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Foreword by the Series Editor

There is a debate on the future of Europe that is currently in progress, and with it comes a perceived scepticism and lack of commitment towards the idea of ­European integration that increasingly manifests itself in politics, the media, culture and society. The question, however, remains as to what extent this reported scepticism truly reflects people’s opinions and feelings about Europe. We all consider it normal to cross borders within Europe, often while using the same money, as well as to take part in exchange programmes, invest in enterprises across Europe and appeal to European institutions if national regulations, for example, do not meet our expectations.

In this discourse, the European Academies of Sciences and Humanities can play a special role. Due to their long-standing tradition of preserving, securing and making available the cultural heritage of Europe, the Academies are in a prime position to show and promote Europe’s intellectual and cultural richness. This is truly Europe’s most valuable asset: the traditions of enlightenment, which need to be reinvented and revitalised every day, gathering and sharing knowledge, and, above all, a culture of diversity. And to the members of All European Academies (ALLEA), it is both possible and necessary to look at what others have called the soul or spirit of Europe in a more systematic way.

On this principle, the essay collections in the ALLEA book series Discourses on Intellectual Europe pursue the question of an intrinsic or quintessential ­European identity – a question which lies at the heart of the discourse on ­European integration. As Robert Schuman said, “the European spirit signifies being conscious of belonging to a cultural family and to have a willingness to serve that community in the spirit of total mutuality, without any hidden motives of hegemony”. Discourses on Intellectual Europe is one way ALLEA seeks to actively contribute to the preservation of this spirit.

From an academic point of view, Discourses on Intellectual Europe also shows that perspectives from all disciplines and the social sciences and humanities in particular can and must play an important role in this debate. In addition to English as the widely accepted modern lingua franca, each essay is printed in the original language in order to reflect Europe’s linguistic diversity.

In The Role of Music in European Integration, the second volume of this book series, the editors and authors will take a look at Europe from a different angle. Music is omnipresent in Europe historically and contemporarily, yet we rarely reflect on its effect on European integration and sense of togetherness and even less on how Europe’s multicultural history has itself created a unique blend of  music. I believe this volume will put in words the feelings and emotions many, myself included, have felt when listening to music made in Europe.

I wish to express my sincere gratitude to the editors and authors who generously contributed their expertise to this second volume. I hope that these essays will inspire readers to consider Europe not simply as a collection of countries, but as a shared heritage, a spirit, a place where knowledge is sought after for the benefit of all. Europe is a place where ‘enlightenment’ is an ongoing process, supporting and enabling our cultural diversity.

Günter Stock

President, All European Academies
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Preface

This volume focuses on the role of music within the process of European integration since the Second World War. Often music in Europe is defined by its relationship to the concept of Occidentalism (Musik im Abendland; Western music). The emphasis here examines instead questions of unity and diversity from Bergen to Tel Aviv, from Lisbon to Baku; recent manifestations of its evolvement in ensem­bles, events, musical organisations and ideas; and deals with the tension between local, regional and national music within the larger confluence of ­European music. The status of classical and avante-garde music, and to a degree rock and pop, in Europe’s development during the past sixty years are also reviewed within the context of eurocentrism – the domination of European music within world music, a term propagated by anthropologists and ethnomusicologists several decades ago and based on multiculturalism. Conversely, the search for a musical European identity and the ways in which this search has in turn been influenced by multiculturalism is an ongoing, dynamic process.

The pivotal point of this project was a workshop held on 11–12 March 2014 at the Berlin Brandenburg Academy of Sciences. It was organised by All ­European Academies (ALLEA), the Union of the German Academies of Sciences and Human­ities and the Musicology Department of the Free University Berlin. The volume begins with the workshop’s discussions, followed by several articles that add deeper analyses of certain topics and aspects discussed during the meeting. The editor wishes to thank all those who made this publication possible, first of all to the colleagues who contributed articles and to the participants of the workshop who underwent the trouble to rework their statements for print. For editorial help I wish to thank Martina Fuchs M.A. (Berlin) and Franziska Kollinger M.A. (Salzburg). The publication would not have been possible without the articles’ translations by Carol Oberschmidt M.A. and the volume’s editorial finalisation by Dr. Sherri Jones.

Albrecht Riethmüller



Music in Europe Today – A Dialogue

Welcome, Introduction and Opening Statements

Günter Stock: As President of both the Berlin-Brandenburg Academy of Sciences and Humanities, where we are gathered, and of ALLEA, under whose auspices we are assembled today, I want to welcome you to this interesting and, as I hope, impactful meeting. Allow me to start by introducing ALLEA, and I will then say a few words about why I am pleased to see you all here.

ALLEA – All European Academies, the European Federation of Academies of Sciences and Humanities – is composed of almost sixty academies from more than forty countries in the Council of Europe region. Fundamentally, this means that our understanding of Europe goes beyond the political Europe as delineated by the EU. Our member academies include learned societies and think-tanks, but also research organisations of the type that Leibniz, the founding father of this academy’s predecessor, created. Our uniquely diverse membership structure becomes evident when we look at our member academies from countries like Ukraine or indeed other eastern European countries, which are all members, but whose academy system often differs from what we in Germany consider a ‘normal’ academy. Yet in the end, the structure of our academies is second to ALLEA’s understanding of Europe, bound together by historical, social and political factors, as well as for scientific and economic reasons. This effectively describes the mission of ALLEA, which was founded in 1994, much to the appreciation of the European Commission, which at the time encouraged a kind of Europe-wide cooperation of academies; this is why ALLEA often provides advice to the European Institutions on a wide range of policy matters. However, what we principally do is the promotion of exchange of knowledge between our member academies, encourage excellence and emphasise the necessity of high ethical standards in research conduct. We firmly believe that if we want to provide sound advice to political leaders, it must be grounded on inter- and transdisciplinary research.

Another pillar of our mission is safeguarding the autonomy of science. You might have noticed that recently many countries seem to have put a dangerous amount of stress on the autonomy of researchers, and even in Germany questions arose about the meaning of autonomy for universities. This autonomy is threatened in Turkey currently, it is threatened in Ukraine and it is threatened in Russia. These are all places where we try with words and arguments to help and to make proposals to consider how to gain and to regain the autonomy of science and scientists. We have found that in these situations it is often necessary to remind governments of the importance of autonomous science systems, and we have yielded good results with our discursive approach.

