowhere better illustrated than in musical activity.

By the term aesthetic ecology, I mean a cluster of people and their relations to and with each other, as well as materials and settings, situated vocabularies, symbols, values, patterned ways of doing and - importantly - happenstance. But I also mean the equally important 'inside' of action, its pre-cognitive and non-verbal features such as emotion, impulse and embodiment. These things are the conditions of action and they are collectively negotiated as part of what action is. Through these conditions, the identities and abilities we come to associate with actors, collective and individual, are made apparent.

Of course, music is just one of part of aesthetic ecology and I am often asked what is 'special' about music. For example, why should we study it any more than, say, woodworking? The answer I normally give comes in four parts. First, due to mechanical reproduction and now digitization, music is ubiquitous. Second, and around the world, music accompanies ceremony, ritual, commemoration and work where it is associated with forms of entrainment, both individual and collective. Third, and related to its ubiquity, music is - at least in modern Western cultures - a medium of identity formation, closely associated with emotional experience. And finally, music is an important cultural modality for being together in time. The question, then, is how to explore music as a condition of action and experience, a question that includes music as it is made (composed, performed) as well as received.

The first two essays in this volume, both published in 1986, together provide the germ of what has since become, for me, an attempt to address that question. Both pieces took inspiration from the unlikely combination of Theodor Adorno and John Cage. And both highlight music as a medium for making social life. The differences between these two essays, however, serve to highlight one of the ways that my work has diverged from musicology, including 'radical', 'critical' 'new' or 'cultural' musicology. In fact, whether there is such a thing as 'musicology' in the singular is questionable. So perhaps what I really mean to say is that my work is turned away from structuralist impulses (whether in musicology or sociology) and toward investigations of culture 'in action', by which I mean the study of how identities, knowledge forms and acts are put together, are changed over time and now from place to place. To develop this point I will dwell upon these first two essays, both published in 1986.

'Structure, Chaos and Emancipation' (Chapter 1) began its gestation while I was in the final year of my undergraduate degree at West Chester State College. I had entered university as a music major and had discovered sociology in my second year, after some inspiring teaching that included a segment on Freud's Civilization and Its Discontents. The professor, Jon Cowen, was a former student of Philip Rieff. I did not know then that Rieff's critique of the psychoanalytic world-view would eventually become as important as it is in my most current work today, but more on that below.

I went along to the first supervisory meeting for my senior thesis. My adviser, Harvey Greisman, critical theorist and clinical sociologist, handed me his copy of the 1972 Seabury edition of Adorno's Philosophy of Modern Music. He suggested that, if I wanted to write about the sociology of music, and if I was interested in the music of John Cage, I could do no better than begin with Adorno's work. This was at a time when, apart from Martin Jay (1973), Rose Rosengarde Subotnik (1976; 1978) and Susan Buck Morss (1977), and Harvey's own work (Greisman,1976), there were few scholars at work on music and critical theory.

I took away Harvey's copy of Adorno, and began to ponder Adorno's seemingly impenetrable but (I thought) beautiful prose. As time wore on, some of what Adorno was articulating began to sink in, albeit slowly and in a fragmentary way, perhaps not so altogether out of keeping with the spirit of his text.

Then a catalytic moment occurred. I had fallen in love with the county town of West Chester. Originally settled by Quakers, birthplace of Samuel Barber, the town where Lincoln's publicity campaign for the presidency was launched, West Chester is also not too far away from Gettysburg and the echo of Lincoln's famous words - 'of the People, by the People, for the People'. Graced with eighteenth-century row houses and renowned for its ancient trees (the streets are named after the trees that were planted along them) West Chester was a place of magic for me.

It was early morning, and I was walking to the bus stop, headed to Philadelphia where I worked as an intern for a CBS-TV affiliate. As I rounded the corner of Walnut and Cedar, a pigeon fell from the sky, landing at my feet with a thud. I remember my surprise on lifting it up how heavy it was (I thought someone should move it off the pavement). I suppose I also felt a little shocked by the event. It was raining but the sun was out and the pavements, made from bricks smoothed by two centuries of footfall, glowed red.

As I continued my journey it was with heightened perception of the beauty and spirit of the place. It was an emotional experience but it gave rise to a thought, namely, that I would always remember this as the moment when I recognized an affinity between Adorno's Philosophy and ideas I had previously admired in the philosophy of John Cage. For me that meant, as I understood it then, an emphasis on the particular, the material, and on the partial or non-identity of things, their 'this-ness' or haecceity, as the philosophers call it. When I got home that evening I began to write up my notes on what I then understood to be important connections between Adorno and Cage and on music as a way of knowing, a resource for the structuring of knowing. I have never forgotten that moment and I am continuing to write that text today.

As I reread 'Structure, Chaos and Emancipation' now, I see it as articulating a set of endings and beginnings in what I have since come to call Music Sociology (as distinct from Sociology 'of' Music; see DeNora, 2003). The endings are, perhaps, obvious and they are certainly ironic: I see now that the form of scholarship I was then attempting was one I have since abandoned. It consisted of pointing out identifications, a kind of 'this means that, that goes with this' form of analysis in which, guided by Adorno's own procedure, composers (or works) are identified as progressive, restorative, good, or bad. And so, in retrospect, I see both endeavours, Adorno's and my own, as useful only to the reputations of composers and to being a participant in the exercise of musical identity work, and one that positions the scholar as knower-in-chief. Just as all babies are said to be beautiful to their mothers, so too music's aesthetic qualities and its potential for action in the world will vary according to local conditions of production and reception. The scholar, in her air-conditioned library and sitting behind a desk, might simply be too far removed there to notice what is important on the ground.

