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SUMMARY
Using ethnographicresearch-and attendantmethodsof participant-observationand
informal interviewing-at twelve universitiesin the UK and Germany,Experiencing
Ethnomusicologystudies the transmissionof ethnomusicology,while exploring the
ways in which students experience and make sense of their (world) musical
encounters.Discussionsbegin with the contextsand broaderorganisationalstructure
of higher educationin which ethnomusicologyis transmitted.Drawing on the voices
of ethnomusicologists,the first chapterillustrates the ideological and social practices
that inform the disciplining of ethnomusicologyand its transmissionto studentsat
universities. Subsequentchaptersfocus on studentexperiencesof the transmissionof
ethnomusicologyand world musics. Specific emphasisis placed on how students
make music meaningful and useful in their academicand personallives, and what and
how they learn when ethnomusicologyis transmitted in the university classroom.
This starts with discussions about students' listening to world musics and
ethnomusicologistsin order to shed light into their constructing and articulating of
socioculturalidentity, ideasof authenticity and a heightenedsenseof democracy.Ile
following part explains student experiencesof performing ethnomusicology, and
assessesstudents' changeof attitude and perspective,while drawing conclusionson
the politics of representationand appropriationof world musics in the performing of
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APPROACHING ETHNOMUSICOLOGY
Ethnomusicologists often suggest that musical transmission is a reflector
and
generatorof social and cultural meaning.A musical tradition is its transmissionby
which people actively constructand maintain cultural norms and practices.Studying
musical transmissioncan generatean understandingof the ways in which people
make music useful and meaningfulin their lives. Ethnomusicologiststhus often study
the transmissionprocessesof particular musical traditions,while drawing conclusions
that link aspectsof the means and dynamics of musical transmissionto people's
sharedpatternsof musical concepts,beliefs, behaviours,institutions and technologies.
Themes in ethnomusicological literature often involve the processes of
interpersonalmusical transmissionthrough which musical competenceand ability is
acquired. For example, John Blacking (1973) provides an account of musical
transmission in the context of developing shared musical competencein African
society. Others focus on achieving more specialisedmusical competence,notably
Paul Berliner (1978) who provides a detailed description of mastering the mbira
among the Shonain Zimbabwe. Timothy Rice's (1994) ethnographicdescription of
learning the Bulgarian bagpipes,or John Chernoff's (1979) accountof learning West
African drumming similarly concentrateon the acquisition of practical musicianship,
whilst drawing cross-cultural comparisons.Other examples in ethnomusicological
literature include Daniel Neuman's (1980) researchconductedinto student-teacher
relationshipsin India (Neuman 1980), and JonathanStock's (2002a) descriptionsof
lifelong, pupil-directed learningin Shanghaiopera.
Ethnomusicologicalresearchinto musical transmissionseemsto be numerous
and varied. Yet in all these writings, ethnomusicologistsshare a common concern
with understanding musical transmission within its sociocultural context, and
discarding the idea that a musical tradition is transmitted intact and static from one
generationto another.Studying musical transmissionthus often involves considering
other kinds of processes that impact on and shape people's experiences and
perceptions.
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The scope of my research

My researchsharesthis sameconcernof studying musical transmissionin the
context of human life. In approachingthe transmissionof ethnomusicologyas the
focus of research,the context is marked by the musical culture of ethnomusicology
academia,particularly in the UK and Germany.Yet ethnomusicologicalresearchinto
institutionalised musical transmission 'at home' is rare. One of the first
ethnomusicologiststo study a Western institution was Henry Kingsbury (1988) in
Music, Talent, and Perfonnance: A Conservatory Cultural System, an emphasis
followed later by Bruno Nettl (1995) in Heartland Excursions: Ethnomusicological
Reflectionson Schoolsof Music. Yet while Kingsbury focuseson the transmissionof
Western art music in an American conservatory,and Nettl is mostly concernedwith
the representationof Western art music culture in an American school of music,
neither of the two include in their discussionsthe transmissionof ethnomusicology.
My

research, by contrast, is concerned with

the transmission of

ethnomusicologyin the West, seenfrom a perspectiveof cross-institutional(and, to
some extent, cross-cultural) comparison. This research will thereby complement
existing reflexive studies by focusing on the discipline's role in Western higher
education,a setting that is increasinglyimportant but far less richly researchedthan
primary, or secondary or pre-school education. Aiming at description and
understanding,rather than the rethinking of current educationalpractice, I will place
specific emphasis on how students make music meaningful and useful in their
academic and personal lives, and what they learn when ethnomusicology is
transmittedin the university classroom.
The thesis title, 'Experiencing Ethnomusicology', is a particularly pertinent
topic for research in the light of postmodem society. It attempts to assess
ethnomusicology'sand ethnomusicologists'impact on students'transformations,and
thus these students' changesin attitude and perspectivetowards self and others. It
will seek answersto questionspivotal in a 21" century musical education(for more
general discussionson current educationalthinking, see Claxton 2004; Beere et aL
2005; McGettrick 2005), such as: How does the transmissionof ethnomusicologyat
universities impact on the way that a local and global senseof music is experienced
and imagined by students?How does ethnomusicologicaltransmission impact on
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student experiencesof self and other? How do ethnomusicologistsshapestudents'
cultural andmusicalexperiences?
This researchalso addressescurrent concernsof UK governmentbodies in
providing the best possiblelearning experiencefor studentsin higher education(see,
for example,Wagner and Ramsden2005; DfES 2003). It also addressesmore recent
calls for researchthat focusesmore on disciplines themselvesand is conductedby
researcherswithin thesedisciplines,while situating students'learning experiencesin
the broadercontextof their overall life experiences(Prosser2006).
A briefpersonal background
The idea for this researchemergedduring my final year as an undergraduate
studentin music whilst noticing a growing presenceof ethnomusicologyprogrammes
at universitiesin the UK. At that time, I specialisedin ethnomusicology,completinga
longitudinal ethnographic study of world musics in Liverpool for my final year
dissertation(which also won a university prize). This experience,combined with an
earlier training in the practice and theory of education, infused me with a strong
interest in further researchthat combined these two subjects, and specifically to
conduct researchinto the transmissionof ethnomusicologyat universities. I deemed
this focus well-suited for a potential career in higher education, music education
being an areawell-establishedand -respectedin Germanacademia(Musikpddagogik),
which is whereI beganmy academictraining.
Initially aiming to focus on the ways in which ethnomusicologiststransmitted
various subject-related matters (reflecting my established educational concerns),
postgraduatestudiesin ethnomusicologyled me towards thinking about the ways in
which university studentsexperiencetheir ethnomusicologicalencounters,and what
these experiencesmean to them both musically and personally. This shifting focus
resonated well with my own changing experiences as an ethnomusicology
postgraduate.It also enabledme later to compareand contrastnewly gained insights
with my experiencesas a lecturer in ethnomusicology.This focus also resembled
more closely an ethnomusicological concern, namely the wish to form an
understanding of the perspectives and experiences of the people whom I was
interacting with and studying.
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77zeresearchprocedure
Most ethnomusicologistsdraw on an anthropologicalmodel of ethnography.
This is both a researchmethodfor collecting dataon cultural practiceand experience,
and a way of writing that representspeople's subjectiveexperienceand behaviour.In
my research, I have adopted this same methodology in order to approach
ethnomusicology,and apprehendthe ways that selectedparticipants in the higher
education environment construct, operate in, experience and make sense of the
transmissionof ethnomusicology.Ethnography-with its attendantmethodologyof
participant-observationand informal interviewing-is deemedparticularly suitable
for gaining afiull understandingof the more complex interactionsthat occur during
musical transmission.
The researchfield
While ethnographyabout musical transmissionis often locally or culturally
specific (Stock 2003c:139), the inclusion of various universities acrossthe UK has
been deliberateso as to ensurebreadthand contrastingsituationsfor analysis.At the
same time, I wished to draw some cross-institutionalcomparisonsto two German
universities in order to gain anotherlevel of understanding(see Figures N-1 and N2).' Including the German perspective,albeit to a restricted degree, proved to be
particularly useful in discussions on the differing historical and conceptual
perspectives,and helped to contextualise the insights gained during research at
universitiesin the UK. Drawing comparisonsbetweenboth systemshelpedalso to see
and understand (what have become) my own ethnomusicological.values and
practices.A researchvisit at the University of Chicago, followed by interviews with
numerous American ethnomusicologistsduring the 501hAnnual Conferenceof the
Society for Ethnomusicologyenabledme also to contextualisemy researchresults in
relation to American ethnomusicology.
The choice of universities included in my researchwas strongly determined
by logistical considerationsand the institutionalised nature of this music culture,
which resultedin somewhatformal ways of gaining entry. I assessedopportunitiesfor
The letter N in Figures N-I and N-2 is an abbreviation of nullae, which is often used to represent
zero' in Roman numerals,here denoting the prologue prior to Chapter1.
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research visits via email sent to most ethnomusicologists in the UK and three musicethnologists in Germany, asking for their willingness to inform and support my
research. While some ethnomusicologists did not reply, many did. My research thus
depended heavily on receiving invitations by ethnomusicologists. Further factors
included, for instance, overlapping semester timetables, distance and accessibility,
and financial constraints.
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Figure N-1: Map of' the United Kingdom, indicating the ten universities included in
my research; Source: littp: //www.,., itesitia,.,. coin/; accessed 5 July 2006.

My research was also determined by the urban environment (see also Reyes
Schramm 1979:308), resulting in more formal and frequent, rather than IbIl-time and
longitudinal research I was concerned with the risk of' g.aining only a superficial
insight into students' experiences and perceptions, and with being unable to create a
basis of common experience and mutual trust. As a result, I tried, whenever possible,
2 Jonathan Stock, during his
study on Haju Traditional Opera in Mo(leni Shanghai, found it equally
impossible to conduct full-time research. The urban space inevitably determined the arranging of'
meeting times for observations of performances and rehearsals, and the conducting of' more formal
interviews. Similarly, making use of performance as a too] for research was not practicable in Stock's
research into Chinese opera (Stock 2003b: 205-227).
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to socialise with students outside the formal university environment, and paid
heightened attention to every detail and person I encountered.

Figure N-2: Map of Germany, indicating the two universities included in
accessed 5 July 2006.
my research; Source:

Research methods
During my research visits, I was the primary tool for collecting data, as
interaction
from
hurnan,
is
direct
thus
and
cultural
and
social
ethnography
a
result
(see also LeCompte and Schensul 1999a). I conducted-through
involvement in the transinission of ethnornusicology-a

exposure to and

programme of' participant-

lectures,
included
that
serninars, tutorials, world music
of
classes
observations
workshops, and performance practice (Appendix 11provides a summary of observed
sessions). I observed in detail the settings and events, people and materials, and wrote
in
I
Instances,
during
fieldnotes
which
actively participated,
class.
observed
each
up
Here,
I
immediately
the
paid
after
event.
such as performance classes, were written up
increasing attention to student discourse in order to understand the nature and depth
of their subjective musical experiences, and the meanings attached to them.
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Additionally, I often videoed classes,workshops and performancepractice,
collected photographs and images of musical instruments and ensembles,and
assembleda stack of coursedescriptions,module booklets, websites,and other print
materials that revealedinsights into the ethnomusicologycurriculum at universities.
This proved particularly useful at a later stage for recalling particular situations or
abstracting photographs from digital video recordings. Reflections on my own
teachingpracticeas a part-time lecturerin ethnomusicologyat Liverpool, Manchester
and Bangor provided further data and a level of personal experienceas a primary
transmitterof ethnomusicologicalperspectivesand material.
I also participated in the ethnomusicologicalculture in a broader senseby
attending national and international conferences of the British Forum for
Ethnomusicology and the Society for Ethnomusicology. Here, I encounteredan
interesting range of reactions: some ethnomusicologistsdismissed my researchas
unnecessaryor tangential;someconveyeda senseof uneaseand concern,and noted
that they were usually the ones who observedothers; and some ethnomusicologists
admittedto being fascinatedby the topic and its potential results.I also participatedin
and observed(albeit only as a 'lurker') SEM members' online discussions,whereby
somecontributionshave found their way into my writings.
Data collection was also complemented by formal interviews with
ethnomusicologists,and more conversationaldiscussionswith students(Appendix 1).
The latter typically focused on students' experiencesof (any and all facets of)
activities related to the transmissionof ethnomusicological.knowledge. Interviews
were conductedboth individually and in small groups, and followed up with more
recent telephone and internet interviews. Here, discourse emerged from students'
narrative storiesand responses,which was often rich in detail and allowed studentsto
define the researchagenda.As this was very time-consuming,my subsequentdata
analysis encompassedapproximately sixty hours of audio recorded interviews.
Outside the formal environment, I socialised with some students, yet this was
problematic at times, as somestudentswishedimmediately to disappearafter classes.
During more formal and semi-structuredinterviews with ethnomusicologists,I
found out about scholars' concepts, beliefs and perceptions when transmitting
ethnomusicology to students, and how this related to their own understandingof
ethnomusicology(see Appendix 11for details about interview schedules).(At some
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universities, I also conductedinterviews with other scholars,including a principal, a
headof school and a popular music scholar.) In preparingthe interviews, I developed
a broad conceptual framework, which included questions, such as: What are the
distinct characteristicsand subject matters of ethnomusicology?How do you instil
this into your students?How doesyour own researchimpact on what you transmit to
students, and why? What is the general aim of music education?The interview
questions were also adjusted according to unforeseen,interesting responsesby
ethnomusicologists.
Interviews were often held in the lecturer's office and at times also in the
university's canteenor a local caf6. While the latter locations proved problematic
when listening back to the audio recordings,I neverthelessrecordeda total of thirty
hours of audible interviews. I also found that some ethnomusicologistsresponded
rather formally and raisedparticularly educationalissues,such as lack of educational
resources,the restraintsof the formal educationsystem,issuessurroundingthe formal
assessment
of world music performance,and the like, as they perhapsanticipatedthat
this was what I wantedto hearfrom them.
In the following section, while acknowledging the criticism about 'trailing
laboriously through a descriptionof eachindividual before starting my main project'
(Green 2002:11), 1 will nonethelessbriefly introduce eachparticipant, describetheir
particular circumstances,and provide some insight into my interview scheduleat
eachuniversity.