One of our primary interests is in what we call ‘policy for science’, in order to maintain and improve the conditions for science in Europe. When we say science, we don’t refer to the Anglo-Saxon understanding of science; we regard science in the sense of Wissenschaft as we do in Germany, where humanities, social sciences and, thus of course, also musicology is included. We have recently initiated a series of activities which we consider vital in raising the profile of the role of academia for European unity. For the first time we are sponsoring a prize this year, dedicated to an eminent scholar whose work is primarily concerned with European values and identity. The prize will be named in honour of Mme Anne Louise Germaine de Staël, a truly European woman whose contributions to European culture and international exchanges set an example to us all. We have come to the realisation that there are prizes for politicians and for intellectuals, but that there is not a prize for real scholars working in and working towards Europe. This prize, the first of many I hope, will be awarded by the President of the European Commission José Manuel Barroso in Brussels in April.

In addition to the Mme de Staël Prize, we seek to promote European social sciences and humanities through activities such as the one you are attending today. The results of this workshop will then become a book, as part of the series entitled Discourses on Intellectual Europe, where we illuminate the different facets of European identity creation in the wide variety of faculties within the social sciences and humanities.

To finish let me voice my appreciation for your attendance today and a big thank you to Prof. Riethmüller for undertaking this endeavour, including managing to gain funding for this workshop. I fully trust Prof. Riethmüller to deliver an outstanding product. After all, he has been a delegate to ALLEA for the Union of the German Academies of Sciences and Humanities for much longer than I have been around. We are already looking forward to what your contributions to ALLEA will look like in the future. So thank you very much for being here, thank you very much for what you have done and even more for what you are going to do.

Albrecht Riethmüller: Thank you very much, President Stock, for your warm welcome. Some 2000 years ago, the Plutarchian treatise On Music began with the statement that even the best military achievements are only able to guarantee safety for a single army, city or land but can do nothing to contribute to people’s character, the pursuit of happiness or to help all of mankind, which are only possible as a result of a zealous quest for education. The treatise was written in the form of a symposium in the Platonic tradition. Onesicrates hosted several such symposia, one of them on music, for which he invited experts in the field to join the discussion. The treatise is the only source from ancient Greece that comprehensively deals with the history of music – unique in European antiquity. We want to recall this to our memory when we now begin our dialogue on the state of music in Europe today, in order to examine its contribution to the European unification processes. In search of this goal, experts on music are gathered here together, as was the case with Onesicrates, and I thank all of you for coming and taking part in our discussion.

When we attempt to determine the position of music in the course of European integration, our concern is not to merely rely on history and tradition reaching back to the Middle Ages or even antiquity. On the contrary, we will be focussing on the years since the Second World War and the Holocaust – prerequisites for an ongoing economic, political and, finally, cultural process toward European assimilation, integration and unification. It is generally understood that European integration is at times beyond the political arena of the European Union: With respect to music, it would be nonsensical to exclude Russian art music from Europe as a result of the conflict between European East and West. Sacred orthodox or Byzantine music would be expelled from Europe if a certain concept of European music were to be limited to western music. And even in the first half of the twentieth century – as part of the racist Nazi perspective – Slavic music was banned from the European tradition.

We are assembled here together as a group of experts in a certain segment of the field of music – as musicologists. But a topic such as music and European integration does not merely require expertise in a certain field but also the consciousness of what Aristotle called ‘Zoon Politikon’ – the citizen as a social animal. Beyond being experts in the field, each of us should also feel responsibility in a political space. This is even more valid, since, with one exception, each of us holds the same passport as a citizen of the European Union. One doesn’t talk much anymore about the European passport, but rather after decades, takes it for granted. We hope that in our discussion, each one of us keeps both of these aspects in mind – that of being experts as well as citizens.

Let me briefly introduce the participants in our discussion in alphabetical order:

Thomas Betzwieser, Professor at the University of Frankfurt, is internationally renowned for his expertise in European opera and music theatre. His work on exoticism in music serves to complement our inclusion of multiculturalism in these talks. He is head of the OPERA project, which produces editions of selected European operatic works. Within the Academies’ Programme of the Union of the German Academies of Sciences and Humanities, it is the first project for the edition of musical scores of a transnational European character. The Academies’ Programme with a budget of ca. €60 million a year is earmarked for the social sciences and humanities, while a strong percentage of ca. 10 % goes exclusively to musicology. While most of the projects consist of complete editions of the scores of composers such as Bach, Weber, Schumann and Brahms, one of them is composed of several national branches of a post-war project of a transnational character: the Répertoire des Sources Musicales (RISM), a worldwide catalogue of musical manuscripts. When RISM was founded in Paris in 1952, the world and Europe (including the USA) were still regarded musically as being nearly synonymous. In recent years, another transnational European project has been included into the Academies’ Programme, namely Corpus monodicum, which deals with the monody, as opposed to the polyphony, of medieval music.

Federico Celestini began his university studies in his hometown of Rome and in the meantime is Professor and head of the musicology department at the University of Innsbruck. For several years he worked for projects at the University of Graz, specifically for the first Austrian Collaborative Research Center in the humanities, which was devoted to the analysis of modernism. The speaker of this Center and member of the Austrian Academy of Sciences, historian Moritz Csáky, never left any doubt that he saw in the multi-ethnic Austrian Hungarian monarchy a sort of blueprint or model for today’s European integration. In Innsbruck Federico is situated between middle and southern Europe, between Austria, Germany and Italy.

John Deathridge, Professor of Music at King’s College London and former president of the Royal Musical Association, is, aside from his specialization in music theory, sociology and the works of Theodor W. Adorno, most renowned as a Wagner expert. No composer since Richard Wagner has matched his strong impact on stage music, but also on European art and culture in general. In musical matters, the relationship between England and the continent has been somewhat unusual. In the middle of the nineteenth century there were still voices from the island proclaiming Great Britain to be the land without music due to a lack of internationally leading composers and compositions. On the other hand, London has always been if not the true centre then one of the most important centres of European musical life and of the European music market and industry.

Frank Hentschel, Professor at the University of Cologne, serves our round less because of his efforts on medieval music and theory, music of the twentieth century, or his most recent book on music in horror films. It is rather his work regarding the politics of the historiography of music in the nineteenth century that promises to assert an influence on our methodological questions in view of the concept of a European music, and likewise to provide critical assessments of our thoughts concerning such historical constructions.