As I quickly learned (and roughly around the time that this essay was published) there are other ways to theorize music as a form of knowing that do not involve reading music as a text. It is here that I see the essay on Adorno as offering some 'beginnings' for the music sociology I practise today. One of those beginnings was, as I have already suggested, the notion that music, non-representative, often abstract and wordless, is nonetheless a mode of knowing (the book in which this piece was published was entitled, Structures of Knowing). To be sure, Adorno made this point himself in relation to Schoenberg. In embracing, 'all the darkness and guilt of the world' (1973, p. 133), Schoenberg's music Adorno considered, offered a corrective against reification. According to Adorno, Schoenberg's musical complexity empowered its listeners to consider those things that pre-given forms of thought elided: in and through its handling of musical material it invited the listener to be an active sensemaker. Under cover of this 'darkness', in other words, where conventional boundaries and dividing lines were blurred, lay the potential for alternative and contradictory knowledge-making. As I understood Adorno, he said that ambiguity provided a resource for innovative and contradictory structures of knowing and thus for critique. I continued to work on this essay after arriving at UCSD where I took inspiration from Charles Nathanson and his encouragement to pursue a programme of study in which the artwork 'acts'. Chapter 2 in this volume, 'Music as a Place and Space for "Work"', takes up that theme, courtesy of Bud Mehan's seminar in Ethnomethodology as well as Aaron Cicourel's work (1973) and seminar in Cognitive Sociology where I wrote a short paper on Jürgen Streeck's critique of Searle's speech act theory.

This second essay develops the notion of music as cognitive workspace explicitly and in ways that highlight my ongoing interest in the music/philosophy of John Cage. It was in this piece that I first began to be interested in how 'what' music comes to mean, and what it does, is not 'in' the music but is in the relation between musical texts and their appropriations, mediated by the ways that texts are framed through resort to familiar conventions, through what people say about them, through how they are used and through where they come to be sited. This is by no means to say that music does not condition its own reception and that music scholarship need only study what people say about music. But it does mean that the analysis of texts is never sufficient and that the study of how people engage with music is a vital component of music study.

If meaning is not 'in' the music but rather distributed in the environments where musical response occurs, then music offers a resource for meaning-making, it is implicated in what comes to happen in relation to it. This understanding of musical meaning neither collapses music into sociology nor sociology into musicology. Instead it describes a perspective devoted to how actors may find, in musical structures, various 'things' (meanings, values, imageries). The ways that we then come to project - or 'hang words on to tones', as I put it in a paraphrase of Wittgenstein - renders music habitable as a space and place for 'work'. (The word 'work' here is understood in the ethnomethodological sense as the procedures by which we make our world into the world we take to be given, natural, normal, beautiful, good and true.) Conceived in this way, musical response is inevitably also ethical action since it always involves and invokes a politics of representation.

The question then is how musical materials provide conditions for this process, and, inspired by Adorno's thoughts, in this 1986 piece I began to sketch a programme of study for how musical meanings are made manifest. That programme would consist, I suggested, of a focus on family resemblances between musics, as perceived by analysts but also by musical actors, listeners, for example, the social relations of meaning production and the framing devices by which music is drawn into concourse with extra-musical communicative media, such as talk about music, programme notes, criticism, music education, and the material environment. The point overall was to respecify the study of culture, to shift the focus from a concern with culture's 'contents' (what is there to know) in favour of a focus on how what comes to count as 'our' or 'their' culture is articulated and stabilized. Culture and cultural production is, I concluded, nothing less than the production of a habitat; and thus, I think it is fair to say, it was in this relatively early piece that my later concern with aesthetic ecology was first implied. It was also in this article that I first used the concept of music's appropriation.

In the mid-1980s, UCSD came to be recognized as one of the top departments in the country for cultural sociology. We were taught that subject by Bennett Berger who continually exhorted us to locate culture in terms of its 'who, when, where, what and how'. At the same time, I discovered a kindred spirit in the music department, Jann Pasler, through her seminars on sociology of music and reputation. I have Jann to thank for introducing me to a concern with the interconnections between networks, worlds, reputations and works, and for introducing me to her vision of empirical musicology that empowered musicology to address topics otherwise at the time beyond its remit - power, statecraft, identity and stratification (Pasler, 2007; 2009). It was in the context of the second seminar I took with her (on reputation) that I began to develop the research into Beethoven and the Construction of Genius. That it happened to click with Bud Mehan's work at the time, on 'learning disability' as an identity that emerges from within interactional settings and cultural meaning systems (Mehan et al., 1984) was more than fortuitous: it resulted in a joint publication on identity construction (Mehan and DeNora, 1995).

With these resources, it was a short step from ethnomethodology of music into historical methodology and my initial thesis work on Beethoven (DeNora, 1995). The next piece reprinted here, 'Deconstructing Periodization' (Chapter 3), highlights this progression. This was the essay in which I first suggested that we study biography as a topic, a narrative achievement and as negotiated - ethnobiography in short. This would consist of a focus on the local production of identity situated in place and time. That project gives music history a different emphasis, of course. It asks, for example (pace Bennett Berger), what is it that we 'do' with Beethoven and the writing of his life, and how that doing is not so different from what Beethoven and his contemporaries did themselves. The challenge, then, is to learn how to listen and watch historical actors ethnographically, to look for their meaning-making practices, their projects in their worlds. While such a task is destined for imperfection, the attempt to probe other times in terms of the disjunctions between those worlds and our own is, I still believe, nobler than making the assumption that such a task is impossible or unnecessary. How to listen with the ears of Beethoven's contemporaries, then, and how not to be too hasty in judging them as, from our own value-laden viewpoints, as 'right' or 'wrong'. There is more to listening, in other words, than in knowing how to reproduce the given wisdom about what is good, better, best' (what is 'good' is usually contested and it may or may not match what we value today) and there is more to the casting of a life-narrative than literary tropes. Practices and materials are also part of the story since they mediate and nurture representations and, perhaps more importantly, provide resources for action.