Introducing my participants

As highlighted earlier, prior to my researchvisits, I approachedindividual
ethnomusicologistsasking for their permission and support to conduct researchinto
the ways in which they transmitted ethnomusicology to their students. Besides
observing and participating in their classesand workshops, I often had informal
conversationswith ethnomusicologists,which I capturedin the form of fieldnotes. In
most instances,I conductedat least one interview for the duration of approximately
one hour, yet this dependedlargely on the length and frequencyof my researchvisits,
and the willingness and availability of ethnomusicologiststo participate in interviews
(Appendix II provides a detailed interview schedule).As a result, I was cautious in
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not letting particular voices dominate in

my writings, particularly by
ethnomusicologists,suchas JonathanStock, Caroline Bithell or Andrew Killick, who
I had interviewedmore frequentlythan others.
In regard to interviews with students,I kept a fairly open mind as to how
many studentsto interview, and how often the interviews would occur and last (see
also Appendix I for a detailed summary of studentsincluded in my research).At
those universities, which I visited for the duration of one week, including SOAS,
Goldsmiths, Belfast, K61n and Rostock, or Durham (the latter I visited just for one
day), I typically interviewed individual studentsjust once, and only for the duration
of approximatelyone hour. As a result, I gained less a senseof the personality and
characteristicsof thesestudents,and often relied on my intuition during participantobservationsof classesand workshopswhilst also drawing cross-comparisonsto my
experiencesat other universities.
SOAS
At SOAS, for example, I attendednumerous lectures during which I met
Emily V, a former Sheffield student, now undertaking Master studies in
ethnomusicology.We becameinstantly friendly with one another,as we sharedvery
positive experienceswhilst studying at Sheffield. Our conversationsrevolved around
our musical taste, and the impact ethnomusicology had on it. Emily frequently
compared her experiences at Sheffield and SOAS, and noted particularly the
anonymous,isolating nature of being a student at the latter. These conversations
allowed me to gain a good insight into her concerns and perceptions of studying
ethnomusicologyat SOAS. Thus besidesarranginga recordedinterview, I was able
to conceptualiseEmily's interview commentary within the context of our more
informal conversations,which were noteddown in the form of fieldnotes.Here, I also
arranged recorded interviews with ethnomusicologistsDavid Hughes and Richard
Widdess,both specialistsin Asian, and more specifically Japaneseand Indian musics.
GoldsmithsCollejeeLondon

I adoptedthe sametechniqueat all other universities,which provedvery
effectivein makingsenseof, thusfindingmeaningin, thedataduringtheforthcoming
writing stages.At GoldsmithsCollegeLondon,for example,I metsomepostgraduate
studentson the MMus in ethnomusicology,
whilst participatingin and observing
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numerous classes and practical workshops. This included two Greek nationals,
Amaryllis and Stella who embarked on ethnomusicological studies upon the
recommendationof their teacherwhen studying for a degreeat a Greekconservatory
(while Amaryllis seemedvery keen to exposeherself to new musical experiencesand
hoped to become a music teacher,Stella seemed,less determinedabout her future
plans and happy simply to 'be there'). Here, I also met an Iranian national Tinoosh
who expresseda very seriousattitude towardsmusical study and accomplishmenton
his main instrument tar (Tinoosh frequently commentedthat he may better have
studied on a degree in musicology as this seemedcloser to what he regarded as
'serious' musical study).
This further included a Basquenational Argibel who, with a backgroundin
anthropology and percussion,felt that through studying ethnomusicologyhe could
usefully combine both experiences,yet often emphasisedhis surpriseand concernas
to the extent of musical performance.I also met a Chinesenational ShengShi who
had previously completed a degree at Royal Holloway where she encountered
ethnomusicology through Henry Stobart. (Deciding to go against her Chinese
family's approval who regardednon-Westemmusics as not being worthy of study,
ShengShi neverthelessdecidedto study ethnomusicologyat postgraduatelevel.) All
students' contributions and discussionsduring classesand workshopsenabledme to
gain some insights into their perceptionsand experiences,which, after capturing my
reflections in the form of fieldnotes, I was able to follow up during informal
conversationsin the local pub and during recorded interviews with each student
individually. The latter occurredat the end of my visit, which allowed sometime to
build a level of trust crucial for gaining deeperinsights into students'experiences.
The researchvisit at Goldsmithsemergedto be significant during the writing
of Chapter III, particularly when discussing notions of 'learning to perform' as a
researchtechnique in ethnomusicology.Here, I found that my data collection was
insufficient for a thorough representationof students' experiences,so that, at a later
stage,I arTangeda further interview with Argibel (who by now had completed his
interviews
being
in
Basque
back
two
the
country),
and
with Jamesand
whilst
studies
Natalie (who were currently studying on the MMus, and who I was put in touch with
by John Baily). Besides gaining further insights into students' perceptions, the
experienceof interviewing two studentswhom I had never met before proved to be
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significant, as this highlighted the difficulty of contextualisingJames' and Natalie's
commentary,whetherin the contextof their personalityand identity, or in the context
of their educationalexperiences.This part of my researchreassuredme that even
short visits at universitieswere significant for gaining a senseof the personalityof
my participants,and the contextsin which their experienceswere embedded.At this
university, I also arrangeda recordedinterview with ethnomusicologistJohn Baily, a
specialist in Afghan music and active performer of Afghan music. During the later
writing stages,I felt it particularly important to arrange a follow-up (telephone)
interview with John Baily so as to ask specific questionsin regardto using learningto
perform as a researchtechniquein students'postgraduatestudies.
The Oueen'sUniversity of Belfast
During my researchvisit at the Queen's University of Belfast (QUB), I met
and became friendly with Terrie, an undergraduateanthropology student from
Northern Ireland who also selectedsomemodulesin ethnomusicology.Terrie had a
serious accident, which hindered her to continue a professional career as a hair
dresser, and thus decided to return as a mature student to higher education, and
particularly to study for a degree in anthropology due to her interests in other
cultures. Another student, whom I also socialised with outside of university, was
Sally, a mature Irish national who completed a so-called 'conversion degree' and
embarkedon postgraduatePhD researchwith strong interestsin music therapy and
community music participation. Sally's contributions were particularly interestingas
she was able to reflect back on her undergraduateexperiences(and provide insights
from a relatively critical perspective)of the transmissionof ethnomusicology,and the
ways in which her studieshelpedher to openup her limited conceptof musical ability
and talent. During postgraduateseminarsin ethnomusicology,I also met Gordon,
be
interesting
during
to
classes
emerged
contributions
anothermature student,whose
included
This
for
of
students'
perspective.
understandings
and significant
my
Gordon's interesting reflections on the ways in which 'learning to perform' helped
him to embark on new life experiencesin searchfor his own Irish roots. Here, I also
in
Hae-kyung
Urn,
interviews
a
specialist
with
ethnomusicologist
conductedrecorded
Korean music, and Kay Milton, the Headof School of Anthropology.
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The Universities of K61n and Rostock

At the University of K61n, I experienced some difficulty in setting up
interviews, as studentsseemedimmediately to disappearafter lecturesand
classes.I
neverthelessmanagedto speakto some studentsmore spontaneously,for example,
just before the start of a lecturewhen I engagedin someexchangeswith studentswho
I sat next to. This also included more informal conversationswith postgraduate
students before and after the Kolloquium, particularly when I joined the group,
including the ethnomusicologistROdigerSchumacher,on an 'excursion' to a local
beer garden. Here, I found it impolite and unsuitable to record the group's
conversation, and instead captured my experiencesin hindsight in the form of
fieldnotes. As a result, my writings do not contain specific quotationsby individual
studentsencounteredat this particular university, which differs to my researchvisit at
the Hochschule fUr Musik und Theater Rostock, where I was able to arrange a
recorded interview with Jana and Constanze. Both students brought a very
Eurocentric perspectiveto their experiencesof world musics, and conveyed some
elitist views about their specialisationin the German art music tradition. This view
seemed to be reconfirmed during my participant-observations of classes in
ethnomusicology,as I found that many students seemedto take a rather lax and
ridiculing attitude towards their new listening encounters.At both universities, I
arrangedformal interviews with ethnomusicologists,including Rfidiger Schumacher
in K61n, a specialist in Balinese music, and Britta Sweers in Rostock, whose
specialismrevolvesaroundthe British folklore movement(amongother areas).At the
latter Hochschuleftir Musik und Theater Rostock, I also conductedinterviews with
the principal Hartmut M61ler,and popular music scholarWolfgang Schmiedt,which
provided interestinginsights into the problemssurroundingthe introduction of newer
music disciplinesinto the Westernart music-dominatedconservatory.
The University of Durham
At this university, I conductedonly one researchvisit due to logistical and
financial restraints, during which I observedand participated in an undergraduate
classon ethnomusicologyand met Emily P and Alex. Whilst my in-classobservations
enabled me to gain a general sense of students' negative attitudes towards the
interview
discussions,
helped
the
theoretical
me to contextualise
ethnomusicologist's
my observationsand to test my intuition. Both studentsmajored in Westernart music
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and conveyedan open mind towards the study of ethnomusicology,yet preferreda
strongerfocus on world musics as subjectmatter and more depth in studying these.
Theseinsights revealedto be significant in informing parts of my discussionson the
subjectmattersfor study in the first chapter.At this university, I also conductedone
interview with ethnomusicologist Andy Nercessian, whose specialism revolves
aroundArmenian music (amongothers).
The University of Bango
At those universities,which I visited repeatedlyand over a longer period of
time, including Bangor,Sheffield (where I conductedlongitudinal researchdue to my
own postgraduatestudies),York, Newcastle,and Liverpool and Manchester(where I
held teaching positions), research interviews were (in many, but not all, cases)
conductedrepeatedly.At the University of Bangor,for example,I conductedrepeated
research visits and participant-observationsof classes, followed by numerous
interviews with Laura and Alison, as well as Carolan, Matt and Barbara.Laura and
Alison, who were recommendedby the ethnomusicologist,were both third year
studentswho had over the yearsselectedall availablemodulesin ethnomusicology.It
is not surprising then that particularly during the earlier interviews, both students
expressedhighly positive experiencestowards their studies, yet interestingly, both
studentsdecidednot to pursuepostgraduatestudiesin ethnomusicology.
Indeed, during our repeatedconversations,I was able to gain some trust and
found out about Alison's expectationof studying more traditional musics and her
strong dislike of the ethnomusicologist'sfrequent inclusion of political issueswhen
introducing, for instance,music in Corsica and South Africa. Alison also frequently
commentedon the information overloadexperiencedin courseson world musics,and
spokevigorously about her experiencesin the local sambaschool. Alison loved to be
'different', although it was Laura who dressedmore alternatively and had personal
experiencesof Africa, yet sheseemedmore timid and less vocal in our discussions.I
tried to combat this by specifically addressing Laura so as to ensure that she
contributed to our discussions.Wherevertheir voices are included in my writings, I
have clearly marked whether this was Alison's or Laura's contribution, or whether it
was both studentscommentingsimilarly on the issuesat stake.
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Carolan (an Irish female with strong interestsin ethnomusicology),Matt (a
young male with strong interestsin Iraqi ud music who also had family there) and
Barbara(a maturestudentwho had previously lived in PapuaNew Guinea)were first
year undergraduatestudentswho I met during and spoketo after formal classes.It is
interestingto note that during the academicyear 2005/06,1continueda secondround
of researchdue to my own teaching position at the University of Bangor, during
which all three studentswere taking my classes,which helped me to gain further
insights into their attitudes and contextualisethe data gained during interviews in
2003. During my first round of researchvisits at this university, I also conducteda
range of interviews with ethnomusicologistCarolineBithell whosespecialismcentres
predominantlyon Corsicanmusics.
In regardto studentsincludedin my researchduring 2005/06,it is particularly
noteworthy to mention that at this latter stagein my research,studentswere selected
for discussingonly certain aspectsof my thesis,especiallywhen I recogniseda gap
or lack in collected data, yet wished to follow up certain aspectsso as to provide
fuller descriptions and representationsof students' experiences. As a result, I
arranged interviews with Samanthaand Kevin, two final year undergraduates,in
order to discusstheir experiencesof preparing a musical transcription on a module,
which required all students to present a transcription in-class. The in-class
presentationsserved as a further source for my research,whilst drawing on the
experiences of Delyth (a second year undergraduate),Jennifer (a third year
undergraduate)and Barbara(the previously mentionedstudent).
This was equally true for arranginginterviews with certain studentsthat dealt
specifically with their experiencesconducting and writing up ethnographicresearch.
Here, I spoke to five first-year students,including Leeroy who wrote about the
Philippine music culture, Laura who conductedresearchinto the culture of music
students at Bangor, and Charlotte researchingthe experiencesof an online Tom
Jones' fan community. Two other students,Hannah and Ruth, were approachedon
the basis of their active musical participation in the studied music culture, which
included the Christian community in Hannah's,and a brassband in Ruth's example.
This was complementedby the experiencesof two further students,Victoria and Tim,
informed by more informal conversationsabout their researchinto a local folk club
and a brass band. In one instance, I was also able to draw on the experiencesof

14

Prologue:ApproachingEthnomusicology

second year student Lisa whose in-class commentary during the course Music in
Africa seemedparticularly revealingfor my discussionsin ChapterIL
The University of Sheffield
Whilst all previously mentionedinterviews were conductedindividually or in
pairs, I also conductedregularinterviews with a small group of first year students,yet
this proved particularly problematic when I found that certain students tended to
dominate the informal discussions.For example,at the University of Sheffield, one
such group consistedof Graeme,Jessica,Angela, Oli and Sarah, whereby I found
Graemeto be very forthcoming,whilst someof the other studentshad to be prompted
to make ready contributions.On the other hand, this experienceprovided interesting
insights into the extent to which students assimilated into their peer group by
adhering to the opinions of the 'group leader', which was particularly important in
my discussionson musical tastein Chapter11.Nevertheless,led by my desireto listen
to all students' voices, I was able to arrangefollow-up interviews with Jessicaand
Angela, who seemedvery timid in the group discussions,yet relatively forthcoming
during individual conversations.Here, they felt more comfortableto shareissuesand
concerns that they wished me to treat confidentially, yet which helped me to
contextualiseand make senseof other commentsthat were briefly mentioned (at a
surfacelevel) during our group conversations.The contributionsby studentsare made
clear in my writings by either referencingthe group as a whole (yet only when there
was group consensuson a specific issue),or otherwiseby clearly labelling students'
individual voices.
Whilst all five studentshad little experienceof world musics prior to their
university studies, I also met with other students who brought with them some
experiencesof world musics. 77hisI encounteredduring a programme of regular
interviews with Melinda and Chris (both, individually and jointly), and individual
interviews with Rachel,all of whom studiedon the sameprogrammeas the group of
students previously mentioned. Whilst Melinda frequently expressed negative
Chinese
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perspectivesand insights into students'active constructingof identity, an issue that
informed my discussionsin ChapterII.
At the sameuniversity, I also conductedinterviews with studentswho studied
at a more advancedlevel, such as Rachel,Celia and Stephan,who I met during my
participant-observationsin a module on the Music of East Asia. In our conversations,
I focused their commentary (through asking specific questions) on their overall
experiencesduring the previously mentionedfirst year introductory and the currently
studied module, which provided a further level of insights for comparison. I also
arrangedinterviews with 'fellow' postgraduatestudents,including Yue and Shih Hua,
both Chinesenationalswho were studying on a Mastersprogrammeand later, as in
Yue's example,pursueddoctoral research;Richard, who conductedresearchinto the
British brass band culture; and Carla and Undsay whose reflections informed
particularly the final chapter that includes discussionson writing ethnography at
doctoral level. In this section,I have also written myself into the discussions,whilst
drawing on my own, self-reflexive stanceas a postgraduateresearchstudent.At this
university, I also frequently interviewed ethnomusicologist Jonathan Stock, a
specialist in Chinese musics (and also my PhD supervisor), and Andrew Killick,
whosespecialisminvolves Koreanmusics.
The University of York
At the University of York, I observedand participated in an undergraduate
for
during
duration
Indonesia
The
Music
the
term,
the
of
summer
entitled
of
project
which I arrangedregular researchvisits whilst participating in instructor-led classes
and 'hands-on' gamelanworkshops.This allowed me to observethe studentgroup's
attitudesand behaviourstowardsthe studiedmusic culture and transmissionmethods,
which was complementedby arranginginterviews with two students,Jo and Sophie.
Interestingly, Jo (whom I interviewed twice) played and performed on the Japanese
Western
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interest in East Asian culture, more generally, also led him to select the project on
Indonesiangamelan, whereby during our conversationsI gained a senseof Jo's (as
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an
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to continue her studiesby gaining a postgraduateteacherqualification and working as
a music teacher.She thus brought a very open mind towards her musical studiesand