Lawrence Kramer hails from New York City, where he is Distinguished Professor of English and Music at Fordham University, and is, so to speak, the control factor of our endeavor. He has a broad basis for this role, starting with the fifteen books he has written, his multidisciplinary approach, his creative talents as a composer, and, particularly for our purposes, his concern for art music in present day culture. His 2007 title Why Classical Music Still Matters is a landmark for this process of evaluation. To what extent does he, being a New Yorker, belong to European culture? It is said that New Yorkers are somehow foreign to the rest of America. When some thirty years ago a front page article in The New York Times appeared with the diagnosis of a general shift in American cultural, it asked whether in the near future at North American universities all piano professorships would be replaced by sitar professors. Several colleagues from the University of Illinois’s history department promptly replied that they viewed the USA still as a European colony. And until today, a shift from piano to sitar is nowhere to be seen.

Helga de la Motte-Haber, former Professor at the Technical University Berlin, is internationally acclaimed for her work in the fields of the psychology and aesthetics of music while embracing systematic and historical branches of musicology. She is predestined to join the round for a particular reason. In the fall of 1989, a few weeks after the fall of the Berlin wall with its enormous consequences for Europe and its integration, she hosted a conference at the European University Institute in Florence on national style and European dimension in music around 1900. During the exceptional situation of those weeks in 1989, none of the participants could foresee what would happen in the following tumultuous months.

Siegfried Oechsle is Professor at the University of Kiel, member of the Hamburg Academy of Sciences, the Royal Danish Academy of Sciences and Letters and of Academia Europaea. He also serves as acting head of the scientific committee of the Union of German Academies of Sciences and Humanities that decides which applications of new projects will be part of the Academies’ Programme mentioned above. In a certain way he is a counterpoint to Federico Celestini, due to his focus on the Scandianavian north, especially Denmark. Before his Kiel appointment, he was professor at Copenhagen University.

Mario Vieira de Carvalho joins us from Portugal, where he is Professor at the Nova University of Lisbon. He founded the Centre for the Studies of Sociology and Aesthetics of Music, served the Portuguese government as secretary for culture and is a member of the Academy of Sciences of Lisbon. Aside from his personal research agenda, situated at the most southwestern part of Europe, he is familiar with the traditional ties between Europe and Latin America, which in a post-colonial age gains new importance with respect to music.

Alongside these participants, several individuals are simultaneously hosts and organisers. Matthias Johannsen, the Academic Director of ALLEA and a graduate of political science, is someone I would like to address as a musician, knowing that he will modestly correct this to amateur musician. Frédéric Döhl, Franziska Kollinger and Julia H. Schröder are members of our musicology project within the Collaborative Research Center on aesthetic experience at the Free University Berlin, which is also a co-host to our workshop. Frédéric Döhl specialises in crossover and various cross-cultural issues, as seen by his dissertation on the performance practice of barbershop quartets and his 2012 monograph on Berlin-born composer, conductor, pianist and cosmopolitan Sir André Previn. In an age of both multiculturalism and globalisation, how do European and cosmopolitan attitudes relate to each other? Franziska Kollinger has worked on the musical interaction between France and Germany in the twentieth century, and Julia H. Schröder pursues the current musical avantgarde. Our project, initiated in 2003, dealt with the question of whether the diversification of music is able to save the classical music tradition and likewise combine it with musical innovations beyond its standard genres. The question of diversification and the role of music in European integration converge on the interrelationship between local, regional, national and global issues. Music is not a universal language, cannot be compared to a lingua franca and is definitely not an Esperanto of the soul. It is, however, shaped by ethnic diversity and the multifariousness of languages and cultures.

*****

The question often arises about the waning enthusiasm for Europe. Apparently many people sense a decline. However, to me it seems that this question has occurred permanently for the past fifty years. Since the very beginning of European unification, complaints about a lack of enthusiasm were widespread. Around his seventieth birthday in 2014, former German chancellor Gerhard Schröder insisted in a television interview that not only politics but also other fields are responsible for this deterioration. Culture and journalism, for example, should demonstrate that they are in favour of Europe and demonstrate what Europe means to us and what we can do for it. It is a crucial point, perfectly observed. For our discussion we only have to replace culture by music. What is this field willing and able to contribute to Europe? Is it an economic or a non-profit contribution? The music industry is not to be underestimated. Neither are the differences with regard to the varying importance of musical genres in individual countries. In the Anglo-Saxon world including Ireland, vocal music, songs and popular music in general have traditionally been world successes, while in German-speaking countries folkloristic and popular music hardly extend beyond regional exposure, while in the nineteenth century the German music industry did extremely well marketing Beethoven, Wagner and Brahms. In other words, where do we expect to place our musical contributions to Europe? Will the contribution gravitate more toward popular music or the elitist avant-garde? And is the encouragement for contributions to Europe in any way related to the complex question of identity?

Helga de la Motte-Haber: In asking about the relevance of music for cultural identity, I want to touch upon the question of the existence of a common cultural European identity, and how it can or cannot be enhanced by music. The Second World War, with the strong involvement of the USA as well as Japan, broadened a large proportion of the world’s view toward Europe. A single European nation is only a small section on the globe, a microscope is even needed to find it on the map. It is an oversimplification, but not a trivial one, to say that the idea of a unified Europe became a necessity due to a change in the proportions of the world. We are far away from a real cultural identity, for which a common language would be a guarantee. There’s no question that Germans, born in the centre of Europe in a country bordering many nations, should speak several languages. However, and this problem also concerns music, it would be too much to learn all of them when also taking dialects into consideration, such as the Bavarian ‘double Dutch’. But, can we really reflect on European unity without a common cultural identity?