'The Musical Composition of Social Reality' (Chapter 4) takes this last point as its springboard. This is the essay that helped me to develop the orientation put to work in Music in Everyday Life (2000) and helped me later to distinguish between the sociology 'of' music and the more symmetrical project of music sociology (DeNora, 2003). I suggested in this 1995 piece that, within the sociology of music, music's social content - music's meaning, but, more importantly, its dynamic powers in social life - had been sidelined in favour of its social shaping. The concern with 'content' was prompted by discussions with my colleague at Exeter, Robert Witkin (Witkin, 1994; 1998). By contrast, 'The Musical Composition ...' posed music as an 'active ingredient' of social life. It argued that the 'career' of a musical work is by no means 'over' once it is created, nor even after performers have performed and critics criticized. Rather, I suggested, we would do well to focus attention on the points where music and actors meet and how, in that meeting, our sense of time, our orientation as agents and our subsequent acts may be understood to be 'musically composed' as music becomes a ground for action and its composition. How music comes to provide such a ground, however, is by no means pre-ordained by music. Rather, the directions of influence between music and action are so tightly interwoven that textual analysis is insufficient for understanding how music provides a work space for social life. For that, a focus on music in action is required.

In the early 1990s, I had been conducting a research project for the Economic and Social Research Council on feminist perspectives, body politics, knowledge production and lay expertise in alternative contraception (DeNora, 1996). It was certainly a topic far removed from Beethoven's Vienna. Conceptually, however, the earlier work on Beethoven and the Science and Technology Studies focus on alternative methods of knowledge production were not dissimilar. Both were about knowledge-based controversies, and both highlighted the various 'roads not taken', as facts and values are institutionalized and harden up as 'givens' within particular contexts (and into a history of 'winners'). In other words, Beethoven's genius and the effectiveness of cervical mucus contraception were both institutionally produced realities and both depended upon ways of seeing, instruments and relations of production, and climates of reception. In the one case (Beethoven), context allowed for development, appreciation and, over time, an increasingly closer fit between categories of perception, methods of musical production and renown. In the other case, in the face of new and challenging technologies in reproductive health, the flow of resources required to nurture and develop mucus-based knowledge was diverted such that the method came to be cut off from the ecological conditions that might otherwise have nourished it.

This phase of my research career led me toward an interest in the history of science, to a focus on the sociology of embodiment, and to a sharper interest in music as an active ingredient in the making, remaking and challenging of gender roles. Out of this interest came the next two pieces of writing: 'The Biology Lessons of Opera Buffa' (1997; here Chapter 5), written originally for a Cornell conference on opera buffa in Mozart's Vienna organized by Mary Hunter and James Webster in 1994; and 'Music and Erotic Agency' (1997; here Chapter 6). The former concluded that opera provided a 'workspace' for the imaginative elaboration of gender difference in ways that partook of connections to other cultural realms (music never in isolation), in particular botany, and Mozart's connection to the van Jaquin family in 1780s Vienna. Music and science were, I suggested, mutually reinforcing such that the image of woman fleshed out in opera buffa was one of subjugation to biology and to the then emerging bourgeois notion of marriage and the private sphere. One might reasonably ask how this essay further elaborated the 'in action' focus articulated in Chapter 4. It probably did not push that project forward, apart from helping to highlight that musical production is by no means autonomous but rather takes shape - in the case of opera - in relation to visual, literary and sonic mediation of ideas, images and texts that develop concurrently. By contrast, 'Music and Erotic Agency' considered music and the body not in terms of bodily representations but in terms of the far more interesting question of how the body itself - the material body - can be understood to be 'musically composed'. In some ways this focus presaged the aerobics work later developed in Music in Everyday Life. Looking back at the piece now, I think the emphasis on embodied sociology, and on being willing to consider the relationship between culture, nature and agency in ways that are neither 'too tight' nor 'too loose' (Chapter 6, p. 96) provided the crux of this work, helping to put the body in a cultural-material context (ecology) from which it emerges, bringing bodily 'realities' into focus in particular ways. Culture-nature is produced in part through learning how to be the bodies we think we already had.

A concern with the body, and thus with materiality, implied, in turn, a concern with material practice in music and so, via Nicholas Cook's work on performativity (2003; 2007), I found a renewed interest in performance. In the next two essays ('The Concerto and Society' and 'Music as Agency in Beethoven's Vienna') I sought to develop what Jann Pasler calls an, 'everyday life of the past'. Such a perspective is much in keeping with my earlier work on Beethoven, and with a methodology focused on reception and on what people 'do' with music, as opposed to what we, as music analysts, might 'do' with music (ergo, there is more to music studies than reading music as text). As Pasler puts it, this focus offers a way of decentering history by giving voice to a wider range of cultural participants (2007, p. 20). Going back to the place and period I knew best was a way to gather my interests in embodied, material practice, gender and music in action and these two commissioned essays - one for Simon Keefe's edited collection on the concerto (here Chapter 7) and the other a keynote for a conference on arts sociology at the Center for Cultural Sociology at Yale (here Chapter 8) highlight some of the variations on the theme of material (and therefore often tacit) agency. This theme is developed initially in dialogue with Susan McClary's reading of Bach's Brandenburg 5 (McClary, 1987) and moves on through time to consider gender segregation at the piano. The Yale essay takes the focus on material practice one step further by following the ways that embodied, technological and sonic practices in turn come to be connected (by historically located actors themselves) to a network of many other things, among them philosophical notions (such as the sublime), so as to offer a complex of possible attitudes, roles and action trajectories. In this essay, the concept of musical ecology, historically conceived, was broached.