16

Prologue:ApproachingEthnomusicology

selectedcoursesso as to exposeherself to a range of musics and approaches.These
insights into Sophie'saspirationsrevealedto be particularly significant in discussions
on musical taste and other issuesin my thesis. At this university, I conductedone
recorded interview with ethnomusicologistNeil Sorrell, a specialist in Javanese
gamelanmusic.
The University of Newcastle
For the duration of one month, and whilst conductingregular researchvisits at
the University of Newcastle, during which I observed and participated in
undergraduatelecturesand seminarson world musics, I met Leah-Beth,who I may
best describeas a confident, young woman with an elitist view on musics and strong
dislike towards world musics. During one recorded interview, I gained a senseof
Leah-Beth's (theatrically illustrated) condemnationsof the practices and beliefs of
'other' culturesencounteredduring the lectures.Having participatedin theseclasses,
I was able to relate to and contextualiseLeah-Beth's strong opinions, yet at the same
time also gaineda sensethat Leah-Bethmisunderstood(and thus 'fitted into' her own
worldview) someof the issuesraisedin-classby the ethnomusicologist.This became
particularly apparentwhen I met Jennifer, a mature postgraduateresearchstudent,
who raised (during informal conversationsbefore and after classes,and one recorded
interview) my awareness of the effect of age on students' perceptions and
understandings,an issuethat particularly informed my writings in the secondchapter
of the thesis. I also conducted one recorded interview with ethnomusicologist
Goffredo Plastino, whose specialismsrevolve around Mediterraneanmusics (among
others).
The Universities of Livervool and Manchester
During the time of my research,I was further able to draw on my own
experiences whilst teaching on undergraduate world musics courses at the
Universities of Liverpool and Manchester.For example, during a module on Music
and Senziotics,I was able to observe,in my capacity as lecturer, (and later to make
fieldnotes of my observations) a student group's perceptions and experiencesof
various world musics,which proved significant for my analysesand interpretationsin
regard to authenticity. Ibis was followed up by a very brief interview with one
undergraduatestudentCraig to gain further insights onto his particular perceptionsof

17

Prologue:ApproachingEthnomusicology

'authentic' musics. Whilst many of those Liverpool
students who selected world
musics for their undergraduate studies were majoring in popular music (the School of
Music is divided into studies in Western art music and
popular music, whilst the latter
forms the Institute for Popular Music), at the University
of Manchester, all students
majored in Western art music.

This provided interestinginsights for comparison,particularly when I found
that the Manchesterstudentsbrought strongEurocentricpreconceptionsto their study
of world musics, as opposed to the Liverpool students' very open-minded and
welcoming attitudes.Also, the contextualisedstudy of musics seemedmore alien to
the Manchesterstudentswho seeminglystruggledto come to terms with conducting
and writing ethnography.Here, I becameparticularly interestedin the ways in which
this experience impacted on their perceptions, which I explored during a brief
interview with Jonathan,Liz and T'homas,all of whom were classically trained
pianists with a very 'high' opinion of Western art music, yet whose experienceof
ethnomusicologyimpacted on their attitudes and perspectivesin quite positive and
eye-openingways,an issuediscussedparticularly in Chapters11and IV.
Other
In addition to the aforementionedinterviews at twelve universitiesincluded in
my research, I also arrangedrecorded interviews with Debby, an English music
teacherwho completeda degreein Westernart music at Birmingham Conservatory,
and two German postgraduateresearch students at the Hochschule filr Musik
Hannover,Florian and Martin. I met Debby through my partner, both working in the
music department at Merchant Taylor's School in Liverpool. In a prearranged
recorded interview, I was particularly interestedin Debby's hindsight reflections on
encounteringworld musics during her studies at Birmingham Conservatory,which
revealedthe ways in which she(and her fellow art music students)regardedthe world
music ensemblesas not serious and 'a bit of fun. During our discussions,I also
noticed how her perceptions had changed since she started working as a music
teacher,issuesthat particularly informed my discussionsin Chapters11and 111.
Florian and Martin, by comparison,who I had met during the 50'hConference
of the Society for Ethnomusicology in Atlanta (and whose email addresseswere
included in the conferencepack), agreedvia email to be interviewed at a distance,
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with Florian being in Ghanaduring fieldwork research,and Martin being in K61nin
the Southwestof Germany.Having met both participantspersonally,both during their
presentationsof their researchand in a social context outsideof the conference,was
particularly helpful in contextualising my insights gained prior and during the
interviews. Here, I was especiallyinterestedin deepening
my understandingof their
specific approachestowards conducting and writing ethnography,which helped to
shapemy discussionsin ChapterIV.

Report writing
For the writing of the thesis, I relied less on a review of literature for
direction-this merely informed my discussions and helped to find meaning in
participants' expressions-, and insteadapplied an inductive, bottom-up approach.I
deemedthis particularly suitable for understandingthe experiencesand perspectives
of studentswithout the focus being hamperedby any predeterminedhypotheses.The
structure of the thesis thus 'emerged freely' (that is, without prior determining of
headings and subheadings)from grounded data analysis and interpretation? Both
processesof analysis and interpretation started immediately (and intuitively) upon
entering the music culture during data collection (in year II), and were followed by
more formal analytical processesthat involved the transcribing,readingand coding of
piles of collected, text-based data (in year III). During the writing process, I
constantly re-organised data around emerging themes, followed (in year IV) by
abstracting more theoretical conceptualisationsthat formed the basis of the thesis'

structure.
More specifically, forefronting certain themes over others involved a
systematic process of triangulating between my own experiences, students' and
ethnomusicologists' voices, and the literature. Certain themes, although rich and
significant for consideration,have been omitted, or only briefly mentioned, as they
were deemedtangential to a representationof my participants' perspectives.It must

3 It must be noted that the term 'emergedfreely' is problematic, as the conceptualisationsmade in this
thesis were surely modelled by my very personaland unique ways of understandingand sense-making.
For this reason,the term has beenusedhere to describemy efforts deliberately to distance myself from
any prior determining of headingsand subheadings.This is also true for the use of the widely applied
tripartite model of listening, performing and composing, which emergedas a suitable framework only
during the courseof my analyses.
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be (re)emphasisedhere that in my ethnographicreport, I wished to portray the views
of students(and, to someextent, ethnomusicologists)and what is important to them,
rather than selecting themes on the basis of relevance to certain predetermined
researchquestions.In this way, I have been able to determine whether a specific
situation, event or commentrevealedto be a 'good' example,and was thus included
in my writings. This alsoreflectsthe implicit validity in my ethnography.
The process particularly involved my intuitive noticing of certain issues,
either through observations,interviews or literature. For example,during one of my
courses in world musics, I invited two fellow postgraduateresearch students,
MohammadrezaAzadehfar and Carla Ribeiro, to lead sessions on Iranian and
Portuguesemusic, as these were close to their own national identity. After the
sessions,which I did not attend myself, I noticed changed attitudes among my
students,who, when asked about their experiences,commentedon their immense
enjoyment, and went further to convey a perception of the guests being more
knowledgeable,as they talked abouttheir 'own' music. (Yet, in fact, my studentshad
no real idea about the background of both guests. Carla, for instance, taught
Portuguesefadofor the first time, and this was not really 'her' music.) I found indeed
that studentsdrew comparisonsto my own credibility, as I presentedmusics from
aroundthe world with which I had no personalexposure.
This experience sharpenedmy focus during continued research at other
universities to see whether there existed a general tendency to perceive a 'native'
teacheras being more knowledgeable,and thus credible. In addition, I searchedfor
suitable literature to help explaining this phenomenon,or to seewhether scholarsin
the field had already addressedsimilar issues.(Here, I found particularly useful the
application of cultural theory as proposed by Clayton et aL (2003), and
)
During
I
in
Solis
(2004a).
continued
research,
reflections
ethnomusicologists'
recognisedthat such perceptionsindeed existed acrossa larger student population,
(and
This
literature
triangulating
the
that
similar
claims.
process
of
supported
and
thus validating) first intuitive impressions or ideas (these emerged, as already
but
during
interviews
just
from
with
also
experiences,
personal
not
mentioned,
literature)
was
engaging
with
and
whilst
relevant
and
ethnomusicologists,
students
forefronted
in
the thesis.
themes
to
applied all

20

Prologue:ApproachingEthnomusicology

My writing style is typically ethnographic, enabling me to combine
descriptive and theoretical discussions,and to take a critical self-reflexive stance
towards my own, personalexperiences.Clearly labelling shifts of voice allowed me
to presentand contrastthe views of participantsas opposedto my own interpretation
and understanding. This also helped conveying a sense of the quality of my
interactions with students and ethnomusicologistsby making the methodology
explicit and describing the ways in which I learnt from them, while terms and
terminology were explainedwhenevertheseoccurred.Translationsfrom Germaninto
English were in someinstancesadjustedso as clearly to convey the meaningsof the
German language to an English audience. The ethnographic writing style was
particularly useful for presentingstudents'emic perspectivesand experiences.
In my writings, the use of participants' contributions depended on the
emergingtopics and issues,which were often extremely varied and diverse,as I asked
ethnomusicologistsand studentsvery broad and generalquestionsso as to avoid the
danger of hampering their narratives by any predeterminedhypotheses.It is not
surprising, then, that this led towards my rather inconsistent use of participants'
voices, as theseappearwheneverand wherevertheir commentaryrelated to the issue
or theme discussed in my writings. This is particularly evident in Chapter I
'Disciplining Ethnornusicology' and Chapter 11 'Listening to Ethnomusicology',
which bring together the voices of most ethnomusicologistsand many studentsfor
quasi cross-institutionaland -cultural comparisons.
This particular use of voices reflects my deliberateattempt to display a range
of similar or dissimilar comments,all tied together by a particular theme or issue.
Here, I wished to emphasisethe fascinating fact that there was general consensus
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these chapters, an approach I instead adopted more rigorously in Chapter III
'Performing Ethnomusicology' and Chapter IV 'Composing Ethnomusicology'. The
latter allowed a picture of my participantsto emergemore gradually whilst providing
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experiencesof the transmissionof ethnomusicologyat twelve universities in the UK
and Germany is thus specific and unique to the times and locales at which I
conductedresearch:
By the way, sinceour last discussionfor your Phl), I've changed
my
opinions on what and how to teach quite a lot. [personal email
communication,Goffredo Plastino,28 June2006]
Ethical considerations
Ethnographic research involves people, and thus necessitates ethical
considerations.While I gained formal permission from ethnomusicologistsfor all
research sites, during my visits, I aimed at being of little disturbance to
ethnomusicologists'and students'day-to-dayroutine, and viewing myself as a guest.
Yet I often found that the nature of the educationalinstitutions in questionbrought
numerous advantagesto my presenceas a researcher.To ethnomusicologistsand
students I had an understandablerole, so that there was no need for lengthy
explanationsabout the reasonsof my enquiring: conducting researchinto a Western
music culture revoked stereotypicalportrayals of the 'typical' researcherin music
cultures not from the West; my sharing of sociocultural identity with participantsof
the music culture annulledproblemsthat may otherwisehave obstructedthe progress
of my research;my student-learnerposition seemedto make ethnomusicologistsand
students feel more comfortable. (At one university, however, I encountered a
humorous situation when the ethnomusicologistintroduced me as 'Inspector'. This
may mean that ethnomusicologistsfelt uneasy with my researcherpresence,yet
refrained,for whateverreason,from commentingon this.)
Whilst theseaspectsbrought significant advantages,I also attemptedto bring
politeness,sensitivity and proper demeanourto my undertakingsin order to establish
and maintain good interpersonalrelationshipswith the people whom I encountered.
This included, for example,through critical self-reflection, taking stock of how I was
perceived by ethnomusicologists and students. In one instance, I discontinued
researchas the ethnomusicologistseeminglyfelt uncomfortableor at uneasewith my
researcherpresence.T'his also included ensuring participants' rights by informing
them about the purpose and aims of my research. For example, I provided
information about the way in which results would be used in the PhD thesis, and
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potentially subsequentpublications.I informed both ethnomusicologistsand students
that they could be veiled by anonymity (yet this was only desired in one instance,
resulting in the use of a pseudonym).This also included ensuringconfidentiality, as
in someinstances,I developedcloserrelationshipswith studentswho shared'secrets'
and personalopinions,which I excludedfrom my writings.
In some instances,participantsexpressedan interest in reading my thesis (or
parts thereof). Their feedbackwas consideredcarefully, particularly in regard to the
representationof their perspectives.This included, for example, making available
ChapterIII to John Baily due to the significant emphasison 'learning to perform'. In
response,he replied as follows:
I have now read your chapter, which I found very interesting.... I
would like you make the 'crack up' on page... a bit less obvious, so
you could avoid identifying the student's cultural origin.... It is true
that the issue of anxiety in the performanceis not somethingI have
thought much about till you drew it to my attention. I supposea
further responseis that it is an examination and any examination is
bound to be stressful and anxiety provoking. In our department
undergraduates
are being examineiiin termsof performancea lot, so I
perhapstake it for granted.It's not clear from your account to what
extent performance is actually assessedin other programmes,
undergraduate or postgraduate. [John Baily, personal email
communication,II August 2006]
The first point raisedby John Baily led to a relatively quick adjustmentin my
writings, whilst the secondissue in regard to performanceassessmentremains to be
further explored. In other instances,for example upon showing the final part of
chapter III to Ruth whose voice featuresin this section, I received a very specific
reply, asking me to adjust some of the quotes for clarification, which I have
undertakenin the revisedversionof the thesis.Ile point here is that participantswere
given the opportunity to comment on written drafts of my thesis so as to ensurean
accuraterepresentationof their voices.
At the sametime, I consideredreciprocity, which included verbal and written
acknowledgements(in form of cards,emails and an acknowledgementat the start of
this thesis), small gifts, and support in students' studies, among other things. For
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for
I
in
which
provided some material that was
school
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otherwise hard to come by. Towards the end of visits, I contemplated how most
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appropriately to leave 'the field', yet this seemedto be less critical as my research
visits were often shortand frequent,ratherthan longitudinal.
Finally, I have aimed to write the thesisfully and honestly
without changing
or altering the results and findings to suit my own theoretical perspectives.
Throughout, I aimed at consistent accreditation of
participants' citations, and
describedmy experiencesat universitiesthoroughly and
realistically. The successof
my research truly depended on the willingness of participants to share their
experiencesand perceptions,which in turn led me to be flexible, non-dogmatic,polite
and sensitive,and to establishthe healthy professionaland personalrelationshipsso
crucial for ethical ethnographicresearch.
ExperiencingEthnomusicology
In approachingethnomusicology,I will consider students' experiencesand
perspectiveswithin the broader organisational structure of higher education, and
discuss these in relation to the particular ways in which ethnomusicology is
transmitted at universities. Introducing the contexts will be at the heart of ChapterI
(Disciplining Ethnomusicology), which will illustrate the ideological and social
practices that inform the disciplining of ethnomusicology,and its transmissionto
students at universities. Asking questions, such as 'How is the transmission of
ethnomusicological knowledge constructed and negotiated by its scholars?,' this
chapter will illuminate the ideologies, intentions and musical imaginations of
ethnomusicologists,and introduce the formal structuresof ethnomusicologycourses
at universitiesso as better to understandthe natureof their formal transmissions.
The subsequentChapter II (listening to Ethnomusicology) will 'listen to'
student voices during their listening to world musics and ethnomusicologistsin the
university classroom. This chapter will illustrate students' often complex and
entwined listening-based experiences as they try to make sense of particular
educationalencounters,while situating these within the broader social and cultural
contexts in which they are embedded. How does students' listening to
ethnomusicologyreflect their constructingand articulating of sociocultural identity?
What role doesthe notion of authenticityplay in students'listening encounters?How
doeslistening to ethnomusicologytransformstudents'attitudesand perspectives?
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Following this will be a discussion on students' performance encounters
whilst studying at university. Chapter HI (Performing Ethnomusicology) will
illustrate student experiences to better assess the ways in which
performing
ethnomusicology at universities led students towards changes of attitude and
perspective.In what shapeand style did the performing of ethnomusicologyoccur in
universities,and why? How did the different kinds of performing of ethnomusicology
impact on student experiences?How did these experiencestransform students'
conceptsand ideas?This chapterwill also draw someconclusionson the politics of
representation and appropriation of world musics in