Firstly, I will discuss the variety of musical phenomena and their historical implications. The main musical genre in Italy and partly in France was opera, supported by its corresponding institution, the opera house. Contemporary Italian composers in particular still adhere to an expressive style; sometimes they create a form with an inner musical drama if they are composing a chamber piece. Such a thought was for a long time a horror for contemporary German composers. However, Luigi Nono’s special composing technique combining serial structures with expressivity served as a good mediator. Today some younger Italian composers, e. g. Lucia Ronchetti, have more performances in our country than at home. The exchange between English composers and those from the continent, on the other hand, is limited. In England, a country that developed democratic ideas long before others, music had to be comprehensible for a wider audience, not only for a privileged few. The so-called ‘Prom Concerts’ (Prom from Promenade) of the eighteenth century still casts its shadow on contemporary music. Prominent composers can also be mentioned, such as Benjamin Britten, whose selected works are played outside of England. However, you’d probably have to buy a CD from Amazon if you’d like to listen to a work of Ralph Vaughan Williams. Only a few contemporary composers, e. g. Jonathan Harvey or George Benjamin, a pupil of Olivier Messiaen, are well known in Germany. Then there is the robust exchange between France, Spain, Austria and Germany. French composers such as Mark Andre or Fabien Levy live in Berlin. The strong structure of their music is a connecting link, despite the different aesthetic influences of their histories. Contrary to Germany, French music has remained committed to the Baroque ideal of an imitation of nature. Even in the 1930s you’d find this ideal in the well-known encyclopedia of Lavignac. Think of the imitation of bird song in the music of Messiaen. Paul Dukas viewed Debussy’s works in this sense; he wrote that they are an analogy of an analogy of nature. Contemporary French composers often give their works titles that reflect extra musical relationships. A typical example is the Treizecouleurs du Soleil couchant (Thirteen Colours of the Sunset) by Tristan Murail. The symphonic tradition, developed in the nineteenth century mainly in Austria and Germany with the political background of a revolutionary breakdown, involved a yearning for a better future, which is one basis of the so-called religion of art. Religious music was written in many countries, but the idea that symphonies, e. g. those of Beethoven, have religious implications, is a very Germanic idea. After the First World War such interpretations disappeared for a short while, but heavy demands on composers remained until the 1930s and 1960s when composers returned to the idea of symphonic works.

I apologise for this very rough outline of music history. It should only serve as a demonstration of the ongoing national differences that exist between European aesthetic sensitivities. For instance, the German admiration for the music of John Cage is not shared by other countries. After the end of the friendship between Pierre Boulez and Cage, the latter had no great influence in France. Contrary to this, there were more festivals celebrating Cage’s centenary in 2012 in Germany than in America. There have been two strong receptions of Cage’s music – at the end of the 1950s and after the fall of the wall, mainly in East Germany. But even though French and German music have roots in different traditions, a fruitful exchange promoted by the interest for new media still exists today. And it should not be forgotten that the conflict between the French musique concrète and German electronic music had already ended in the 1950s when Karlheinz Stockhausen used both techniques in Gesang der Jünglinge, one of the most important electroacoustic pieces. Contemporary music has by no means melted into one style that contains a balance between different cultures. Can it therefore be a model for the idea of cultural integration? A positive answer seems impossible, since this music concerns a very small section of our culture. However, the music of Verdi, Wagner, Mozart, Beethoven, Berlioz, Debussy etc. which today is appreciated as an almost worldwide cultural heritage, does not constitute a common cultural identity, since most people are disciples of pop music – and pop music does not itself possess a single style. Common cultural values such as remembrance, monuments, religion, tales or music are normally mentioned as important factors for the formation of a common cultural identity. They are, however, too diverse in Europe. It therefore seems doubtful that particularly music, with its many stylistic differences, can contribute to a common European cultural identity.

I would like now to consider this problem from another point of view, whereby the listener – their perception and consciousness – is the focus of interest. Some general remarks are necessary as an introduction.

It is impossible to process all information transmitted by our senses. An economical process of simplification takes place, and a search for the relevance of sensory cues. Categories acquired by previous experiences mould current perceptions. These categories are generalised schemata of knowledge which have a tendency to oversimplify the facts. These modalities of perception and thinking are also regarded as typical for cultural stereotypes. They are studied by social scientists with the aim of finding out which beliefs guide a given group. Such beliefs concern the members’ self (‘who I am’, the auto-stereotype), as well as thoughts about others (the hetero-stereotype). The formation of the auto-stereotype as the basis of self-identity depends on the belief of belonging to a group. In this way, self-conception is constructed in contrast to others. Nevertheless, it depends partly on the beliefs about others (‘who I am’ implies ‘who I am not’). Additional beliefs exist about the beliefs of others about their own group. A projection of the assumed thoughts of others is also integrated into one’s own self. Aside from this, the term ‘self’, as it is used in this context, means only a form of social-self as an important part of self-identity.

The development of the auto-stereotype is a complicated process. As already mentioned, belonging to a group plays an important role in the identification process. It is based on a search for similarities between oneself and a group. The feeling of having similarities with a group is produced by common preferences. Further development of this feeling depends on the attractiveness of a group, which can be accompanied by a feeling of pride in belonging to the group. The latter creates a ‘Wir-Gefühl’ – a term that was perhaps coined by Felix Krueger in the 1920s and was later translated into English as ‘we-ness’. The members strong feeling of ‘we-ness’ is a guarantee for a high level of cohesion within the group. In conclusion, it can be said that the auto-stereotype is divided into several dimensions.

The hetero-stereotype assumes the beliefs of others and social relations are implied. Cultural identity and self thus merge indistinguishably. These stereotypes about ‘me’ and ‘the others’ are images in one’s head which operate more or less strongly as easily available prejudices. The formation of schemata is an inherent mechanism of the economic workings of the cognitive system. Schemata cannot be completely eliminated, but it can be changed. An example of this is the feeling of contrast to others, which plays a role for the self, being directly proportional to an increase in distance. It can lead to an aggressive attitude and a rejection of the others in the group. This is also valid within music, an example of which is ‘Gangsta Rap’. This process can, however, be counterbalanced by conscious reflection: knowledge of or contact with such contrasting elements. After the Second World War, the Americans used results of social psychological research on this subject to create an amicable atmosphere with the Germans. Humans, as opposed to animals, must not solely rely on simple automatisms of perception.

A short digression into social sciences was necessary as it shows that music is more of an impediment to a common European cultural identity than a support, as preferences for music and musical taste play crucial roles in the construction of self-identity along with collective identity, as confirmed by extensive psychological research. The self-categorisation of young people by musical taste is well known, and it has often been confirmed that such differences between musical preferences can create large distances between groups. Music is also the first choice of adults to express their identity. Last but not least, national identities can be expressed through music, as can be experienced during an international football match. Another recently published example of this showed that a fictional national identity can be constructed by music. Germans of Turkish origin confirm their sense of belonging to a perceived homeland through Turkish songs, despite having no desire to move to Turkey. I assume that such fictions expressed and enhanced by music are found more often in Europe than in other multicultural societies. It is utopian to hope that music contributes to a common European identity.