In Music in Everyday Life I had begun to explore music therapy, as a way in to understanding what can - with deliberation - be done with music and how music (under the right circumstances) can be transformative, whether in large ways or in small. In October 2004, I was invited to Oslo University for a national symposium on music, emotion and action, organized by Professor Even Ruud. This was to be the third so far in my career of 'watershed moments' (or the fourth if I count meeting my husband in 1980), primarily because it brought me into much greater contact with music therapists, and at a key moment in the history of that field. There I met not only Even Ruud, Brynjulf Stige and Randi Rolsjvord (all major figures in the field internationally), but also Gary Ansdell and Simon Procter of Nordoff Robbins. After the conference, Brynjulf asked me if I would write a review of Gary and Mercèdes Pavlicevic's recently published Community Music Therapy (Ansdell and Pavelicevic, 1994). When the word count swelled, Brynjulf graciously offered to let me develop it into a review essay, in the form that appears here as Chapter 9 ('The Pebble in the Pond'). Specifically, he asked me to preface the piece with a brief statement of my sociological orientation. Round about p.61 (p. 151 below) I think my enthusiasm for the then-emerging notion of Community Music Therapy and its link to my own focus on lay expertise and on identity as environmentally afforded will be clear. For me, the connections from music studies back to a sociology of action were then perhaps nowhere better articulated than in this new form of 'health musicking' where one could not only see culture 'getting in to action' but where it was also possible to watch culture being manipulated and deployed in ways that facilitated the emergence of health identities. Collaborating with members of SocArts who were also working on music and health (Batt-Rawden, Trythall and DeNora, 2007) pushed me further down this road. Increasingly, I saw the study of music therapy as the perfect venue for linking a perspective of music as a 'workspace' with a focus on how, through its uses, music could be seen to transform (holistically understood) bodies, minds, social relations, and identities.

Reading and writing about Community Music Therapy - which Ansdell and Pavlicevic termed 'the pebble in the pond' - did indeed create ripples. It led to a much closer research association with the Nordoff Robbins Centre for Music Therapy in Hampstead and, since 2006, to the (pseudonymous) BRIGHT Community Music Therapy Project with Gary Ansdell. For BRIGHT (the 'Borough (Centre for) Rehabilitation, Interaction and Group Activity, Hospitality and Training'), a community centre for people in various stages of recovery from acute mental health conditions, we have collected longitudinal data (video, participant observation, interviews) on music's connection to mental health. Among other things, the project has helped to highlight how, in and through music, clients and others help each other to nourish, and to participate musically. In this sense, our work at BRIGHT has examined the construction of a musically-led community, via a cultural (and musical) ecology. This focus on health as connected to social and aesthetic ecology has underscored the communal bases of identities and statuses such as 'mental illness'. It has also reinforced the critique of individualistic perspectives on illness and therapy described by Rieff in the 1960s (see Rieff, 1961).

The lay expertise involved in knowing how to appropriate music in everyday life situations for health promotion is a key theme in our work at BRIGHT (and I have learned considerably from watching and talking with Gary about his virtuosic, but unobtrusive, craft as a music therapist). As a complement to this, the penultimate essay collected here, 'Health and Music in Everyday Life' (Chapter 10) provided an opportunity to think through some of the conceptual issues being explored in community music therapy, perhaps most importantly the ecological basis of health - or indeed, all identities - via the dual notions of affordance and appropriation (notions that I first developed via perceptual psychology in Music and Everyday Life). This I did through reference to the work of Kari Batt-Rawden's action research on music as a technology of health, but the themes are resonant with what I have learned by working with other members of the SocArts team, (Acord and DeNora, 2008; Bergh and DeNora, 2009; Bergh, Bergh and DeNora, forthcoming; Hagen and DeNora, forthcoming; Sutherland with DeNora, forthcoming; Hara and DeNora, forthcoming).

And so we come to the final essay, 'Evidence and Effectiveness' (Chapter 11). This is the point at which my interests in Science and Technology Studies and Music Therapy come together. The paper was originally presented to a symposium on Evidence-Based Practice and Music Therapy at Nordoff-Robbins, where it was meant to provoke discussion about appropriate 'measurement' techniques for music therapy. Thinking about music-led music therapy, I suggested, helps to highlight the local craft practices, and lay forms of expertise involved in musical 'healing' and in ways that perhaps better serve to illuminate how music helps, what sort of good it is, and what it is good for. And that focus, fully music-centred but also sociological, highlights the question of culture as it gets into action and action as about movement and relation within a collective and material world. In short, to music is to act through the medium of music. And so we go, da capo (back to where we began, with Adorno and music as a structure of knowing) but also forward to al coda in the brief Postlude ('Two or more forms of music'). In the final, short piece reproduced here as Chapter 12, I return to John Cage and his notion of 'silence' to consider music as a 'silent practice' of human organization. By posing the body as, itself, a musical instrument, I suggest, we not only expand the category of music, but prepare the ground for thinking about the musicality of our physical, animal being, as it takes shape in reference to soundscape and in ways that are capable of eliding simplistic or reductionist conceptions of either music or our bodies. This understanding of music's 'silence' takes the social study of music ecology literally under the skin. It also resonates with current work in medical and neurological fields, particularly around such topics as biofeedback, mind-body interaction and the placebo effect. Perhaps most importantly, an inclusive (empirically founded rather than artistic) sense of music reconnects the term 'aesthetic' to a focus on the senses and sensory practice. In so doing, it underlines the study of organized sounding as one of the newest and most intriguing branches of the life sciences.


References

Acord, S.K. and DeNora, T. (2008), "Culture and the arts: From art worlds to arts-in-action', The Annals of the American Academy of Political and Social Science, 619, pp. 223—37.

Adorno, Theodor W. (1973), Philosophy of Modern Music, translated by Anne G. Mitchell and Wesley V. Blomster, New York: The Seabury Press.

Batt-Rawden, K., Trythall, S. and DeNora, T. (2007), 'Health Musicking as Cultural Inclusion', in J. Edwards (ed.), Music: Promoting Health and Creating Community in Healthcare, Cambridge Scholars Press, pp. 64-82.

Bergh, A. and DeNora, T. (2009), 'From Wind-up to iPod: Techno-cultures of Listening', in N. Cook, E. Clarke, D. Leech-Wilkinson and J. Rink (eds), The Cambridge Companion to Recorded Music, Cambridge: Cambridge University Press, pp. 102-19.

Bergh, A., Bergh, M. and DeNora, T. (forthcoming), 'Forever and Ever: Mobile Musicking In the Lives of Young Teens', in S. Gopinath and J. Stanyek (eds), Oxford Handbook of Mobile Music, Oxford: Oxford University Press.