the performing of

ethnomusicology.
Chapter IV (Composing Ethnomusicology) will discuss students' creative
musical activities that built upon the recreation of world musics and
ethnomusicologicaltexts. Tle chapterwill thus illustrate how transcription may lead
studentstowards deepercultural experiences,and perhapseven an emic perspective
towards the music culture whosemusic is being transcribed,while contrastingthis to
the ways in which studentsoften appropriatedworld musics into Western musical
paradigms. Subsequently,the chapter will discuss students' strategies during the
composing of ethnography,and the factors that shapedthese strategies.How did
studentsrepresentmusic cultures in their ethnographies?How did the composing
transforin students'senseof self and others?
The Epilogue (Modelling EthnomusicologyPedagogy),while drawing on all
four chapters,will advocatethe need for and proposea model for ethnomusicology
pedagogythat resonateswith educationat tenetsfor the 21"' century. Discussionswill
consider transmitting musics as social and sonic experience; transmitting
ethnomusicology through doing; composing world musics; and challenging
ethnomusicology's 'traditional' subject matters. Considering new directions in the
dssion of ethnomusicology,the epilogue will come to a conclusion about the
transn-,
ways in which ethnomusicologypedagogymay promote a globally, contemporary
and democraticallyinformed senseof music.
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'Disciplining ethnomusicology' refers to the ideological and social practices
of
scholarsand the ways in which they govern their behavioursand ideologies within
the discipline of ethnomusicology(see also Bergeron and Bohlman 1992; Nettl
1999).Since the emergenceof ethnomusicology,its scholarshave representedboth a
conservativestancetowardsethnomusicology'shistory, conceptsand methods,and at
the sametime more liberal perspectivesin opening up the subject matters for study
(see also Everist 1999). During the discipline's development, ethnomusicologists
have challengedthe very processesof canonisingthe what as the acceptableobject
for study, rejected a Eurocentricmethodologythat renderedmusics in other cultures
as normative Western texts, discardeda reliance on analysis that might permit a
misreading of other musics and ignore their intrinsic meanings, and repudiateda
systemof musical values(Bergeron1992).
Instead ethnomusicologyis disciplined largely by the body of ethnographic
writings that has resulted from its methodologicalhallmark of reflexive participant
observationduring fieldwork. Ethnomusicology'scanonsare thus the very concepts,
methodsand valuesinherentwithin the discipline. This particular way of disciplining
ethnomusicology,I suggest,impactson and reflects ethnomusicologists'transmission
of ethnomusicologicalknowledge in higher education.This is the main concern of
this chapter,which aims to illustrate the ideological and social practicesthat inform
the transmissionof ethnomusicologyto studentsat universities. During my research
into the 'disciplined' transmission of ethnomusicology, two prominent themes
emerged,namely notionsof progression,and conceptsof culture.
The first idea of progressionseemsclearly to resemble the ways in which
ethnomusicologistsorganise the transmissionof ethnomusicology.This same idea
also reflects cultural conceptsin the West, and particularly the functioning of the
Western education system. The latter concern with culture, by contrast, is indeed
deeply anchored within the specific disciplining of ethnomusicology. Here,
human
is
the
the
study
of
music
within
concerned
with
context
of
ethnomusicology
life, instead of focusing on music as sound alone. Keeping in mind the emphasison
ethnomusicology's very essenceas an approach to the study of all musics, in this
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chapter,I will illuminate (whilst focusingexclusively on taught provisions) the ways
in which ethnomusicologistsnegotiate and renegotiate means of transmitting
ethnornusicological knowledge to students in higher education, while placing
particular emphasis on the voices of ethnomusicologiststo make sense of their
concepts,beliefs andideas.

Transmitting Ethnomusicology-Expressing

Progression

During my research,I frequentlyfound the transmissionof ethnomusicologyat macro
and micro level to be steepedin ideas surrounding progression in learning that
necessitatedseparatistand specialist approaches.In the following sections, I will
discuss these particularities, starting with ideas of progression as reflected in the
division betweenundergraduateand postgraduatestudies,which typically progressed
from simple to complex, and covered somewhatdistinct, specialist subject matters
and methods.This was equally reflectedin the progressionof coursesand division of
course contents at undergraduatelevel, and postgraduatelevel respectively, issues
discussedin the subsequentsection. Following this will be a brief illustration of
ethnomusicologists'use of textbooks, which equally resonatedwith the concept of
progressionin students'learningfrom undergraduateto postgraduatelevel.
Beforehand,however, I will introduce some of the overarchingkey findings
of my researchat universities in the UK and Germany, noting the frameworks of
study available there in the areas of world musics and ethnomusicology. The
then categorise and classify world musics and
ethnomusicology courses both at undergraduate and postgraduate level, while
subsequent section will

frequently drawing on ethnomusicologists' voices in order to illuminate their
curricular choices. At the same time, I hope critically to reflect on the differing
courses available, while drawing on relevant ethnomusicological and educational
discourses!

1 In my writings, the terms 'course' and 'module' are used interchangeablyto refer to a 12-week (or
similar), subject-specificset of classesthat form one aspectof students' undergraduateor postgraduate
studies.The terms 'course of study' and 'study programme' refer to the whole degreeprogrammeboth
at undergraduateand postgraduatelevel, leading towards the qualification of, for instance,a BA, MA
or Phl).
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Ethnomusicologyand the higher educationsystemsin the UK and Germany

During my researchat universitiesin the UK, I found that there seemedto be
a constant growth of programmesof study in ethnomusicologyand world musics.
These were most frequently situated within music departments,or less frequently
integratedin anthropologydepartments,but also at times resembleda self-contained
ethnomusicologydepartment.In the UK, the higher educationsystem differentiates
betweenundergraduateand postgraduatelevel of study, and accordingly studentscan
select from a range of different courses.At undergraduatelevel, music students
typically study towards a BA (Bachelor of Arts) or BMus (Bachelor of Music), of
which there exist numerouspermutations. An undergraduatecourseof study usually
takes three academicyears or levels, each of which is generally divided into two
semesters,with level I (year 1) constituting a foundation for subsequentstudy, and
levels 2 and 3 requiring higher conceptualandcritical thinking in students.
During each semester,studentsoften study certain compulsory coursesand
may also selectother optional courses.The rangeof compulsoryand optional courses
is typically down to the discretion of individual departments, and can vary
significantly between different universities, often depending on staff specialisms.
Upon successfulcompletion of individual modules,studentsgain credits, which vary
usually between 15 credits (for 12-week courses),and 30 credits (for courses or
' A final-year dissertation of
projects lasting two semesters,such as dissertations).
10,000 words is often an optional course. Upon accumulating 360 credits in total,
studentsqualify for the awardof their degree.
The modular systemalso requires studentsto undertakea significant amount
of independentstudy. For instance,aI O-creditundergraduatemodule is designatedto
entail 100 hours of study. I found that at many universities in the UK, the actual
just
limited,
to
time
one hour per week over twelve
perhaps
was extremely
contact
dedicated
independent
88
hours
to
the
were
study, which
remaining
while
weeks,
ranged from set weekly readings and ongoing portfolio tasks, to conducting
fieldwork, essaywriting and exampreparation.

2 Note that the credit number may differ across universities, and it was not uncommon for courses to
bear 20 and 40 credits.
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At postgraduatelevel, studentstypically study towards an MA (Master of
Arts) or MMus (Masterof Music), which also exist in variouspermutations.Often, an
MA in Ethnomusicologyfocuseson the transmissionof conceptsand ideas
relatedto
the discipline of ethnomusicology,while the MMus enablesstudentsmore directly to
engage with the world's musics, generally through extended performance,
composition or dissertationwriting. At SOAS, for example,the MA thesis 'tends to
be related to a specific geographicarea... or a theoretical issue related to
an area'
(David Hughes, SOAS, II November 2003). Tlese coursesof study are typically
modular in structure,and require studentsto accumulatea total of 180 credits during
one year (full-time). More advancedstudentsmay study towards an MPhil (Masterof
Philosophy),which is gainedthroughindependentresearch.
The highest qualification is the PhD (Doctor of Philosophy), a qualification
gainedby undertakingresearchover three years(full-time), and writing a dissertation
of around 80,000words. Many institutions require studentsto attend formal research
training sessions,as well as completingthe dissertation,and someallow the inclusion
Studentsundertakingresearch
of compositionor performancein the final assessment.
and preparing a thesis,performanceand (more rarely) composition, are individually
supervisedby an ethnomusicologist.Postdoctoralpathwaysare available in form of
(competitively funded) national ResearchFellowship schemes,yet this dependson
the successof researchgrant applications by individual scholars. Other academic
pathways lead via Lectureship and Senior Lectureship towards Readership and
Professorship,which can be achievedthrough internal promotions, or, in the caseof
vacancies,the university's off icial job applicationprocess.
At universitiesin Germany,the discipline is (besidesEthnomusikologie)often
called Musikethnologie (music-ethnology), while some programmes are also
dedicated to

the study of

Vergleichende Musikwissenschaft (comparative

musicology). Most typically, these programmesof study are situated within music
departments. More generally, the German higher education system differs
significantly from that of the UK as universities are tightly governed by a
Ministerium (ministry for education;there is one in each Bundesland,or state), thus
higher educationis 'a purely governmentalmatter' (ROdigerSchumacher,K61n, 22
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July 2004) with ministriesnegotiatinga Studienordnung(study rules) that determines
the ways in which universitiesimplementthe curriculum?
Here, an undergraduatecourse of study is called Magisterstudium (Master
study) and leadsto the so-calledMagisterpri4ng (a final examinationin order gain a
Master's degree;at a Germanuniversity, this is the first degree)
and the preparation
of a Magisterarbeit (master thesis). Thus a Magisterstudium is classed as
undergraduatestudy, whilst a Mastersin the UK constitutesa postgraduatecourseof
study. A Magisterstudiumconsists of a Haupfach (a main/primary subject) and a
Nebenfach (a secondarysubject), together with Zusatzfdcher(additional subjects).
Such a courseof study lasts typically nine or more semesters,yet studentscommonly
prolong the total study time beyondthis.
The courseof study is structuredinto Grundstudium(foundation study) during
the first 2 years, completedby a Zwischenprioing (intermediateexamination),and
Hauptstudium (main study) during the remaining years, completed by the
aforementioned Magisterpd4ng.