Europeans have created a passport-free zone, as well as a common market and currency. Beyond such an economic community, only a small section of shared cultural values exist. The idea of democracy and freedom are accepted by most Europeans, as well as human rights and equality. Human rights constitute an essential fundamental condition of European society. Are these ideas too weak to counterbalance the present nationalistic trend of separation? We are living in a time of large mass migration which is felt as a threat by native people in each case. Their auto-stereotypes work as strong prejudices against immigrants. Some politicians promote these prejudices to heighten their own power. Others have no strategies to change these prejudices. Also there exist only weak strategies to teach immigrants about European values. Human rights are a result of secularisation in Europe. Immigrants do not take them for granted, and some religious groups reject the idea of equal rights altogether, especially those between men and women. Human rights are a requirement that cannot be abandoned. Is it possible to improve the appeal of belonging to a group in order to enhance the idea of human rights for immigrants? Is it possible to invent better strategies to enhance this wish, even though it may change self-construction?

Beyond a small but essential area of shared values, European cultural identity can only be conceived as a multicultural one. One consequence of the idea of freedom is the creation of a huge frame for the development of individualities. However, human rights allow the construction of an overarching regulatory framework which can include many different aspects. For example, the concepts of being a European and simultaneously a member of a specific nation do not have to be mutually exclusive. People are also free to choose their favoured music. Such an overarching regulatory framework minimises distances between groups with different preferences. However, up to now, Europeans have not very successfully endeavoured to realise this on the basis of human rights. Neither the politicians nor the inhabitants of Europe enforce the idea of their common values. They are merely surprised, astonished or afraid that Europe is challenged by immigrants who are more certain of other values. It seems that Europeans’ acceptance and assertion of their common cultural identity still has a long way to go.

Albrecht Riethmüller: We will keep in mind that multiculturalism is a prerequisite of all things we could discuss regarding Europe.

Helga de la Motte-Haber: I would like to add another question. I believe that we have to discuss ‘what is culture’? Fifteen years ago culture was a well-defined term, but today we take it to mean our entire civilization.

Albrecht Riethmüller: Are we sure that culture was so clearly defined earlier? We might think of Budapest or any other city where there is both an art museum and a museum of arts and crafts. Although one often gets the impression that the same objects could be exhibited in either museum, a hierarchy is nonetheless made between them. And I sense decisive differences between various levels of art and music. Popular art is often neglected by the followers of elitist art and vice versa. And this disconnect seems to be related to an intrinsic understanding of culture. Béla Bartók recorded and transcribed rural songs and then exterpolated materials from them into his most creative art works: Is there no difference in the perception of these cultural elements? Are folk songs and symphonies, operas and football, boxing and carols on an equal footing in a well-defined concept of culture?

Mário Vieira de Carvalho: This also brings us to the problem of culture versus civilisation, approached by Norbert Elias in his theory of civilising processes, which Terry Eagleton has recently reformulated to describe the use of culture not as an instrument of understanding and dialogue between peoples and communities but as an instrument of confrontation. He refers notably to the strength of racist, repressive and imperialist movements that are hostile to the exercise of reason, human rights, freedom of expression, artistic creation and scientific research: Movements that are ‘ready to kill to impose their cultural values’. In this sense, the Allied victory over the Third Reich was a victory of civilization over culture, while the neo-conservatism of the Bush Administration and Islamic fundamentalism, by moving both from the political to the cultural confrontation, would be the mirror of one another. Instead of the clash of civilisations we should speak, therefore, of the clash of cultures that we have to overcome by enhancing the processes of civilisation. A more civilised world is a world in which cultures have learned to have better dialogues with one another. European Union and European integration are in their original intention an achievement of civilisation in that they are based on the respect for cultural identities and their diversity and aim to deepen the intercultural dialogue. But we face the challenge of doing more, including in our field, the field of music culture or cultures. For example, there is a tension between centre and periphery regarding what could be called the canon of European music. When we read any current history of music there are no names about Portuguese musicians. Not one. This is just one example, certainly valid for other peripheral countries. So, we should think about a reconstruction of the canon and its submission to criticism, about bringing to a deeper level the intercultural dialogue, in order to open new – decentered – perspectives on European music. What is common and what is diverse in European musical traditions are to be brought to the fore and equally prized. I don’t know whether this in line with your provocative intervention.

Julia H. Schröder: I would like to add two points to the issues of canon and identity. Thinking about this workshop, I remembered what a colleague of ours, Peter Moormann, said about the public music education program El Sistema in South America. If I understood him correctly, there is a canon being taught that consists of only ten or maybe fifteen classical music works we could call European in origin and a couple of American composers’ orchestral works. That means that a Bernstein orchestral work and at least two Beethoven symphonies are being played in approximately 400 music schools across the country, and not only the 700,000 music students but also their families are learning this repertoire. This music is rehearsed and performed over and over again. In this way, a new kind of cultural canon is being formed, which consists of a very limited number of works. My second thought goes back to the time of the Cold War when the areas of peaceful competition were sports and culture, in this instance mainly music. In a competition such as the Tchaikovsky Competition, everyone – the candidates from the UdSSR, China, western European countries and the USA – played the same repertoire: the musical fights were fought with the same repertoire. What makes this music European? The music could also be regarded as belonging to the people who perform it and who listen to it; one could employ the term musicking, to make music. The important part seems to be the fact of having musical traditions, and these traditions can bloom in different parts of the world anew. Of course, there is the European symphony orchestra with its instruments that, so to speak, have been exported, and this can be seen as cultural or musical imperialism. But we can also stress that music making is living culture and an act of taking something from other cultures and making something else with it. Something of their own, quasi acquiring the ‘right’ to play Beethoven’s music for example. Then Beethoven’s music is not European anymore.

Albrecht Riethmüller: Only a brief comment: In Furtwängler’s interviews and other statements in the 30s and 40s, whether oral, written or printed, he consistently tried to make people believe that Beethoven’s music, and his Ninth Symphony above all, was the truest and purest expression of the German mind, of German feeling, German habit, German suffering, German whatever: in sum, of Germannes as the highest value in the world. In 1945 and thereafter, when for a short period of time he was forced to abandon conducting, he developed a new strategy. Now his comments to audiences and journalists on the Ninth Symphony emphasised that it was the purest and truest expression of European feelings, European virtues, European music, European humanity, European whatever. The versatility of the conductor’s beliefs – and his propagandistic language – nurtures a certain skepticism with regard to the exhibition of cultural values and identities.