Buck Morss, S. (1977), The Origin of Negative Dialectics: Theodor W. Adorno, Walter Benjamin, and the Frankfurt Institute, New York: Macmillan.

Cicourel, A.V. (1973), Cognitive Sociology: Language and Meaning in Social Interaction, London: Penguin.

Cook, N. (2003), 'Music as Performance', in M. Clayton, T. Herbert, and R. Middleton (eds), The Cultural Study of Music: A Critical Introduction, London: Routledge, pp. 204-14

Cook, N. (2007), Music, Performance, Meaning: Selected Essays, Aldershot: Ashgate.

DeNora, T. (1995), Beethoven and the Construction of Genius: aesthetic politics in Vienna, 1792-1803. Berkeley, Los Angeles and London: University of California Press.

DeNora, T. (1996), 'From Physiology to Feminism: Reconfiguring Body, Gender and Expertise in Natural Fertility Control', International Sociology (winner of Worldwise Competition for Young Sociologists, 1994), 11. pp. 359-83.

DeNora, T. (2000), Music in Everyday Life, Cambridge: Cambridge University Press.

DeNora, T, (2003), After Adorno: Rethinking Music Sociology, Cambridge: Cambridge University Press.

Greisman, H.C. (1976), 'Disenchantment of the World', British Journal of Sociology, 27, pp. 497-506.

Hagen, T. and DeNora, T. (forthcoming), 'Music for the Room: Unofficial Music Distribution and Listening Practices in Hungary and Czechoslovakia under Socialism', in T. Pinch and K. Bijsterveld (eds), The Oxford Handbook of Sound Studies, Oxford: Oxford University Press.

Hara, M. and DeNora, T. (forthcoming), 'Leaving Something to the Imagination: Seeing Place and Nations through a Musical Lens', in C. Gorbman, J. Richardson and C. Vernallis (eds), The Oxford Handbook of New Audiovisual Aesthetics, Oxford: Oxford University Press.

Jay, M. (1973), The Dialectical Imagination: A History of the Frankfurt School and the Institute of Social Research 1923-1950, Boston: Little Brown and Company, Canada.

McClary, S. (1987), 'The Blasphemy of Talking Politics during Bach Year', in R. Leppert and S. McClary (eds), Music and Society: The Politics of Composition, Performance and Reception. Cambridge: Cambridge University Press, pp. 13-62.

Mehan, H., Hertwick, A. and Meihls, L. (1984), Handicapping the Handicapped: Decision-making in Students' Educational Careers, Stanford, CA: Stanford University Press.

Mehan, H. and DeNora, T. (1995) 'Genius: A Social Construction', in T. Kitsuse and T. Sarbin (eds), Constructing the Social, London: Sage, pp. 157-73.

Pasler, J. (2007), Writing Through Music: Essays on Music, Culture, Politics, New York: Oxford University Press.

Pasler, J. (2009), Composing the Citizen: Music as Public Utility in Third Republic France, Berkeley, Los Angeles and London: University of California Press.

Pavlicevic, M. and G. Ansdell (1994), Community Music Therapy, London: Jessica Kingsley.

Rieff, P. (1961), Freud: The Mind of the Moralist, New York: Viking Press; London: V. Gollancz, 1959; rev. ed., New York: Anchor Books.

Streeck, J. (1980), 'Speech Acts in Interaction: A Critique of Searle', Discourse Processes, 3, pp. 133-53.

Subotnik, R.R. (1976), 'Adorno's Diagnosis of Beethoven's Late Style: Early Symptom of a Fatal Condition', Journal of the American Musicological Society, 29, pp. 242-75.

Subotnik, R.R. (1978), 'The Historical Structure: Adorno's "French" Model for the Criticism of Nineteenth-Century Music", 19th Century Music, 2, pp. 36-60.

Sutherland, I. with DeNora, T. (forthcoming). Music Sociology: An Introduction, Cambridge: Polity Press.

Witkin, R. (1994), Art and Social Structure, Cambridge: Polity.

Witkin, R. (1998), Adorno on Music, London: Sage.





Bibliography

Books

Beethoven and the Construction of Genius: Musical Polities in Vienna 1792—1803. Berkeley, Los Angeles and London: University of California Press, 1995. Translated as: Beethoven et la construction da genie (with preface by H.C. Robbins Landon). Trans. Marc Vignal. Paris: Fayard, 1998.

Music in Everyday Life. Cambridge: Cambridge University Press, 2000.

After Adorno: Rethinking Music Sociology. Cambridge: Cambridge University Press, 2003.

Journal Articles

'How is Extra-musical Meaning Possible? Music as a Place and Space for "Work".' Sociological Theory 4:1, pp. 84-94, 1986.

'Musical Patronage and Social Change in Beethoven's Vienna.' American Journal of Sociology 97:2, pp. 310-46, 1991.

'Fast, Faster, Fastest: The Social Construction of Racing Outcomes in Swimming. Comment on Chambliss.' Sociological Theory 10:1, pp. 99-102, 1992.

'Beethoven, the Viennese Canon and the Sociology of Identity.' Beethoven Forum 2, pp. 29-54,1993.

'Beethoven et l'invention du genie' (trans. F. Marin and M.-C. Pottier). Actes de la recherche en sciences sociales 100, pp. 36—45, 1995.

'The Musical Composition of Social Reality? Music, Action and Reflexivity.' Sociological Review 43:2, pp. 295-315, 1995.

'Deconstructing Periodization: Sociological Methods and Historical Ethnography in 18th Century Vienna.' Beethoven Forum 4, pp. 1-18, 1995.

'Musique et Faction erotique' (trans A. Hennion). Sociology de l'art 9, pp. 121-34, 1996.

'From physiology to feminism: Reconfiguring Body, Gender and Expertise.' International Sociology 11:3, pp. 359-83, 1996.

'Music and Erotic Agency - Sonic Resources and Social-Sexual Action.' Body&Society 3:2, pp. 44-65, 1997.