The Magisterprfir:
fung can (if taken in the

Hauptfach, such as music-ethnology)consist of a final dissertation of 60 pagesin
.
length, and a 4-hour examinationand 45mIns oral examination.While coursesin the
Grundstudium are often fixed and the same for all subjects,thus providing a solid
foundation in musical studies, courses in the Hauptstudium depend on students'
choices, whereby they may specialisein different areas,selecting main, secondary
and additional subjectsas they progress.
Contact hours, time for independentstudy and assessmentrequirementscan
differ significantly betweencourses.Certain compulsorycoursesqualify studentsfor
a Leistungsnachweis(evidenceof achievement),and involve more commitment to
often in the form of an oral examinationof 45 minutes,
study and formal assessment,
together with a written report. Studentsmay also study on coursesthat qualify them
for a Teilhahmeschein(certificate of attendance),which often include less contact
time and no formal assessment.
At higher level, which may be comparedto postgraduatestudies in the UK,
studentswho preparea Magisterarbeit (masterthesis) and thoseundertakingdoctoral
best
described
Kolloquien
(colloquia,
as seminars),offered at the
attend
researchcan
3 Diese auf privates EngagementbasierendeUniversitätsstruktur,die fehlt uns ja völlig. Das ist ja bei
Schumacher,
Köln,
22
[Rüdiger
July 2004)
Angelegenheit.
staatliche
uns ne rein
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discretion of the ethnomusicologist.At this level, thereis no explicit
requirementfor
students to attend lectures and classes,and they instead focus predominantly on
undertakingresearchand writing a thesis.As in the UK, students'processof research
and writing is typically supervisedindividually by the ethnomusicologist.After
successful completion of their Magisterarbeit, students can similarly undertake
doctoral research (called promovieren), often lasting several years and leading
towardsthe Promotion (doctorate;PhD).
During the doctoral process, the Promovanten (graduates) must write a
substantial thesis and pass a formal Examen (examination), after which they may
embark on a position as academicassistant(Assistentenstelle)for six years during
which it is usual to write a larger habilitation treatise(Habilitationsschrift), defended
in front of faculty members. This postdoctoral Habilitationssystem (habilitation
system) determineswhether an assistantcan gain the status of professor, and the
permission (and only now full rights) to undertake academic work, including
independentteaching and researchsupervision.This system, according to RUdiger
Schumacher,will gradually disappearin many Bundesldnder during forthcoming
years. Insteadthe doctorateand 'secondbook' will then suffice to gain a Professur
(academicpost with professorstatus).
Comparingthe higher educationsystemsof both the UK and Germanyto one
another,it appearsthat the (modular) systemin the UK seemsto be lessrigorous than
the (traditional, non-modular)Gennan system.Yet at the same time, universities in
the UK seemmore self-regulated,while the German system is Bundesland-specific
ministry-regulated, which means that structures across and within German
universities are less standardised.Postgraduatestudents in Germany appear less
supportedas comparedto universities in the UK where 'we would use supervisors
and tutorials... to check how much studentsare learning' (JonathanStock, Sheffield,
10 November2003). EthnomusicologistBritta Sweersequally conveyedthat:
The difficulty in Germanyis, if you really want to becomegood, that
you have to do much by yourself, you have to develop some kind of
self discipline and develop your own concept. That means you also
have to challengeyourself much more, and cope with your strengths
and weaknesses.I think that this is the strength of our system: who
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gets through here, is usually very good! [Britta Sweers,Rostock, 25
November2003]"
Another difference betweenboth systemsoccurs in the area of Performance
practice. In Germany, there exists an underlying separationbetween the academic
(wissenschaftlichen, best also described as theoretical) study of music and
performance training. At the University of K61n, for example, participation in
ensemblesis merely desirable,' whereasthe curriculum at the HochschulefUr Musik
und Theater Rostock more typically centreson performancestudies. According to
RUdiger Schumacher, performance studies has until recently never played a
substantialrole at universities as 'praxis is - within the academicstudy of music also still a little scornedbecauseit is said that this is the responsibility of music
colleges,but not of.. universities' (ROdigerSchumacher,K61n,22 July 2004).1
For this reason, 'it is not typical that there are ethnomusicologistsat music
colleges [which] in Germany are always more praxis-focused.Academics are the
minority [and] are only among music pedagogues'(Hartmut Mdllcr, Rostock, 25
November2003).1In the UK by contrast,music performanceis not just the domain of
conservatories,yet also strongly featuresin universities,asJonathanStock explained:
We've donethis (MMus, MPhil & PhD levels with 50% performance)
for quite some years already. In fact, there are now only a few UK
Universities without performance options in among their higher
degrees.... It is similar at undergraduatelevel in Britain too, where
students may select probably somewhere around a third of their
modulesfrom musicalperformanceoptions, sometimesmore than that
in the final year. Since these are options-pcrfonnance is normally
required at a lower level than 1/3-not so many of the degreeshave
4 Und das Harte hier in Deutschlandist, wenn du wirklich gut werden willst, mußt du selber sehr viel
machen;du mußt ne Art Selbstdisziplin entwickeln, und für dich ein eigenesKonzept entwickeln, d.h.
du mußt dich auch sehr viel starker mit dir selber auseinandersetzten,mit deinen Stärken und
Schwächen.Und ich bin der Meinung, das ist die Stärke unseresSystems.Wer hier durchkommt, ist
eigentlich auch ziemlich guL [Britta Sweers,Rostock.25 November 20031
3 'Teilnahme am Collegium musicum vocale et instrumentale wird dringend empfohlen.'
Studienordnungder PhilosophischenFakultät der Universität zu Köln für das Fach Musikwissenschaft
(Haupt- und Nebenfach)mit dem Abschluß Magisterprüfung vom 10. Juli 2003,29/2003
6 Praktizieren ist keine Priorität nein, das ist auch erst in den letzten Jahren.... Bis dahin hat sich ja
gerade die deutscheMusikethnologie mit der musikalischen Praxis sehr schwer getan.... Praxis ist
immer
Musikwissenschaft
immer
im
Rahmen
der
eigentlich
noch n'bißchen verpöhnt, weil man
auch
sagt das ist die Aufgabe der Musikhochschulen,aber nicht... der Universitäten. [Rüdiger Schumacher,
Köln, 22 July 2004]
7 An deutschenMusikhochschulen ist das gar nicht typisch, daß es Ethnomusikologen gibt.... Eine
Musikhochschule in Deutschlandist immer mehr praktisch ausgerichtet.Die Wissenschaftlersind in
der Minderzahl und die gibt's auch nur bei den Musikpädagogen. (Hartmut Möller, Rostock, 25
November 2003]
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the word 'performance' in their names, but that's because it is
standardpractice in music degreesin this country. [JonathanStock,
email to SEM-List, 13 October2005]
It is also interesting to note that, while conservatoriesin the UK focus
predominantly on students'musical training, in Germany,the Hochschuleffir Musik
und Theater Rostock, for instance (besides offering performance courses) also
provides professionalpathwaysin music teachertraining. Principal Hartmut M61ler
commentedon a generalteachershortagein schoolsin Mecklenburg (a Bundesland
in NortheastGermanyin which Rostockis situated)and acrossthe country, and thus
strongly advocatedbroad musical training (including popular and world musics) for
music pedagogystudentsin order to enhancetheir employmentprospects.Compared
to universities and conservatoriesin the UK, Musikpddagogik (music pedagogy),
particularly in the light of ethnomusicologyfeaturesmore strongly in Germany.Ibis
field of study 'is certainly an important area; to be able to expect music teachers'
music-ethnologicalskills and knowledgeat schools' (R(JdigerSchumacher,K61n,22
July 2004).' Ile

specialisedfield of music pedagogy, let alone ethnomusicology

pedagogy,by contrastseemedof little significanceat universitiesin the UK.
Progressionfrom undergraduatetowardspostgraduatestudies
Another common characteristicbetweenthe higher education systemsin the
UK and Germany was evident in the concept of progression from undergraduate
towards postgraduate studies, particularly in the separatist approaches towards
transmitting ethnomusicology'ssubject matters.71is may be explained by the fact
that since ethnomusicology'sfirst appearancein the 1950s in American academia,
'ethnomusicology' and 'world music' were predominantly treated as divergent
emphasesfor academicstudy. This in turn shapedthe curricular content of newly
emerging courses,which either focusedon theoreticaland methodologicaldiscourse
on ethnomusicologyas a discipline, or on world musicsperformance,which later led
to the emergenceof more theoretical world musics courses. A similar bipartite
in
UK
Germany,
is
in
the
and
whereby world musics
evident
universities
separation

8 Musiklehrerausbildung in Musikethnologie... in Hannover wird das gemacht... [und) Ist mit
Sicherheit auch ein wichtiger Bereich; musikethnologische Fähigkeiten und Kenntnisse von den
Musiklehrem an den Schulenerwartenzu können. [Rüdiger Schumacher,Köln, 22 July 2004).
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as a subject matter usually dominate the ethnomusicological share of the
undergraduatecurriculum (seealsoAppendix HI).
Considering such world musics courses, it is interesting to
note that at
universities,thesedid not embracethe study of musical concepts,which is insteadthe
most likely subject matter encounteredin compulsory school education,thus before
entering the higher educationsystem.At schools,pupils typically learn to approach
the world's musics through studying musical elements or concepts, which also
resemblesthe ways in which the Westernclassicaltradition is often transmitted(see,
for example,Reck 1977; Wade 2004). Basedon the conceptof progressingmusical
developmentin pupils, musical elements(rhythm, melody, harmony and tonality) are
typically 'parcelled up and channelleddown' in a 'top down methodology' (BoyceTillman 1996:55). While such musical conceptcoursesmay be deemedmore musicfocused(or intrinsically musical)and musically inclusive, suchcoursesmay, however
also reinforce an ethnocentricperspectiveon the world's music cultures,an issuealso
discussedin a later section.
In higher educationby contrast,the coursesin world musics that I observed
.
startedat the point where schooleducationhad finished; thus nonedealt with musical
conceptsor elements,such as pitch and melody, rhythm and metre or structureand
form. At universities in the UK and Germany,ethnomusicologistsseemedto take a
more critical approach, focusing instead on the world's musics, which literally
embraced'the various naturesand functions of this music as it occurs in the world'
(Floyd 1996b:2). Moreover, ethnomusicologistsboth in the UK and Germanyhave a
strong anthropological orientation, thereby having recognised, often through first
hand experiencein the music culture they wish to understand,that not all cultures
classify music and its componentsin the sameway (if at all). 7be music concepts
approachmay thereforebe deemedlessdesirableby someof them.
This emphasison the critical study of world musics differs to undergraduate
world musics curricula in the United States.Ibcre, it is often common to introduce
large student populations without prior musical knowledge to world musics, so that
the initial focus is placed on learning about musical concepts.Miis also explains the

focuson musicalconceptsfrequentlyfound in introductoryworld musictextbooks
) At universitiesin the UK andGermany,by contrast,
written by Americanscholars.
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undergraduatestudentsalready often posseshigh levels of musical competenceso
that musical conceptcourseswould be too basicfor many of thesestudents.
The undergraduatecurriculum in both the UK and Germanystartedwith more
basicand generalcourseson the world's musicsat entrancelevel, and movedtowards
more specialistregional areaor thernedcoursesin subsequentyears.Such coursesin
world musics typically resembled independent,self-standing modules embedded
within a music degreeprogramme,rather than an independentcourseof study, such
as a BA in World Musics, or BA in Ethnomusicology.
Ile

reason for the somewhat sporadic world musics curriculum at
undergraduatelevel may be explainedby the fact that ethnomusicologyhas not yet
been establishedas a self-containeddepartmentat most universities in the UK and
Germany, yet there are three noteworthy exceptions.At the School of Oriental and
African Studies (SOAS), there is a strong focus on area studies, including also the
study of language or other non-musical aspectsof (so-called) Oriental (including
West Asia, Central Asia, South Asia, SoutheastAsia, and East Asia) and African
cultures. To David Hughes, this specialist university offers 'the most extensive
ethnomusicologyprovision for single- and two-subject undergraduatedegreesin the
UK' (David Hughes,SOAS, II November2003).
At Queen's University, studentsmay equally select all their courseson the
world's musics for an undergraduate BA in Ethnomusicology, or BA in
Anthropology. Another extensive provision in cthnomusicology occurred at the
University of K61nwhere (during the Grundstudium)studentscan opt to devote their
total study time to world musics and/ or ethnomusicologyby selecting four modules
(referred to as Basiseinheiten,basic units) in Musikethnologie (music-ethnology).
Similarly, during their Hauptstudium,studentscan selectall their courses,as well as
their Magisterarbeit (Master's dissertation)on the world musics. Ethnomusicologist
Radiger Schumacherexplainedthat such an extensiveprovision is rather exceptional
in Germany:
We [the University of K61n] arc the only university in the country,
which offers this courseof study to this extent.... For the westernpart
for
Germany
the
the
this
central
also
ever,
remain
point,
will,
as
of
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educationof researchstudents.[RUdigerSchumacher,K61n, 22 July
2004]'
While the world's musics resembled the predominant subject matter at
undergraduate level, its alternative counterpart occurred in the form of
ethnomusicology courses, which featured mostly at postgraduatelevel (see also
Appendix IV). If included at undergraduatelevel, ethnomusicologycoursesusually
occurredat Levels 2 or 3, necessitatedby the more challenging theoreticalconcepts,
and thus students'heightenedlevel of conceptualand critical thinking posedin such
courses.
At postgraduate level, most universities transmitted ethnomusicology's
conceptualsubject mattersin independentand fully-fledged coursesof study. Often
entitled MA or MMus in Ethnomusicology,such coursesusually centredon leaming
about the discipline's history, scopeand subject matter, methodologiesof fieldwork
and participant-observation,emic/ efic perspectives,writing ethnography,and other
theoretical concepts.EthnomusicologistJohn Baily, for instance,explained that 'at
postgraduatelevel, the emphasisis more on theory and methodhere.... 771isMMUSis
conceived as a foundation for doctoral work' (John Baily, Goldsmiths, 13 February
2004). Such taught Masters in ethnomusicologywere often theory-driven, and in
some casesconstituteda direct foundation for studentsaspiring to doctoral studiesin
ethnomusicology.
TIcre was one exception, namely the University of Sheffield, which offered
an independentcourseof study in world musics,entitled MA in World Music Studies
(Distance Learning). 17hiscourse of study aimed at broadening students' horizons
through exposureto a range of world musics and an in-depth look at one or more
selected traditions, while also providing students with an understanding and
application of ethnomusicological research methods, thereby blending studies in
world music and ethnomusicology.

9 Und wir sind die einzige Universität in, Lande. die diesen Studiengang in dem Umfang auch
anbietet.... Für den westdeutschenBereich wird das nach wie vor die Zentrale sein, aucch für die
Ausbildung des wissenschafflichenNachwuchses.[Rüdiger Schumacher,Köln. 22 July 20041
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Projuessionat underaraduatelevel
In the previous section, I have highlighted that world musics and
ethnomusicologywere treated(at leaston the surfacelevel) as alternativesubjectsfor
academicstudy at universities.While at undergraduatelevel most coursesfocusedon
world musics as their subject matter, such coursesusually moved from general,
introductory world music (geographic) surveys at level 1, via more specialised
courses,such as regional area,therned(or occasionally,ethnomusicology)coursesat
subsequentlevels 2 and 3 (seealsoAppendix III). EthnomusicologistCarolineBithell
emphasisedsimilarly the idea of progressionfrom simpler to more complex courses
in world musics:
in choosinga topic, history is very important, presentsocial reality
...
is quite important, and politics.... So I think there is a place for
thematicteaching,but only after having alreadygot to grips with some
of the whole-culture stuff, maybe to look at the thematic stuff a bit
later. It depends...on the focus of the course,whether you are aiming
to look at music, or music in people's lives. [Caroline Bithell, Bangor,
8 October2003]
The latter thematic approachthus played a greaterrole in subsequentyearsof
undergraduate study. The concept of progression also seemed to reflect
ethnomusicologists' approaches towards transmitting ethnomusicology that often
startedwith more formal instruction at entrancelevel, therebyreflecting bchaviourist
pedagogicalapproaches,and led towardsmore active and student-centrcdIcaming in
subsequent years, thus representing constructivist pedagogical approaches.
EthnomusicologistHae-kyung Um agreedthat 'students in the first year, probably,
they need more of the headingsand direction of what is there, and what this whole
thing is about; and in the 2ndand Yd years... it's perhapsmore complex' (Ilae-kyung
Urn, Belfast, 18 November 2003). Forms of assessmentsimilarly reflected the
concept of progression,moving from smaller-scaleintroductory exercisesin world
musics to increasingly specialised,technical and critical studies, and perhapsto the
completion of an original researchproject.