With such an exercise in relabeling, one does nothing to enhance enthusiasm for Europe nor does one delve deeper into the motto ‘united in diversity’.


The Construction of a European Tradition in Music

Frank Hentschel: When I saw the flyer of the workshop I was not really delighted that I was the first to moderate. But, of course, this has advantages and disadvantages. The advantage is that I have all the freedom to decide about how to do it. The disadvantage is that I don’t have a model and I’ll just improvise in a way. The topic of the first section is ‘The Construction of a European Tradition in Music’. I’d like to emphasize the term ‘construction’. We have to be aware that we are always developing hypotheses about the reality of the past and that we use our selective perspectives to tell stories of the past. In that sense, history is always a construction. In our case, what is being constructed is more generally Europe and more specifically the connection between music history and Europe. This is a very complicated matter, I think, especially since we have to ask the question when Europe started to exist, a musical Europe – if it existed at all. Obviously, the fact that historiography always constructs stories doesn’t mean that every story has the same plausibility. It was only in the twentieth century that a clear geographical idea of Europe was established. Millions of years ago there was Pangea, a single continent, which broke up and shifted. This process created Europe geologically. The idea of Europe we need to deal with is a concept that belongs to the history of ideas. Terms that are somehow akin are the ‘West’ or ‘Western culture’, the ‘Occident’, ‘Christian culture’ or Abendland – all highly problematic ideas that I’m only mentioning here because I think we cannot talk about any of these terms separately. I hope these terms get the discussion started. It is interesting to look into antiquity in order to get a feeling for some of the difficulties that are related to Europe as a historiographical concept. This is because in the reception of whatever the idea of Europe might mean, antiquity is very often seen as a point of departure. I looked up several books that were called European History of Music or European Composition History, and they started in antiquity. But, of course, antiquity was geographically a totally different entity. So maybe it is simply mentioned because sources of antiquity were important for the European history of ideas. But the process was very complex, since many of the antique texts first went through an Arabic translation, through Islamic cultures, and some of them have been re-translated from the Arabic into Latin rather than from the Greek original. So the question is: when do we have a set of sources, concepts, or ideas that constitute Europe, and how can they constitute Europe if they were received from Arabic cultures where they were just as important. Another observation I made since I have been dealing with concepts like ‘natio’ and ‘gens’ in Medieval music writings, is that Europe is almost never mentioned in those texts. They didn’t consider Europe. They mentioned many ‘nationes’ but not Europe. Also, I think depending on what an historian is focusing on, he or she may find very different geographical and cultural spaces that built some kind of unity. For example, you can highlight the cultural space in which Christian liturgical plainsong was distributed and you have to discuss whether you consider the liturgy of east and west – the east and west churches – as one Christian liturgy or as two different musical cultures (the Latin West and Byzantium). If, however, you single out the polyphony of the thirteenth and fourteenth centuries, you get a totally different (much smaller) cultural matrix coexisting with the plainsong matrix. Those kinds of music were not being practiced in the same cultural or geographical spheres. And again, if you look where to find music-theoretical treatises, you get a third matrix, which again doesn’t match the other matrices, neither the plainsong matrix nor the polyphonic music matrix. So we have a question of the criteria: the criteria we choose to define where the borders of a culture are to be found. What criteria, then, do we use to define something like a musical Europe? What is also easily forgotten is the sociological dimension, because for some strange reason historical musicologists tend to focus on what is called ‘art music’. If we look at the nineteenth century for example, we have all kinds of popular music, folk music or peasant music as Bartók would call it, which is very widespread in some countries. Certainly, the spaces where art music spread and where certain kinds of other musics spread were not identical. But can we use only some kind of upper-class music to define a cultural space? It’s a bit like using a zoom on a camera. If you focus on a country you can see certain social differences as well as differences between northern and eastern and southern parts of the country and so on. If, however, you use the wide-angle lens and consider, say, four, five or more countries, differences disappear since they are too small to be seen. In return, similar aspects between these countries can be recognised. It’s all about what you want to see and where you want to make a cut. So if we use a term like Europe, we choose a definite point of view (forgetting that we might easily zoom and then see many different cultural spaces and identities). My point is that in any historical context where ‘Europe’ was not a clear-cut political or cultural idea, we run the risk of letting the zoom click into place just because our modern political ideology wants us to believe that that perspective is especially important, or even that there was something like a European essence in the Middle Ages, even though they didn’t realise it. Maybe a last point related to the aspect of folk music is pop music with its Afro-American origins, which makes up perhaps the largest element of musical culture in Europe, even in the entire world. It would be difficult to include pop music in a definition of European music, although, of course, for the identity of many people in Europe, pop music is a central element. These are just some ideas or questions. Who would like to begin the discussion?

Julia H. Schröder: I fully agree with your idea that one would have to look at many, many case studies. Nonetheless, I would like to mention some arguments for a European view of music histories, whatever that ‘Europe’ would include. Historically there were marriage politics of the nobility, of the ruling houses in Europe, which provided networks of cultural and musical exchange. Similarly, networks were formed by education: composers traveled far to get their education, instrumentalists traveled to various centres of music. Since Europe is not huge geographically, depending on how we conceive its boundaries, it is obvious that there are many connections and interconnections in this field. Maybe it is equally constructed to say let’s only look at certain nations. Or maybe there is some kind of European identity as well, which is not more constructed than national identities. I’m not talking about regional or local identities, which is something different, but let’s say national identity, which is clearly a construct.