'Music as a Technology of the Self.' Poetics: Journal of Empirical Research on Literature, the Media and the Arts 26, pp. 31-56, 1999.

T. DeNora and S. Belcher. '"When you're trying something on you imagine yourself in a place where they are playing this kind of music": Musically Sponsored Agency in the British Clothing Retail Sector.' Sociological Review 1, pp. 80-102, 2000.

'Corpo e genere al piano. Repertorio, technologia e comportamento nella Vienna di Beethoven' ('Body and Gender at the Piano: Repertory, Technology and Comportment in Beethoven's Vienna') (trans. M. Santoro). Rassegna italiana di sociologia, 2, special issue on 'La nuova sociologia del la musica', pp. 165-88, 2000.

'Quand la musique de found entre en action' (trans. J.Jeudy). Terraine(Mission du Patrimonie du ministere de la Culture, Paris), special issue on 'Music and the Emotions' (O. Roueff, ed.), pp. 75-86, 2001.

'Music into Action: Performing Gender on the Viennese Concert Stage, 1790-1810.' Poetics: Journal of Empirical Research on Literature, the Media and the Arts, special issue on 'New Directions in Sociology of Music' (T. Dowd, guest ed.), 30:2, pp. 19-33, 2002.

'The Role of Music in the Daily Lives of Women - The Case of Intimate Culture.' Feminism and Psychology, special issue on music and gender (S. O'Neill, guest ed.), 12:2, pp. 176-81, May 2002.

'The Everyday as Extraordinary: Response from Tia DeNora' (response to review symposium on Music in Everyday Life). Action, Criticism & Theory for Music Education (e-journal), 1:2, pp. 2-8, 2002. http://www.maydaygroup.org http://mas.siue.edu/ACT/index.html

'Music Sociology: Getting the Music into the Action.' British Journal of Music Education, 20:2, pp. 165-77,2003

'Editorial.' Eighteenth Century Music 3:1, pp. 3-6, 2006.

'Historical Perspectives in Music Sociology.' Poetics: Journal of Empirical Research on Literature, the Media, Arts, special issue on 'The Sociology of Music' (R. Peterson and T. Dowd, eds), 32, pp. 211-21, 2004.

'The Pebble in the Pond.' Nordic Journal of Music Therapy 14:1, pp. 57-66, 2006.

'Evidence and Effectivenss in Music Therapy.' British Journal of Music Therapy 20:2, pp. 81-99,2007.

K. Batt-Rawden, E. Ruud and T. DeNora. 'Music Listening and Empowerment in Health Promotion; A Study of the Role and Significance of Music in Everyday Life of the Long-term ill.' Nordic Journal of Music Therapy 14, pp. 120-36, 2005.

K.. Batt-Rawden and T. DeNora. 'Music and Informal Learning in Everyday Life.' Music Education Research 7:3, pp. 289-304, 2005.

'Health Musicking in Everyday Life.' Psyke & Logos 28:1, pp. 271-87, 2007,

S. Acord and T. DeNora. 'Culture and the Arts: From Art Worlds to Arts-in-Action.' Annals of the American Academy of Political and Social Science, pp. 223-37, 2008.

Book Chapters

'Structure, Chaos and Emancipation: Adorno's Philosophy of Modern Music and the post-World War II Avant Garde.' Pp. 293-320 in R. Monk (ed), Structures of Knowing. Lanham, MD: University Press of America, 1986.

'The Social Basis of Beethoven's Style.' Pp. 9-30 in J.H. Balfe (ed.), Paying the Piper: Causes and Consequences of Art Patronage. Urbana and Chicago: University of Illinois Press, 1993.

T. DeNora and H. Mehan. 'Genius: A Social Construction, the Case of Beethoven's Initial Success', pp. 157-73 in T. Sarbin and J. Kitsuse (eds), Constructing the Social. London and Los Angeles: Sage Publications, 1993.

'The Beethoven-Wolffl Piano Duel', Pp. 259-82 in D. Wyn Jones (ed.), Music in Austria 1750-1800. Cambridge: Cambridge University Press, 1996.

'The Biology Lessons of Opera Buffa.' Pp. 146-164 in M. Hunter and J. Webster (eds), Opera Buffa in Mozart's Vienna. Cambridge: Cambridge University Press, 1997.

'Aesthetic Agency and Musical Practice: New Directions in the Sociology of Music and Subjectivity.' Pp. 161-80 in P. Juslin and J. Sloboda (eds), Music and Emotion. Oxford: Oxford University Press, 2001.

'Musical Practice and Social Structure: The Sociology of Music and its Toolkit.' Pp. 35-56 in E. Clark and N. Cook (eds), Empirical Musicology. Oxford: Oxford University Press, 2004.

'Music, Meaning and Everyday Life.' Pp, 147-60 in N. Hanrahan and M. Jacobs (eds), The Blackwell Companion to the Sociology of Culture. Oxford: Blackwells, 2004.

'Embodiment and Opportunity: Performing Gender in Beethoven's Vienna.' Pp. 186-97 in W. Weber (ed.), The Musician as Entrepreneur and Opportunist. 1600-1900. Blooomington and Indianapolis: Indiana University Press, 2004.

'Patronage.' pp. 390-92 in C. Eisenand S. Keefe (eds), The Cambridge Mozart Encyclopedia. Cambridge: Cambridge University Press, 2005.

'The Concerto and Society.' Pp. 19-33 in Simon Keefe (ed.). The Cambridge Companion to the Concerto. Cambridge: Cambridge University Press, 2005.

'Music as Agency in Beethoven's Vienna.' Pp. 103-21 in R. Eyerman (ed.). New Directions in the Sociology of the Arts (part of the Yale Series in Cultural Sociology). New York: Paradigm Press, 2006.

'Music and Self' (reprint/abridged version of Chapter 3 in Music and Eveiyday Life). Pp. 141-7 in Andrew Bennett (ed.), The Popular Music Reader. London: Routledge, 2005.