The conceptof progressionthusappearcdto be dccply anchorcdIn courses
level,
wherebytypes of world musicscourses
at undergraduate
and assessment
included more specifically: (a) world music surveys,which examined music less in.
depth and as a worldwide phenomenon,thus taking a wide geographical focus or
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perhapsdiscussed'big cultures' chosenfor their musical significance;(b) regional or
area studies,which centredin-depth on one music culture; (c) thernedworld music
courses,which resembleda combinationof the previous types, and were organised
under themes, such as gender,race, politics, media or musical concepts (see also
Miralis 2002). Besidescoursesrevolving around world musics, in a few instances,
some universities also offered (d) ethnomusicologycourses at this level, yet, as
alreadysuggested,this occurredlessfrequently,reflecting general'disagreementover
whether [an undergraduate]courseshouldbe primarily an introduction to the varieties
of sounds and contexts the world over... or whether it should be... also an
introduction to the history and methodsof ethnomusicologyitself' (Jeff Todd Titon,
email to SEM-list, 23 September2004).
It must be noted that the categorisationinto four courses at undergraduate
level did not occur consistentlyacrossuniversities. At the University of K61n, for
instance,the curriculum built on and was fixed by a tripartite structure,including only
regional, thernedand cthnomusicologycourses,which resembled'the three pillars of
individual courses', similar to a 'corset structure' (ROdiger Schumacher,K61n, 22
July 2004)." At many other universities,by contrast, I indeed encounteredall four
types of courses,which, starting with geographicalsurvey courses,I will turn to in
the following section.
Geographicalworld music surveycourses
Geographicalworld music surveyswere frequently found at level I (year 1),
and aimed at introducing studentsto the wealth and breadthof selectedmusic cultures
of the world. Ethnomusicologistsoften suggestedthat such coursesare particularly
suitable for raising an interest among students. Caroline Bithell (Figure 1-1), for
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'0 Das sind eigentlich die drei Hauptbezugspunkte: regionalspezirtsche Studien, überregional.
Kultur.
Aspekten
und... theodebildende,
musikalischer
spezifischen
zu...
vergleichende,
der
Module.
Und
dadurch
haben
drei
Pfeiler
Das
die
Phenomena....
einzelnen
sind
methodologische
ich
bestimmte
Reihenfolge
bin
festgelegt.
Da
Ilematik
in
der
eine
gebunden,
an
auch
etwas
wir uns
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encouraging the interest in people... raise a humanitarian concern and
to realise that it is real people. [Caroline Bithell, Bangor, 8 October
20031
I

Bitljciiý dciiýCIIII'_'
iuure 1-1:
a first-year world music survey course Music Cultures of
the World; University of Wales, Bangor; I October 2003

Yet transmitting to students the world's musics in such survey courses, some
ethnomusicologists voiced concern that, to students, these new musics may sound
exotic and strange, bizarre and unfamiliar. Ethnomusicologists were thus often faced
with the task of stimulating students' interest and understanding in an unfamiliar
music that may strike them as 'strange, out-of-tune, monotonously droning, tediously
repetitive, or simply cacophonous... [and signals] whatever is alien, primitive,
menacing, or in some way "Other"' (Killick 20(X):3). At the same time, such models
of

world

music education have seen increasing criticism

for

restricting

leading
than
to
the
rather
ethnomusicologists
provision of superficial examples,
students towards a full understanding and sincere appreciation of' tile subtleties
inherent in these musics (Campbell 2004:xiii).
Ethnomusicologlst RUdiger Schumacher raised similar concerns about
broadly
'a
that
represent
very
world musics surveys
superficiality, commenting
spread [form of] education, yet this is simply too flat. Within one semesterone cannot
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do very much.... One has put a nose into it, but that doesn't suffice!' (RUdiger
Schumacher,K61n,22 July 2004)." He elaboratedmore specifically that:
If it was a course for [the purpose of], let's say general academic
entertainment,then it would indeed be attractive, almost in the sense
of a TV show, like a soapopera.... It generatesrelatively little insights
becauseif one covers SoutheastAsia in one week, nothing can be
remembered.One cannot really say anything substantial... nothing
that leadstowardsreal understanding.One simply cannotmanagethat.
And when there are far too many different [casestudies],nothing gets
remembered.lberefore I have from the start never done theseworld
musicssurveys.[Rildiger Schumacher,K61n,22 July 2004]"
In other instances, I also heard ethnomusicologistsstating that they felt
inadequately equipped to teach a geographical world music survey, for instance
ethnomusicologistNeil Sorrell, who explained that, 'I am not at home in all these
different cultures' (Neil Sorrell, York, 6 May 2004). David Hughes further explained
that:
World music surveys... are very commonin America, but they are not
common here [at SOAS].... So doing a survey of the whole world,
they were talking about traditions they have no first-hand experience
of. They can't even pronouncethe words.... But you know, not that I
don't respect that, but that was only possible in the 60s when there
weren't so many ethnomusicologistsand not so many posts.... Still,
it's kind of embarrassingfor me to lecture on Bali, and there are at
least two more people in London who know more about Bali than I
do.... We are lucky here, there are seven of us [specialists], and we
don't need to teach survey coursesl So I don't need to lecture on
somethingthat I know nothing about.And yet, I still feel guilty when I
lecture... on JapaneseBuddhist music... becauseI don't know all of it
from first-hand experience....But still I think we are quite lucky here
because we only teach traditions we know well. [David Hughes,
SOAS, II November20031

11Das ist ne sehr breite, breitgefächerteAusbildung, aber die ist einfach zu flach. Mit einem Semester
kann man nicht viel machen.... Man hat mal reingeschnuppert,aber das reicht nichtl (Rüdiger
Schumacher,Köln. 22 July 2004]
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At the same time, other ethnomusicologists,notably Goffredo Plastino, felt
that suchsurveycoursescreatecultural and musical stereotypes,while othersreferred
to the inherent dangersof confirming racist attitudes and tensions(see also Massey
1996:18-19,21),or discussednotions of canonisingmusic cultures for study (seealso
Campbell2004:xiii; Shelemay2001:xiv).
Indeed the latter criticism seemsworthy of further consideration as some
ethnomusicologists in my research showed somewhat canonic selections, or
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any ethnomusicologist who liked them.... The only kind of
introductory textbookthat I thoughtwould have integrity was one that,
insteadof surveyinga lot of music superficially, concentratedin some
depth on the musical culturesof afew representativehuman groups.I
proposed that I invite a small group of ethnomusicologists to
collaboratewith me on a textbook that would consist of case-studies.
[Jeff Todd Titon, personalemail communication,15 May 2003]
While some ethnomusicologistsclearly felt apprehensiveabout world music
surveys,others strongly advocatedthe educationalvalue of such courses,suggesting
that broad surveysare better suitedto a whole rangeof studentswho often bring high
levels of scepticism to musics other than Western classical art music (see also
Shahriari 2005). A more positive stanceis equally reflected in the following selfreflexive statementby ethnomusicologistJudith Cohen who felt that a world music
survey led her towards developinga completely new perceptionof the diversity and
beautyof musical soundsaroundthe world:
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stack of Us under his arm. [Judith Cohen, email to SEM-list, 13
October2004]
For reasonssuch as this, many ethnornusicologistsin
my researchoffered at
least one such courseat introductory level in their
university, also often reflecting on
the fact that many studentstendedto enjoy studying such a broad, introductory and
vastly interesting course. An introductory course in world musics 'definitely
functions to broaden students' horizons as far as teaching music as
a world-wide
phenomenonand also showing them how various culturesproducemusic' (JesseC.,
email to SEM-list, 14 October2004). Suchcoursesthus seemedsuitableto stimulate
students'interest in music of other cultures,and to raise their awarenessabout many
different ways of making music. Even ethnomusicologistRUdigerSchumacher,
who
seemedso sceptical about world musics surveys, stated that 'I have realised that
under certain circumstances,one can awaken[students'] interest... in sucha course...
[for instance] in the framework of a summeruniversity where one tries to awaken
interestin potential future students'(RUdigerSchumacher,K61n,22 July 2004)."'
For this same reason, ethnomusicologistBritta Sweers included one such
coursein order to provide studentsthe opportunity 'to gain a generalimpression,also
a listening impressionof massesof musics... possibly many different things. This is
rather like a 'colourful plate' [referring to a plate containing varietiesof sweets,fruit,
nuts, etc to be found during the Christmas season]... where everyone chooses
somethingthemselves,and takessomethingwith them.... This is the best foundation
education' (Britta Sweers,Rostock,24 November2003)."
Regionaland areastudies
Some ethnomusicologistsregardedmore in-depth discussionand exposureto
fewer cultures or countrieswithin a larger region as having greatereducationalvalue.
Transmitting world musics in the form of regional areastudieswas seenas enabling
students to become more completely immersed in the music, and its cultural
14Aber ich hab festgestellt, man kann eigentlich unter Umständen Interesse wecken, wenn man so
einen Kurs meinetwegenim Rahmeneines, wenn es das System, und es fängt bei uns ja vielleicht an,
im Rahmen einer Sommeruniversität,wo man versucht, auch das Interessebei möglichen künftigen
Studentenzu wecken. [Rüdiger Schumacher,Köln, 22 July 2004]
13Ich have viele verschiedeneBeispiele in der Vorlesung, damit sie mal einen allgemeinen Eindruck,
auch Höreindruck kriegen von einer Massean Musik... möglichst viele unterschiedlicheSachen.Das
ist eher ein bunter Teller, wo... jeder für sich was rausgreifenkann, und irgendwas mitnimmt.... Das
ist die besteGrundlagenbildung.[Britta Sweers,Rostock, 24 November 2003]

43

ChapterI: Disciplining Ethnomusicology

meaningsand functions, which occurredparticularly in subsequentyears, at levels 2
and 3. At the University of Bangor,for instance,I encounteredan impressiverangeof
undergraduateworld music modules, designed so that students progressedfrom
generalstudy of world music at level 1, to more specific,regional world music study
at levels 2 and 3. According to ethnomusicologistCarolineBithell:
My colleague... teaches ethnomusicology in Welsh; I teach
ethnomusicologyin English. And we try to make sure that modules
are parallel or equal: in the first year we probably have a lot in
commonin what we teach,including gamelan,flamenco,and so on....
In the secondyear, we develop our own specialisms,so I teach one
course on the Mediterraneanand Africa; he teachesone course on
Wales and Ireland.... So we diversify a bit more in the secondand
third year. [CarolineBithell, Bangor,8 October2003]
Equally at SOAS, second-and third year students'will usually focus on the
music culture of a selectedarea or areas: Africa, the Middle East, South Asia,
SoutheastAsia, or EastAsia' (Handbook2003/04,The Departmentof Music, SOAS).
I encountered a similar model at Queen's University of Belfast with modules
designedto develop from a more generalgeographicalworld music courseat level I
towards increasingly specific regional and other coursesin subsequentyears.This is
very similar structurally to German higher education: while courses in the
Grundstudium seemedfixed and the same for all students,thus providing a solid
foundation in musical studies, coursesin the Hauptstudium dependedon students'
choicesof different regional areasin form of Haupt-, Neben-andZusatzfdcher.
Increasingly specialising,most such coursesconcentratedon one region or
geographical area, while approaching music cultures more in-depth and often
necessitatinga higher level of intellectual engagementby students.In some cases,
introduction
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just jungle with... peoplebangingdrums in it. And
also to show how
in many partsof Africa, againmy favourite themeof
politics, how the
political situationhasimpactedon music,how history hasimpactedon
music. Again, Africa is a very rich continent,demonstratingall of that
as well. [CarolineBithell, Bangor, 15 October2003]
During my research,I also often found that there clearly existed a symbiosis
betweenethnomusicologists'specialismand the foci of the regional and areastudies
they offered (see also Shelemay 2003). Ethnomusicologist Caroline Bithell, for
instanceconveyedthat 'the coursesthat I teachare quite different to thosethat I went
to, simply becauseI worked around my specialisms.... Here at Bangor there is a
policy that ties together scholarshipand research,and education' (Caroline Bithell,
Bangor, 8 October 2003), a commentechoedby RUdigerSchumacherwho similarly
conveyedthat 'I have so far offered relatively little, or actually nothing, aboutAfrica;
that is not really my area' (ROdiger Schumacher,K61n, 22 July 2004), while
continuing:`
My teaching emphasisis on the music of Asia, geographicallytaken;
and thematically,the areaof sacredmusic.... epic songand also music
theatre... [as] my own researchspecialismis... SoutheastAsia, Java
and Bali. [Rfidiger Schumacher,K61n,22 July 2004]"
EthnomusicologistHae-kyungUm, more generallyexplainedthat:
Area studies depend on people's specialism..... This will probably
evolve from there..., a kind a dialectical relationship between the
people who are teachingthere and what the institution could facilitate.
[Hae-kyungUrn, Belfast, 18November2003]
Most ethnomusicologists thus agreed that regional area courses often
represented and were shaped by the ethnomusicologist's area of research and
specialism. Yet not all researchspecialismsresembled suitable foci for an entire
course, highlighted by JonathanStock who had just completed a book on Shanghai
operaand felt that this areaof exactresearchexpertisewas less suitable as a focus for
an entire regional course(seeStock 2003a).Claiming that 'there is the researchthat
in
informs
do
do
that
we
our teaching, and then there are
everything
we
generally,
16Ich hab bisher relativ wenig, oder offen gestandeneigentlich gar nichts zu Afrika angeboten;das ist
nicht so mein Gebiet. [Rüdiger Schumacher,Köln, 22 July 2004]
17Für mich [ist] der Lehrschwerpunkt die Musik Asiens, geografisch gesehen;und thematisch, der
Bereich Sakralmusik..., Epengesangund auch Musiktheater.... Meine eigeneForschungin erster Linie
natürlich Südost-Asien,Javaund BaIi. [Rüdiger Schumacher,Köln, 22 July 2004]
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rather specific researchsubjects... that might only come up as a lecture', he further
explainedthat:
Shanghaiopera... might come up as a lecture now, or once a year...
but probably won't turn into a whole module.... I suspect,given the
kind of intake that we get, which is people with a classical music
background, that if we put on a course on Chinese opera... we'd
probably only get two or three students,but if we put on the music of
East Asia, we might get nine or ten. So it's a more viable class size.
[JonathanStock,Sheffield, 13 October2003]
While regional area study courses accommodated students' deeper
engagement with a particular music culture, some ethnomusicologists,notably
Rjjdiger Schumacher,felt that such coursesstill resembledsome 'kind of survey...
[of] big topics like Central Asia... or Bali... [which is] a small topic, but... again a
survey of a very large and very rich music culture.... One could thus... be much more
detailed' (Rildiger Schumacher,K61n, 22 July 2004)." For this reason, some
ethnomusicologistsadvocatedthernedapproachesto transmitting world musics.
Themedcourses
Thernedcourseswere typically organisedaroundconceptualand critical foci,
whereby course contents were designed on the basis of succession of (often
independent) themes and issues. EthnomusicologistJonathan Stock, for instance,
offered an undergraduatelecture entitled Music and Identity, which discussed
different kinds of identity - of musicians,of musical genresor musical instruments.
Whilst at SOAS, courses traditionally dealt with a specific region of the world,
therned courses also featured more frequently, discussing topics, such as 'music,
shamanismand healing; or music and religion' (David Hughes,SOAS, II November
2003). Thematicdiscussionsalsooccurredincreasinglyin regional areacourses.
Such courses may be a reflection of the ethnomusicologist's more direct
indeed
ideas,
Themes
concepts
and
past
and
present.
are
with
particular
engagement
frequently introduced or re-introducedduring national and international meetingsof
fora and societies, and in publications aimed at an exclusively ethnomusicological
1' Es sind ja auch insofern ÜberblicksveranstOtungen....Ich mein das sind schon große Themen wie
Zentralasien, die ich nehme. Gut ich hab jetzt in diesem Semesterals Vorlesung Musik in Bali. Da
könnte man sagen,das ist ein kleines Thema. Aber es ist in dem Sinne auch wieder ein Überblick über
eine sehr große und sehr reiche Musikultur. Also man könnte bei sehr vielen Themen noch sehr viel
starker aufs Detail gehenund das untersuchen.[Rüdiger Schumacher,Köln, 22 July 2004]
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target audience and readership.Ethnomusicologistsoften suggestedthat course
content changesreflected the shift in contemporaryconference themes, whereby
themes in such courses seemedto run two years behind the conference themes,
perhapstaking that amountof time to be written up and publishedin order to appear
on readinglists. Hae-kyungUrn explainedthat:
It would be more useful... [to discuss]key-issues... which come out
of a conference as a conference theme now and then. So these
[themes] are... what we are most concernedabout. [Hae-kyung Urn,
Belfast, 18November2003]
Such courses,while discussingtheoreticalconcepts,such as identity, politics,
dance,or 'epic song,... music theatre,or sacredmusic' (Rildiger Schumacher,K61n,
22 July 2004), amongothers,typically requiredin studentsa higher level of coherent
and independentthinking, and thus occurredmost frequently at subsequentlevels."
At the same time, ethnomusicologists have increasingly argued that, unlike
geographicallyoriented surveys,thernedcoursesare more suitable in addressingthe
role music plays in people's lives and communities,therebytaking an anthropological
approach.Goffredo Plastino clearly preferred discussingkey issuessurroundingthe
discipline of ethnomusicology, which he saw as encouraging students to think
critically, and to broadentheir outlook on musics (Goffredo Plastino, Newcastle, 16
March 2004). Other scholarshave equally suggestedthat an organisationinto themes
may lead studentsnot only towardsdeepermusical appreciation,but also towardsan
understandingof the 'cultural processespeople construct by and through music'
(Shelemay2001:xv).
Therned courses also enabled cross-cultural comparisons,thereby unifying
musics from different origins, and providing an inclusive framework for all musical
traditions. This approachhas also been regardedas a more integrated stanceto the
curriculum on the groundsof relevance(rather than musical 'goodness'or quality) to
the topic in question (Boyce-Tillman 1996).At the sametime, the organisationinto
themesalso allowed for considerationsof the dynamic nature of cultures, making it
possible to 'capturethe multidimensional,dynamicnatureof music as it movesacross
time and space' as well as 'to trace cross-cutting musical currents' (Shelemay
19 Überregionale, vergleichende Kurse [sind] einem bestimmten Thema, einem bestimmten
Gegenstand gewidmet.... Das können Epengesangsein.... oder Musiktheater, oder Sakralmusik.
Rüdiger Schumacher,Köln, 22 July 2004]
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2001:xv). Ethnomusicologist ROdiger Schumacher,for instance included therned
coursesin the undergraduatecurriculum at the University of KbIn on the basisoftheme,
selecting
a
specific
a specific question, and making cross...
regional comparisons.For example,in the last semester,I haveoffered
a Hauptseminar about extra-European music theatre, well, the
concept, the connectionbetweenmusic and theatre... to look at the
conceptof theatre[and ask] how is this eminent in different cultures.
One usually gets strong contrasts, also in the presentation
[performance]; on the other hand, one always has a connecting
[theme], the questionabout theatricalcharacteristics.Thus it is not as
loosely connected as in 'big' world music surveys. [RUdiger
Schumacher,K61n,22 July 2004]"
It is interestingto note that someethnomusicologistsin my researchprovided
a pedagogicalrationale for including also Western (art and popular) musics in such
courses,often advocatingthat familiarity with music may help studentsto move into
meaningful discussionsof the issuesat stake.EthnomusicologistAndrew Killick, for
instance suggestedthat 'it's dangerousto presenttoo much stuff that's new at one
time. If I want to bring out a theoreticalpoint, I would rather do it by using examples
that are already familiar' (Andrew Killick, Sheffield, 28 November 2003), a point
echoed by JonathanStock, who, in his lecture on Music and Identity, 'thought to
include Madonna songsbecausethey are already familiar with them, and I thought
that might make it a bit easierfor them to have views and to form views on... how
Madonnacreatesidentity' (JonathanStock, Sheffield, 10 November2003).
Both ethnomusicologiststherebycautionedthe introducing and transmitting to
studentsof too many new ideas and musics all at the sametime, and so relying on
more familiar musical examples in courses, which deal with academically more
challenging and complex subjectmatters.At the sametime, they advocatedincluding
diverse musical examples to reflect the discipline's inclusivity of subject matter,
deal
discipline's
in
transmitting
to
the
with
which
students
courses
particularly
concepts.