Federico Celestini: I think it is impossible to define cultural identities, because cultures are not closed entities, or things that can be described objectively. If we think of culture as something that cannot be described objectively, then it’s clear that we can’t say how large Europe was in the Middle Ages. We can think of culture as a concentration of meaning, production, communication and interrelated practices. Consequently, any definition of Europe or of its borders is part of the system we would like to define. According to current cultural theory, the definition of a culture is the result of the reciprocal determination of self and otherness. For this reason, it is impossible to say what Europe is without considering an opposing perspective or one in relation to that which is not thought to be Europe. Anyone who tries to define Europe takes, consciously or unconsciously, a contra-position to an imaginary otherness, which is usually the product of a political discourse. In the traditional study of medieval music in Europe, we usually consider only the history of Christian music. I often think how interesting it would be for us and our students to include Jewish and Arabic music traditions in such studies, focussing on contact zones and transfer processes. I would refute the idea that we have to define European medieval music as Christian music as opposed to Jewish and/or Arabic music. The definition of a culture is a political act, and the task of a musicologist is not to participate in this act, but to observe how people define cultures and how they develop a political discourse which leads to that definition. Traditional attempts to define, for example, British or German culture are not structurally different from the attempts to define European culture. The famous example of the numerous appropriations of Beethoven’s Ninth Symphony is useful here: is Beethoven German, European or universal? None of these answers are right or wrong, but rather depend on the perspectives of the political positions within a particular discourse. So again, my suggestion is that we should not try to play this game, but observe the game and describe its rules.

Mário Vieira de Carvalho: Even in small countries like Portugal, there are very different musical expressions, clearly rooted in geographical and local social contexts. It’s amazing to see how differenciated musical practices and their symbolic roles are locally. Nevertheless, there is the tendency to forget this diversity and, for instance, to reduce Portuguese popular music to Fado as a kind of cultural expression that represents the country, not only from the outside, but also internally as a matter of cultural policy or, rather, promotion of tourism.

Helga de la Motte-Haber: You are right. The basis of cultural identity are symbols. Music, tales and monuments, and also language – they all play a very important role. But as you have said, there is a lot of differentiation. Folkmusic is also integrated in so-called serious music. I’m not sure if it’s productive to think about the style of symbols, but rather to reflect on whether Europeans have some fundamental aesthetic ideas in common which inherently has a differentiation to other cultures, particularly in relation to the United States. My impression is that today we are gradually losing a fundamental understanding of a particular idea of our culture, that being that art should be autonomous and not a means to a commercial end. That’s quite different from the United States. More and more, the principles of commercial pop music are transferred to other genres of music, even though I think commercial music can be more easily integrated into the idea of autonomy than so-called serious music can be transformed into a commercial object.

Mário Vieira de Carvalho: In fact, often what is seen as national culture is mass culture: those cultural manifestations that are massively commercialised. The so-called creative industries give rise to a mass culture that is assumed to be national culture. Already at the beginning of the twentieth century, composers like Bartók took position against such a hegemonic national identity and were searching for an alternative, based on what they believed to be authentic folk music. This is also the case with Lopes-Graça in Portugal. Actually, their search for a national identity was a search for otherness. In the mid-twentieth century, for instance in Portugal, some music expressions, still alive and profoundly rooted in certain rural communities, were so radically different or singular that they had nothing to do with the modern notion of ‘national’ or ‘popular’. They were truly popular in the sense of being inseparable from the daily life of a community, but because of such authenticity, they had paradoxically no chance of being acknowledged as popular or national according to the hegemonic patterns of mass culture. Conversely, both mentioned composers, by breaking with the national clichés of mass culture, had a chance of finding their own individuality or individual style. This does not mean, naturally, that composers of classical music don’t inscribe themselves into mass culture or don’t become part of mass culture.

Lawrence Kramer: Of course mass culture includes classical music. You see this in advertising all the time, very effectively. And I think that it might be helpful to us to do a couple of things. First, stop worrying about the divide between classical music and other kinds and just think about musics, plural, because there is no such thing as ‘music’. There is just a wide variety of phenomena of organised sound that are grouped under that rubric. I think that we live in a changed condition right now – no one has mentioned youtube yet, no one has mentioned iTunes. What you do nowadays is compose your own musical universe for yourself. You download this, you download that, you make a playlist, and you mash up the Beatles and Beethoven in a fraction of a second. So there is a new cultural chronicle of music which is evolving more rapidly than I can speak. Another possibly helpful thing would be to question, since you invited us to question, the notion that culture depends in any fundamental sense on communality. It may well be that cultures become relatively stable in relatively delimited locations, for certain periods of time, on the basis of other forces than communality. And, of course, cultures are constantly changing and evolving. So it might be helpful to make a distinction between European ‘culture’ – always in quotation marks, since there may be no such thing – and the idea of Europe. Instead of trying to describe a common general culture, which may be impossible, it might be better to talk about specific European cultures. And the way one does that, I think, is to create a discourse that de-naturalizes. It is when you look at practices, customs, rituals, values and symbols, and understand them as systemic rather than as somehow growing up from the nature of things, that cultural understanding becomes possible. And as a part of that process of understanding, it may be the case that people deploy certain synthesising ideas. In fact, of course, they do. Things become symbols, they are appointed to be symbols, so one question that might be worth asking is: when? by whom? under what circumstances, does this notion Europe, the idea of Europe, become a cultural operator? To what ends? For what purposes? And by what music, because I think we can look at the various musics at our disposal and in some of them hear such a deployment of an idea or a metaphor or trope of Europe, and know why. And that possibility is itself interesting and raises further questions. What music? Why? When? Why not? So those are some reflections, which are fundamentally methodological, because I think everybody perhaps has noticed that the term culture has been slipping and sliding around the room like a wet ball of soap. And this is to be expected. It is a tremendously ambiguous term. And I am not suggesting that we try to dry it out, to make it firm. Let it slip, let it slide, but let us identify what use of it we are employing at the moment.