'Music and Emotion in Real Time.' Pp. 19-34 in K. O'Hara and B. Brown (eds), Consuming Music Together: Social and Collaborative Aspects of Music Consumption Technologies (Computer Supported Cooperative Work). New York: Springer Verlag, 2006.

K. Batt-Rawden, S. Trythall and T. DeNora. 'Health Musicking as Cultural Inclusion.' Pp. 64-82 in J. Edwards (ed), Music: Promoting Health and Creating Community in Healthcare. Cambridge: Cambridge Scholars Press, 2008.

A. Bergh and T. DeNora. 'From Wind-up to iPod: Techno-cultures of Listening.' Pp. 102-15 in E. Clarke, N. Cook, D. Leech-Wilkinson and J. Rink (eds), The Cambridge Companion to Recorded Music. Cambridge: Cambridge University Press, 2009.

'Emotion as social emergence: perspectives from music sociology.' Pp. 159-86 in P. Juslin and J. Sloboda (eds), Handbook of Music and Emotion. Oxford: Oxford University Press, 2010.

Guest Edited Journal

Special issue on 'Configuring the Classics' (with R. Witkin), Poetics: Journal of Empirical Research on Literature, the Media and the Arts, July 2001.

Handbook Chapters, Encyclopaedia and Dictionary Entries

'Love ana Courtship.' Pp. 265-7 in J. Shepherd and D. Horn (eds), Continuum Encyclopedia of Popular Music of the World. London: Continuum, 2003.

'Music as Expressive Form.' Pp. 10255-9 in International Encyclopedia of the Social Sciences, vol 15, Oxford: Elsevier, 2001.

'Aesthetics', 'TheArts', 'H.S.Becker', 'Cultural Deprivation' and 'Visual Culture' (500-1000 word entries). In B.S. Turner (ed.), The Cambridge Dictionary of Sociology. Cambridge: Cambridge University Press, 2006.

'Music Consumption.' In G. Ritzer (ed.). The Blackwell Encyclopedia of Sociology'. Oxford: Blackwells, 2007.

'Enculturation.' In H. Bruhn, R. Kopiez and A. Lehmann (eds), Musikpsychologie - das neue Handbuch. Reinbek/Hamburg: Rowohlt, 2008.

'Culture and Music.' Pp. 145-62 in T. Bennett and J. Frow (eds), The Sage Handbook of Cultural Analysis. London: Sage, 2008.

'Interlude: Two or more forms of music.' Pp. 799-803 in L. Bresler (ed.), International Handbook of Research in Arts Education, Vol. 1. New York: Springer Verlag, 2007.

Popular Articles, Newsletters, Working Papers (selection)

'Music in the Service of the State: Charlemagne's Imposition of "Gregorian" Chant as a Mechanism for Political Consolidation.' UCSD Working papers in Sociology 1:1, pp. 1-10, 1990.

R. Witkin and T. DeNora. 'Aesthetic Materials and Aesthetic Agency.' Culture: The Newsletter of the Culture Section of the American Sociological Association, pp. 1-5, 1997.

S. Belcher and T. DeNora. 'Music is Part of the Equipment that Makes Your Body Hard!' eXercise (Publication of the National Governing Body for Exercise & Fitness in England) p. 5.

T. DeNora and A.L. Tota. 'Proposal for a European Sociological Association Research Network on the Sociology of the Arts.' Sociology of the Arts (Newsletter of Research Committee #37, International Sociological Association) pp. 22—4, 1999.

'Cultural Sociology as Cultural Action: Like a Frog Plunging into Water.' Newsletter of the European Sociological Association Network on Culture, pp. 36-9, August 2009.

Forthcoming Publications and Work in Progress:

'Practical Consciousness and Social Relation in MusEcological Perspective.' In D. Clarke and E. Clarke (eds), Music and Consciousness. Oxford: Oxford University Press, in press.

'Music Space as Healing Space: Community Music Therapy and the Negotiation of Identity in a Mental Health Centre.' In G. Bom and T. Rice (eds). The Privatization and Publicization of Musical Space. Cambridge: Cambridge University Press, forthcoming.

T. Hagen with T. DeNora. 'Music for the Room: Unofficial Music Distribution and Listening Practices in Hungary and Czechoslovakia.' In K. Bijsterveld and T. Pinch (eds), Oxford Sound Studies Handbook. Oxford: Oxford University Press, forthcoming.

M. Hara and T. DeNora. 'Leaving Something to the Imagination: "Seeing" New Places Through a Musical Lens.' In J. Richardson and C. Gorbman (eds), Oxford Handbook of New Audiovisual Aesthetics. Oxford: Oxford University Press, forthcoming.

G. Ansdell and T. DeNora. 'Musical Flourishing: Community Music Therapy. Controversy and the Cultivation of Well-being.' In R. MacDonald (ed.), Oxford Handbook of Music and Health. Oxford: Oxford University Press, forthcoming.

I. Sutherland with T. DeNora. 'Musical Creativity as Social Agency: Paul Hindemith.' In D. Hargreaves, D. Miell and R. MacDonald (eds), Musical Imaginations. Oxford: Oxford University Press, forthcoming.

'Musicians Make Markets: The Aesthetic Regulation of Music Distribution in Beethoven's Vienna.' European Societies, Forthcoming.




CHAPTER 1
 Structure, Chaos and Emancipation: Adorno's Philosophy of Modern Music and the Post-war Avante-garde

The development of contemporary sociology of music is due largely to the efforts of Theodore W. Adorno (1930-1969). One of the first to explore in earnest the elusive question of music's link to social structure, Adorno forged an inter-disciplinary approach for which he was uniquely qualified, having been trained extensively in musical composition,1 philosophy and the social sciences. His characteristic focus upon the musical material itself (as opposed to other, ancillary aspects of music making) and the ways in which that material may embody ideological content has led to increasing recognition of his work by scholars within both musicology and sociology (see, for example, Subotnik, 1979 and Ballentine, 1984). Yet, in spite of the attention it has received, Adorno's work continues to stand apart from the discipline of sociology of music as a whole.