20

Thema, eine spezifischeFragestellungauswähltýund die unter Umständen
ein
spezifisches
sich
...
überregional vergleichenkann. Beispielsweiseim letzten Semesterhatte ich ein Hauptseminargemacht
Musiktheater, also das Konzept, die Verbindung von Musik und Theater, das
über außereuropäisches
Theaterkonzept einmal betrachten, wie ist das in unterschiedlichen Kulturen ausgeprägt. Man
bekommtn dann sehr starke Kontraste, auch in der Präsentation;man hat auf der anderenSeite immer
ein verbindendes,also die Frage nach dem Theatercharakter.Also es ist nicht so unverbindlich wie
Köln,
22
Schumacher,
July
2004]
[Rüdiger
World
Music
Kurs.
im
großen
sonst
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While I encounteredstrong support for thernedcoursesduring
my research,
there has also emergedsomecriticism. Someethnomusicologistshave suggestedthat
thematicapproacheswith their rangeof multiple examplesand casestudiesmay seem
bewildering to students,as 'it's all over the placeat first... ' (Hae-kyungUrn, Belfast,
18 November2003). Othershave suggestedthat 'the music can be
nothing more than
an example' (Caroline Bithell, Bangor, 8 October2003), while anothercriticism has
been raised by Wade (2004) who suggestedthat issues themes,
or
such as Politics,
danceor religion are often too diverseand may meancompletely different things to
different people,who may not eventhink of their activities in this sense.Thereis also
an implicit dangerthat such coursesimpart eurocentricperspectiveson the world's
music cultures, which may put into questionthe autonomyand sovereigntyof music
culturesnot from the West.
There clearly exists both support for and criticisms about the various
approachestowardstransmitting world musics.At the sametime, ethnomusicologists
often advocated the transmission of theoretical ethnomusicological issues and
concepts at undergraduatelevel. Yet disagreement seemed to exist about the
appropriatebalanceof world musics versusethnomusicologyas subject matters for
undergraduate study. Some ethnomusicologists,for example Goffredo Plastino,
strongly advocatedmore theoreticalstudies,and I will turn to thesein the following
section.
Ethnomusicologycourses
As notedin the previous sections,ethnomusicologycourses(if included at all)
occurred at higher levels of undergraduatestudy acrossuniversities in the UK and
Germany, gradually taking over from world musics courses.At the University of
Newcastle, however, I found this pattern to be reversed, whereby students first
encountered an ethnomusicology course entitled World Music: Issues and
Approaches 1, followed by a somewhathybrid world music course entitled World
Music: Issuesand Approaches2. Reversingthe usual pattern of transmitting first the
world musics and secondethnomusicologyas a subjectmatter at undergraduatelevel,
ethnomusicologistGoffredo Plastino explained that 'what they should understandat
undergraduatelevel [is] the differencein methodologies...different practice,different
first
The
in
semestershould be completely about
writing
ethnomusicology....
ways of
[and]
also aboutparticular questionsand issuesin the
methods...
ethnomusicological
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history and methodologyof ethnomusicology.Semestertwo should be about
general
topics, suchas music and gender,music and meaning,and so on' (Goffredo Plastino,
Newcastle,16 March 2004).
This courseaimed to introducestudentsto the discipline of ethnomusicology,
surveying its history, theories, methodologiesand major writings from eminent
scholars in the field. Students' first encounters thus clearly revolved around
theoreticalissues:
how Ethnomusicologyis nowadaysa complex
that
explain
why
and
...
and changeablediscipline that dealswith not only the so-called"music
of the non-Westernworld" but also with popular music, western
classical music, and music technology - using however peculiar
concepts, methods and perspectives.[Module Outline Form World
Music: Issuesand Approaches1, University of Newcastle,2004]
At other institutions, by contrast,such as Durham, SOAS, Belfast, K61n and
Sheffield, ethnomusicologycoursesappearedrather in higher years when offered at
undergraduatelevel, or in someinstances,indeedblendedthe study of world musics
with theories in ethnomusicology.More generally, such coursesclearly necessitated
studentsto have a higher level of academiccomprehensionand critical thinking, often
also requiring them to conduct a small, independentfieldwork project and write
ethnography,thus balancingtheir readingwith practical researchexperience.
While such theoreticalethnomusicologycoursesintroduced students- during
lectures and seminars,and through practice - to the core conceptsof the discipline,
only rarely were undergraduatestudentsrequired to engagewith ethnomusicological
literature only. This only occurred at the University of Durham where a module
entitled Introduction to Ethnomusicologyentailed a focus on an exploration of the
works of ethnomusicologists,both historically and today, while discussingtheoretical
models and the history of ethnomusicology.This 24-week course included not only
Hornbostel,
Curt
Erich
Sachs,Alan Merriam,
in-depth
the
von
of
works
of
study
an
Bruno Nettl, Anthony Seeger,Martin Stokes,Ali Jihad Racy and John Blacking, but
law,
(Music
hermeneutics,
theory
serniotics
and
nationalism
copyright
of
studies
also
Department Handbook 2003/04, University of Durham). According to those I
interviewed, this highly literary concentrationwas deemed extremely challenging,
interview,
23
October
(group
Durham,
by
bewildering,
that
students
on
module
even
2003).
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Ibis sameapproachwas encounteredat the University K61n,
of
yet to a far
larger extent, with the contentof two entire ethnomusicology
coursesEinfUhrungin
die Musikethnologie I&2
(Introduction to music-ethnology I& 2) following a
historical perspective.Both coursesincluded a far wider range of topics and subject
mattersfor the historical study of ethnomusicologythan coursesat universitiesin the
UK. The first coursestartedin 1500with Europeanexpansionand discovery,leading
through romantic and imperialist erasto the beginningsof comparativemusicology.
This discipline was studiedin great depth, illuminating its methodsof transcription
and analysis,classificationand the origins of Kulturkreislehre.The coursemoved on
to discuss the founding fathers of cultural anthropology in America (Boas,
Malinowski, Radcliffe-Brown, Mauss), illustrating cultural-area-theory,discussing
studies in Europe after 1945, and finally arriving at ethnomusicology and the
anthropology of music, studying scholarslike Charles Seeger,Mantle Hood, Alan
Merriam and RichardWaterman.
The subsequentcoursefollowed with discussionsabout bi-musicality and the
question of musical universals,moving on to neomarxist,cognitive and hermeneutic
approaches to musical study. This was followed by ethnography and thick
description, symbolic anthropology and performancetheory, and structuralism and
post-structuralism.The coursealso discussedthe crisis of representationand writingculture-debate,genderstudies,postcolonialstudiesand black studies,cultural studies
and the popular, coming to a conclusion about new directions, such as the music
industry, world music and globalisation.Reflecting on students' informal comments,
the course content seemedas comprehensiveand encompassingas a theoretical
ethnomusicologycoursecould be (informal conversation,University of K61n,22 July
2004).
Elsewhere,the solution was consciouslyto avoid in-depth ethnomusicological
history and challenging terminology at undergraduate level. While many
ethnomusicologistsagreedthat such coursesoften appearedtoo daunting, others felt
that overly theoreticalcoursesseemedirrelevant and uninspiring to studentsstudying
at this level who insteadoften expectedto learn about world musics.While retaining
some of the content, Caroline Bithell, for instance, felt a necessity to change the
module title in order to avoid the term 'ethnomusicology'itself-
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I changedthe title of modulesfrom 'ethnomusicology'to 'Music
of
A first-year module called 'Introduction to ethnomusicology...
sounded a little bit too technical to students, and they have this
misconceptionthat it is about organsbecauseof the organologybit
...
so we just shifted the emphasisa bit, more than the content really
...
although I did start condensing some of the theoretical and
methodologicalissues... not leaving them out, but to find different
ways to do it. So, for instanceinsteadof four lecturesat the start about
the aims and methodsof ethnomusicology....I changedsomeof these
things into a seminarlater in the course,after they had a few fireworks
to keepthemhappy.[CarolineBithell, Bangor,8 October2003]
Ethnomusicologistsmore generally agreedthat theoretical ethnomusicology
coursesmay best be reservedfor studentsat postgraduatelevel as they often bring
heightened levels of commitment and preparednesstowards learning more
challengingand intellectually stimulatingsubjectmatters.Here, I equally encountered
the notion of progressionfrom MA towards doctoratelevel, reflected in the move
away from instructor-led transmissionof ethnomusicologicalconceptsand methods,
and towards highly student-centredactive learning through independentreading and
research. In the following discussions,I will turn particularly to discussions of
transmittedethnomusicologycoursesat Master's level.

Progressionat 12ostgraduate
level
Studiesin the discipline of ethnomusicology,particularly its concepts,history
and methods characterised students' experiences at postgraduate level, which
resembled a direct progression from undergraduatepredominant foci on world
musics. Such ethnomusicologycoursesmay be categorisedinto (a) theory courses,
(b) praxis-orientedcourses,or (c) a hybrid thereof, thus placing differing emphases
on the study of pivotal texts in ethnomusicology,the practical preparationof students
for doctoral researchin ethnomusicology,or both.
The concept of progressionat postgraduatelevel itself seemedparticularly
clear in these courses. Theory courses, for instance, often moved from generic,
introductory discourseon ethnomusicologyas a discipline towards more specialised,
thematic discourse. For example, at Queen's University, Belfast (QUB), a course
entitled Key Readingsin Ethnomusicology'started with a very historical [topic] and
then went through different kinds of issues.... each issue built on the previous one
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and accumulatedknowledge' (Hae-kyung Urn, Belfast, 18 November 2003). This
idea of progressionwas equally significant in more praxis-oriented
courses,which
often moved from generic researchtraining towards more specialist performance
practiceas a tool for research.The level of students'autonomyin the learningprocess
also progressedas their studiesbecameincreasingly independentand self-directed,
particularly while preparinga masterthesisin the UK or Magisterarbeit in Germany,
and most certainly during subsequentdoctoralresearch.
Compared to undergraduate levels, postgraduate theory courses in
ethnomusicology required from students higher levels of commitment towards
independentand self-directed study, whereby the ethnomusicologist's role would
merely be that of a facilitator in students'learningprocess:
For postgraduates,the processis a bit more theoretical: for example
the new challenge within ethnomusicology, redefinitions of the
field.... They read suggestedtexts about theories and music-specific
cultures and issues.... It's more for studentsto read and come to the
seminarto raise questions.So it's more independentand self-directed.
[Goffredo Plastino,Newcastle,16March 2004]
As Plastino suggested,such theory courses in ethnomusicology typically
introduced studentsto the ethnornusicologicalliterature of eminent scholarsin the
field. This was similar at the University of Sheffield where an introductory module
entitled PostgraduateReadingsin Ethnomusicologyaimed at (Figure 1-2):
introducing studentsto a cross-sectionof the literature in English
...
for the discipline of ethnomusicology.The history of the discipline is
surveyed followed by an examination of principal techniques and
issuesin currentresearch.[Module Handout,PostgraduateReadingsin
Ethnomusicology,University of Sheffield, 2003]
Together with this introduction, studentsreceived a reading list, including
referencesto perhapssix journal articles or book chaptersper week, which they were
discussion.
in
Such literature listings
to
to
preparation
each
seminar
read
required
were often subdividedby headingsdenotingthe title of eachsession,suchas: What is
music?; Historical perspectives(comparative musicology, anthropology of music,
Transcription
Insider-outsider
Fieldwork;
views;
and analysis.
ethnomusicology);
Besides selective literature on ethnomusicology's concepts, history and methods,
such coursesalso often focusedon more contemporarythemesand issues,including
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identity, language, gender and globalisation, to name a few
examples. Although such
theory courses were often reading-based, at the University of Sheffield,
ethnomusicologist Jonathan Stock noted that the course had expanded over the years
also to include technical training and more practical, hands-on sessions,such as those
on conducting fieldwork, transcription and analysis.