John Deathridge: There is also the problem of Kultur and culture. So the culture – it depends on which language you use. The word can sound the same in German, but I think Kultur is not the same thing as what we understand by ‘culture’ in English. If you read T.S. Elliot’s essay on culture, he defines it in an extremely broad way; even the way you feed your pigs in the countryside can count as culture alongside an audience listening to a Mozart opera at an elite opera house in London. The two are relative to be sure; but in Elliot’s view they don’t necessarily count as opposites. The nature of the discourse in the English-speaking world is simply different. Kultur in the German intellectual cosmos, on the other hand, can mean art, music, and even some of the so-called lower forms of cultural activity practised in unalienated circumstances, as opposed to Zivilisation, which in the nineteenth century and well into the twentieth meant cultural activity supposedly poisoned by capitalism, fashion and routine. Using ‘culture’ in English in this kind of binary opposite is rare, or at least it has been in the past. I want to say, though, that in terms of this latter construction, we now have a party in England called UKIP (United Kingdom Independence Party) which definitely wants out of Europe. I mean, it is their main platform, and a lot of people are going to vote for it. What is interesting hearing these people who want a pure idea of the UK is that they have a much more defined idea of Europe than those who might vote yes to Europe, because they are defining it in negative terms. In other words, the binary works in much the same way as it did in nineteenth-century Germany, when many thought that their country was in danger of further corruption by outside forces that were culturally dissolute, fragmented and without a sense of true community. I just want to raise an issue about defining the word Europe in positive or negative terms. Helga de la Motte-Haber has already raised that sort of big negative of cultural non-identity between countries. Well, that is feasible and also the issue that Larry is raising about Europe, a word that has been slipping around the table a bit, even though it is truly slippery when one tries to define it historically. For example, A. B. Marx’s very early review from the 1820s of Beethoven’s Op. 111 talks about ‘we Europeans’, not ‘we Germans’. He does not mean by Europe the same thing that we mean now of course. What he means is Europe as opposed to the rest of the world that is precisely not culture, or in other words a supposedly universal concept of music exclusive to what we would now call Western civilisation. So it is I think quite important to position where in history we are talking about culture and Europe. And whether we are talking about them positively or negatively, in terms of identity, non-identity or to use an essentially Marxist word: alienation.

Frank Hentschel: And I think it is even more complicated, because I feel that even when people do not talk about Europe, they might have some implicit idea of Europe, or however you want to put it. But as far as I know, when in music historiography it becomes explicit, it is around the time of Marx at the beginning of the nineteenth century, already with Kiesewetter, who says, his music history is the history of ‘our’ europäisch-abendländische music.

John Deathridge: He talks about our culture.

Frank Hentschel: … our europäisch-abendländische culture or music, and he is discussing antiquity and is getting, or trying to get rid of it because he felt that there is a problem, and then his major definition...

John Deathridge: Yes, but that is a very humanistic idea. I mean, I think we also have to ask ourselves where we are going to talk about European or humanistic tradition, which we all love doing. But if we talk about culture as not being an object, then I would disagree. I think actually culture has become an object if you look at it from a post-humanist point of view. The culture has become commodified now to a disconcerting extent, and I realise I’m beginning to talk like an nineteenth-century zealot against civilisation (like Schumann and Wagner) and all the perils of industrialised culture. In England we have famous German orchestras coming to visit, playing with their famous German sound and bringing their supposedly German tradition with them, even though those orchestras may consist of English people and other nationalities. So the whole world of commodification and the role that plays in our perception of what culture means is, I think, quite important. I like to talk about so-called higher culture as a kind of higher tourism. I have been to Salzburg or I have been to Bayreuth or something like that: ‘I have seen 76 productions of the Ring’ – I really met someone in their 40s who told me that without being able to say anything about any of those productions. High culture as a collector’s pursuit. And it happens with so-called low culture as well.

Frank Hentschel: Yes, I think in the German language this also happened. You emphasised the difference between culture and Kultur and I think there are several changes going on; we also very often now talk about Hochkultur in quotation marks, emphasising the difference between higher and lower music. I understood Federico a little bit differently, maybe because I do not see the difference between both of you. I think – but you have to correct me, Federico – when he said that culture is not an object, I understood that it was referring to the fact that culture consists of habits, of practices and so on.

John Deathridge: Well I agree with that.

Federico Celestini: I think it is very interesting to analyse how culture is handled as an object. But I do not think that we have to produce an object, that is, European culture, to sell on the market of identities.

John Deathridge: Well I think one of the issues is whether we are being asked to create an object.

Lawrence Kramer: That is the problem. Culture may not be an object, but it is constantly being objectified. And a typical form of objectification is commodification. A more frequently used term, symbolic capital is, I think, quite useful here as regards what John was describing: Buy one; we got that; OK, what next? And you do the grand tour. A nice eighteenth-century tradition in which you accumulate cultural capital. And there is a kind of constant dynamic among the alternatives. There is an idealistic idea of culture, there is an identitarian idea of culture, there is this touristic idea of culture, and I guess one of the things we are tasked with is to figure out the relations among them.

Frank Hentschel: Yes, and also there is the dimension of culture being almost synonymous with what has been called in Germany – I do not know how to translate it – an Ethnie as a basic term of ethnography. And I think the border between those terms of culture is not clear any more, which I think is a good thing although it might produce problems, but it basically makes sense. As you also said, I do not think we get very far if we always make the divide between high culture and low culture. These are just two terms but...

John Deathridge: These binary opposites I think are very dangerous actually, yes, I agree. But this is again in the humanistic tradition isn’t it? You create a binary opposite and you go from there. But the question is whether that is even feasible in a discussion like this?

Frank Hentschel: To do it?

John Deathridge: To do it, yes. It is slippery. Or even to talk about identity or non-identity in a good old Adornian way. That is when that belonged to a time when we imagined that things were clearer; it seems to me now that we are in a far more slippery situation.

Frank Hentschel: I think there is no differentiation anymore, so – it is just not feasible, I think it doesn’t make sense.

Albrecht Riethmüller: Something crossed my mind, when John Deathridge made his statement on otherness and suggested that the Brexit followers show a much clearer understanding of what Europe is than those in favour of Europe; we may turn this argument to yet another point: It is easily possible that people who observe from the outside have less problems in identifying something as being European or at least being of European origin, be it opera houses or symphony orchestras, organ or piano music, string quartets or sonata forms. The same holds true when someone, let’s say, from East Asia identifies and/or defines what Italian, what French and what German music, what European music or European culture is. A European musician feeling some respect for the multitude and diversity of European cultural traditions might be much less able to identify European unity. To some extent, the matter resembles the traditional hermeneutical principle that an interpreter understands the work of an author better than the author himself. And sometimes it might be more adequate to be satisfied with an outsider’s view rather than that from an insider. This time and again leads to terminological issues, well exemplified in the following case: The grand old representative of American musicology, Hungarian born emigré Paul Henry Lang (1901–1991) saw his 1943 two-volume book Music in Western Civilization translated into German; in 1947, two years after the Nazi years and the Holocaust, Soviet Russia as well as the United States had a certain interest in having books published for the re-education of German citizens. The title of the two-volume set in the 1947 translation is Musik im Abendland.
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