What distinguishes Adorno's approach from most subsequent studies of music and its extra-musical meanings is that Adorno never considered the sociology of music to be an end in itself. Rather, his music study is inextricably tied to the critical stance and Freudo-Marxian methodology which he shared with fellow members of the Frank flirt School. In order to fully comprehend Adorno's sociology of music, therefore, it is necessary to see how his "micro" analyses or 'case-studies' of particular musical works are lodged within his larger, typically Frankfurt analysis of socio-economic and political conditions. Specifically, one needs to understand how Adorno formulated the inter-relationship between culture and the patterns of authoritarian domination symptomatic of what he later came to conceive of as the "Administered World." The first purpose of this essay therefore is to review Adorno's sociology of music as it is grounded in his larger, Frankfurt School approach. I shall do this by concentrating upon one of his major works, the Philosophy of Modern Music (1973), as it focuses upon Stravinsky and Schoenberg as representatives of the contradictory extremes evident in twentieth century music. I will then apply the perspective developed by Adorno in this work to two more recent composers, Pierre Boulez and John Cage. This task will in turn lead to a critique of Adorno's original formulation.

Art and the Administered World

Similar to Max Weber's concept of the "Iron Cage" (Greisman, 1976), the Administered World refers to a post-capitalist, mass society whose bureaucratic management is geared to benefit an increasingly centralized economic substructure and its controlling minority. Although the aims of this administration are in opposition to the best interests of most individuals, its objectives are not achieved by overt domination. Instead, individuals are seen as participating in their own oppression by willingly entering into a process which Adorno calls "Total Sociation." This process is characterized by a mind-set or belief in what Adorno occasionally refers to as the "ontological ideology" (see for example, 1981:62), by which he means a tendency to hypostatize social reality in such a way that social relations or types of experience are conceived as "second nature" (Buck-Morss, 1977:12). In other words, they are made to seem natural or given when in fact they are not, a process which tends to suppress the socially constituted quality of, for example, political and economic institutions. It is this complacency, bred by a belief in the immutability of social reality, which annuls critical consciousness and results in the "total sociation" of individual mind (see Jay, 1984:139). In "free" Western countries, Adorno argued, culture and the culture industry serve as the nexus between individual "free will" and the socio-economic "determinism." Hence, the study of culture became an essential task for Critical Theory.2

It is in this context then, that Adorno focused on music. Of the seventy-odd works he produced on the subject, the Philosophy of Modern Music (1973), written between 1940 and 1948 and intended as an extended appendix to Adorno's and Horkheimer's collaborative work, The Dialectic of Enlightenment (1972), stands out as one of the most significant. It is also, in spite of the difficulty of its prose, one of the best introductions to Adorno's overall thought about the contradictory functions of art in modern society.

In the opening pages of the Philosophy Adorno defines the "true," humanitarian function of art: "Art is able to aid enlightenment only by relating the clarity of the world consciously to its own darkness" (1973:15). By illuminating the individual's condition vis à vis society and thereby functioning as a form of knowledge art could act as a catalyst for social change. But, according to Adorno, artistic revelation was not necessarily destined to be 'bad news,' In epochs where the individual and the social are judiciously merged, art, by virtue of finding no dark or unclear areas, would function as affirmation and in fact become obsolete: "Only in a society which had achieved satisfaction would the death of art be possible" (1973:15). In twentieth centuiy administered society, though, the need for art was vital and its message was to be unrelentingly pessimistic.

However, art could serve to impede as well as implement knowledge. By catering to the socially determined predispositions of art "consumers" and affirming states of consciousness or perceptions about society which were inaccurate, art had become the instrument par excellance of administration, resulting in the progressive extirpation of the art-consumer's critical awareness of his place in society. Complex forms, ambiguity and subtlety of expression were abandoned for "the prevailing neon-light style of the times?' (1973:15). As the social predicament of individuals worsened, Adorno believed, administered art grew in inverse proportion to it, ultimately to the point where it would eclipse humanitarian art.

To continue to fulfil its true function art had to distinguish itself from mainstream artistic tendencies: "In our totally organized bourgeois society which has forcibly been made over into a totality, the spiritual potential of another society could lie only in that which bears no resemblance to the prevailing society." (1973:25). Artists attempting to fulfil art's true function had no choice but to contradict mainstream culture through an emancipated art, one liberated from conventional aesthetics and associations, i.e. an avante-garde.

Music and Administration

By the turn of the twentieth century the musical syntax, predicated on the system of functional tonality3 which had served as the basis of composition for over two hundred years seemed, to many composers, as if it had worn itself out. Musical meaning, as it relied on deviation from listener expectation, had necessitated a constant expansion of the tonal language which by the end of the nineteenth century had resulted in unwieldy works, stretching tonality to its audible limit. Within the tonal framework it seemed that there was nothing new to say; the language had reached the point of diminishing returns. Consequently, twentieth century composers concerned with advancing the expressive possibilities of music were faced with the problem of generating new forms and expressive frameworks.

By the 1920's, two composers emerged as leaders in the avant-garde search for new expressive frameworks, Schoenberg (1874-1951) and Stravinsky (1882-1971). In the Philosophy Adorno examines the work of these two composers in depth, juxtaposing them as representative of the extremes evident in twentieth century musical composition. For Adorno, Schoenberg and Stravinsky not only illustrated diametrically opposed approaches to the problem of musical meaning. They were also representative of the opposite directions art followed in the age of administration. To Schoenberg, who abandoned tonality, Adorno bestowed the distinction "radical," linking him to humanitarian art. Stravinsky, who did not relinquish tonality was, for Adorno, a reactionary composer whose music embodied repressive tendencies in society.

According to Adorno, Stravinsky attempted to solve the problem of musical meaning by ignoring it: "He is drawn in that direction where music - in its retarded state, far behind the fully developed bourgeois subject - functions as an element lacking intention, arousing only bodily animation instead of offering meaning" (1973:140).
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