Figure 1-2: Ethnornusicologist Jonathan Stock, Icading a
seminar discussion with postgraduate students during the
course Readings in Ethnoinusicology; University of Sheffield, 8
December 2003

Including practical elements like this, many universities offered Masters'
courses that were often conceived as a foundation for doctoral work in
ethnomusicology.

Besides one or

two

modules on

theoretical

issues in

ethnomusicology, these degrees placed a significant emphasis on the practical skills
required in ethnomusicological fieldwork. At Goldsmith's College, London t'or
instance, the MMus

in Ethnomusicology also included the 'perl'Orinance of'

fieldwork', and the use of video as a researchtool.
While most taught postgraduate courses revolved around theoretical and/ or
practical issues and concepts in ethnornusicology, during iny research, I also
encountered one course of study, which was explicitly entitled MA in World Music
Studies (through Distance Learning). This course, however not only focused on the
study of world musics, but also on a thorough and distinctive training In
ethnomusicology. According to the progranime description:
World Music Studies has been designed to progress logically from an
introduction to the study of world music and the research skills
involved, through increasingly speclalised, technical and critical
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studies, to the completion of an original research project that
contributes new knowledge to the field. [Course Description,
University of Sheffield,2005]
Equally, some postgraduatecourses in ethnomusicology, for instance at
SOAS, Goldsmith's and Durham, also included specialist topics in world music
studies alongside theoretical courses in ethnomusicology. These were usually
regional area or therned world music courses,and in some instances,such as at
SOAS, included also coursesin anthropology,languageor performance.Elsewhere,
however, the focus on particular world musics seemed less common at taught
postgraduate level, which may be explained by the fact that ethnomusicology
typically includes all musicswithin its remit, yet emphasisesa specific approach to
the study of musics. It is not surprising then that postgraduate courses in
ethnomusicologyfocusedmost and foremoston ethnomusicologyas a discipline, and
in particular its paradigmaticconcepts,history and methods.

Ethnomusicology'spedagogicinstruments:progressionin the useof textbooks
While the ethnomusicologycurriculum clearly seemedto be steepedin the
notion of progression, ethnomusicologists' use of world music textbooks and
ethnographictexts similarly reflected this idea. At universities in both the UK and
Germany,the requirementsfor students'literate engagementresembleda move from
reading textbooks on world musics at undergraduatelevel or Grundstudium, and
towards more theory- and method-based ethnomusicological handbooks or
monographs at postgraduate level or Hauptstudium, thereby also necessitating
increasinglevels of critical and independentthinking in students.
At undergraduatelevel, I found that the tripartite categorisation of world
music coursesis similarly evident in world music textbooks, which were written in
form of (a) world music surveys; (b) regional and area studies; and (c) themed
approaches. At German universities, ethnomusicologists usually recommended
English-language encyclopaedias,and selected German titles (see, for example,
Oeschet aL 1992a, 1992b).While most textbooks concentratedon musics that may
be deemed traditional and not from the West, it is also interesting to note that a
thorough popular musics approachin ethnomusicologicaltextbooks has yet to be
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fully realised.Someethnomusicologistshavesuggestedthat transmitting international
and indigenouspopular musics to studentswould be most appealingas this would
lead them to engagewith musicsthat seemalreadyfamiliar (Shahriari2005).
In discussing ethnomusicologists'use of textbooks, I will only refer to
English publications,thus focusingmostly on the voicesof ethnomusicologistsin the
UK. They often advocatedthe first type of textbookin form of a world music survey,
as theseoften provided a road map focus and broadhistory review, while introducing
traditional or 'roots' musics within their cultural contexts.At the sametime, world
music surveys also often included musical listening examples, and according to
Caroline Bithell, 'studentsseemedto quite like the Elizabeth May book, and the Jeff
Todd Titon book... [which] is quite nice becauseof all the CDs' (Caroline Bithell,
Bangor, 9 October2003).
Yet world music survey textbookswere also often criticised for their obvious
limitations, particularly in the light of superficiality, also emphasisedby Rfidiger
Schumacherwho suggestedthat such books 'contain a lot of very important and
detailed investigations,yet becausethey claim to cover everything, they inevitably
have shortfalls. This is particularly evident in the Garland's Encyclopedia; in some
places,it is very nicely detailedand containsa lot of important information. Yet when
one looks for detailed information, one recognisesagain and again, yes, there is
nothing written about [selectedtopics]' (Rildiger Schumacher,K61n,22 July 2004).21
Reflecting particularly on the textbook World Sound Matters (Stock et al. 1996),
David Hughesexplainedthat 'the examplesfrom Japan... are very poorly done, they
are very misleading.... It just shows the difficulty of doing this' (David Hughes,
SOAS, II November2003).
Another criticism revolved around the implicit danger of canonising music
cultures for study. Ethnomusicologist Jeff Titon, however, sees such claims
differently:
I think... if 'Worlds of Music' has been canonical, it
has been so in another way: it has taught generationsof studentsto
21[Solche Bücher] enthaltenne ganzeReihe von sehr wichtigen und detailierten Untersuchungen,aber
weil es den Anspruch hat, alles zu umfassen,greift es notwendigerweisezu kurz. Das ist besonders
deutlich auch durchauszu sehenbei der Garland's Encyclopedia; in manchen Stellen ist es wirklich
sehr schön detailiert und enthält mit ner ganzenReihe von wichtigen Informationen. Wenn man dann
immer
fest,
ja,
darüber
drin....
dann
Informationen
detailierte
sucht,
stellt
man
wieder
steht
nichts
aber
Es läßt sich nicht vermeiden,daß man Lücken hat. [Rüdiger Schumacher,Köln, 22 July 2004]
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think aboutmusicalculturesin somedepth... and... the ways in which
individuals within musicalculturesexperience
music... That is, it has
been canonical in establishinga particular
approachto the study of
people making music. [Jeff Todd Titon, personal email
communication,15May 2003]
By contrast to textbooksstructuredaround a world
music survey, textbooks
resemblingregional and areastudy approacheswere often deemedmore suitableby
ethnomusicologists.In my own teaching,Wadeand Campbell's (2004) Global Music
Serieswas often usedon the basisthat eachvolume facilitated more in-depth study
of
a specific music culture. Reflecting ethnomusicologists'own specialisms,students
particularly valued that thesebookswere written by 'real' ethnomusicologists,which
often made the music more 'real' and brought the music culture more alive to them.
Such textbooks also enabled students to gain a deeper appreciation
of
fieldwork in specificsettings.
ethnomusicological.
Writers of textbooksadoptinga themedapproachoften emphasisedthat this
permitted cross-cultural study and resonated with interdisciplinary, thus holistic
approaches(Shelemay 2001:xiii). Such textbooks were also deemed suitable to
enhance students' heightened levels of critical thinking. Yet at the same time,
'structuring the courseas in Shelemay'sSoundscapes
may have the disadvantagethat
the music can be nothing more than an example' (Caroline Bithell, Bangor, 8 October
2003), and 'the book by... Kay Kaufman Shelemay has been heavily criticised
[because]it is impossible to include so much in one book' (Radiger Schumacher,
K61n, 22 July 2004).' Ethnomusicologiststhus frequently criticised the (musical)
disconnected discontinuity, and also often the predominant focus on culture as
opposedto actualmusics.
Those textbooks that focus on musics as a primarily sonic art (see, for
example,Campbell2004; Wade2004), thus resemblinga musical conceptsapproach,
have, however, also beencriticised on the basis that 'music is at least as much about
emotions, movement, and human inteffelations as it is concerned with the
manipulationsof elementsof sound' (Stock 2006:140).
Besidestextbookson world musics,at undergraduatelevel I also encountered
textbook

recommendations

that focused on discussions

about ethnomusicology

as a

22Auch das Buch von der... Kay Kaufman Shelemayist auch sehr stark kritisiert
worden. Das geht
auch eigentlich nicht, alles in ein Buch reinzupacken.[Rüdiger Schumacher,Köln, 22 July 2004]
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discipline, including for instance 'Nettl's Twenty-Nine Issues
and Concepts, and
Merriam's Anthropology ofMusic, I think are
good ones' (Caroline Bithell, Bangor, 9
October 2003). Yet such books usually were employed
more in subsequent years than
at Level 1, this being due to their academic and intellectually challenging contents, as

further conveyedby ethnomusicologistJonathanStock:
Bruno Nettl's Twenty-NineIssues and Conceptsworks 0K, but is
quite complicatedfor a lot of people to take in and deal with in one
year, even for native speakers,certainly also for myself.... Nettl
doesn't treat his book as a textbookintentionally, so it's hard to readit
as a textbook.... Although it's useful, however,Nettl's book is tricky
to use as a kind of stand-on-its-ownresource. [Jonathan Stock,
Sheffield, 13 October2003]
At entry postgraduatelevel, I found that ethnomusicologistsoften utilised
introductory textbooks, which they deemedparticularly suitable at the start of a
coursebriefly to presentto studentsthe discipline's history, subjectmatters,methods,
and other pertinent issues(see,for example,Nettl 1983,2005; Myers 1992;Bohlman
2002). As coursesat Master's level progressed,studentswere increasinglyrequiredto
engagewith more specialisedtexts that, for instancedeal exclusively with the history
and scopeof ethnomusicology(see,for example,Nettl and Bohlman 1991;Shelemay
1992),the discipline's anthropologicaldirection (see,for example,Merriam 1964),or
the discipline's ethnographicmethods(see,for example,Barz and Cooley 1997).At
higher levels of postgraduatestudy, I also frequently encounteredstudents' use of
ethnographicmonographsby certain scholarsin ethnomusicology,including 'John
Blacking (1973), Anthony Seeger(1987), Timothy Rice (1994), Paul Berliner (1981),
or Thomas Turino (1993)' (JonathanStock, Sheffield, 13 October 2003). Here,
ethnomusicological.texts in form of ethnographicwritings by eminent scholars in
ethnomusicologyfeaturedmost frequentlyon students'compulsoryreadinglists.
While ethnomusicologistsclearly seemed to decide on carefully selected
literature rooted in ideas of progression from simple to complex, some
ethnomusicologists,however, pointed towards the problems encountered by the
levels
engaging with these texts whose first
at
postgraduate
students
numerous
languageis not English. For this reason,many ethnomusicologists'find [themselves]
thinking a lot how to make the ideasof ethnomusicologyaccessibleto people whose
native languageis... very different from English... who are really having a hard time
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trying to extractthe ideasfrom the readings'(Andrew Killick, Sheffield, 3 November
2003). In regard to a book on ethnographicfieldwork approachesby John Van
Maanen (1988) for instance, Andrew Killick raises another interesting
point,
particularly in classesof overseasstudents:
Van Maanen'sbook is goodbecauseit is humorousand colloquial, but
only to a native speaker.To non-nativespeakers,the book is perhaps
mystifying and confusing.... 11isattemptsto make the book readable
would make it less readableto those students.... Van Maanen also
talks about different readersand writing styles, but at the sametime,
he takesit for grantedthat his readerswill be native speakers,which is
questionablebecauseof the natureof anthropology.[Andrew Killick,
Sheffield, 3 November2003]
Overall, the transmissionof ethnomusicologicalknowledge to studentsoften
reflected and representednotions of progression.This was equally clear in the
separatistapproachin which the subjectmatter was divided into world musics and
ethnomusicologyas alternativesubjectsfor academicstudy, accompaniedby a steady
increase in theoretical discourseand intellectual challenge, and in the move from
instructor-led towards increasinglystudent-focusedpedagogicallearning approaches
as studentsprogressedthroughtheir studies.
Another pertinentthemein the transmissionof ethnomusicologicalknowledge
emergedfrom ethnomusicology'sconcernwith music in and as culture, while trying
to understandhow peoplemake music meaningfulin their lives. In the following part
of this chapter, I will illustrate how this concern impacted on the transmissionof
ethnomusicology'shistory, subjectmatters,and methods.The latter aspectwill also
form a link to the subsequent chapters, all of which will revolve around
ethnomusicologyas an approachto the study of musicsof all peoples.This tripartite
structure (reflecting the use of three overarching types of method) resemblesthe
'disciplined' transmissionof ethnomusicologyitself,
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Transmitting Ethnomusicology-Expressing Culture
Modem ethnomusicologyis often signified by certain canonic approachesto the
study of and writing about musics (see also Bohlman 1992a, 1992b), which
ethnomusicologistswish to understandin and as culture (see also Merriam 1964).'
This samefocus seemedequally significant at universities in the UK and Germany
where I often encountereda predominantlyanthropologicalorientationto the study of
ethnomusicology and world musics. Many ethnomusicologistsindeed presented
ethnomusicology as part of anthropology, thus constituting the anthropology of
music:
Ethnomusicologists try to discover what people, music-makers
themselves,think is part of their music, and why they are doing it, and
what's it all about, what's at the heart of it for them. We are very
easily distractedby details of notes and specialist stuff, that we as
specialistscan measureand weigh and compare,whereasin fact many
of the people who are... creating music... it's about words, or
feelings, or emotions.... I guess,in an ideal course,I would repeatall
this stuff at the end to emphasiseagain that theseare humansmaking
music, and it's all abouthumanity,not really aboutthe music. Tlie end
point is abouthumanity.[JonathanStock,Sheffield, 6 October2003]
The anthropologicalfocus even shapedand impacted on the title of a world
music surveycourseoffered to studentsat the University of Bangoron the basisthat:
Ethnomusicologyis part ethnologyand musicology, so I want to keep
the anthropological side strongly eminent in using the title 'world
cultures'... avoiding the ambiguous term 'world music. [Caroline
Bithell, Bangor,8 October2003]
The strong anthropological orientation of ethnomusicology transmission at
universities in the UK and Germany is particularly noteworthy as most
ethnomusicology and world music courses, and courses of study are situated in
Schools or Departments of Music. An exception occurs at QUB where
ethnomusicology is situated within the School of Anthropological Studies, and
describedby the Head of School, Kay Milton, as the anthropology of music on the
basisthat:

23In this chapter, 'modem ethnomusicology' refers to post-1950sdevelopmentsin the disciplining of
ethnomusicoIogy.The term 'modem' shouldnot be equatedto modernism.
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I don't really worry about whether we'd call it anthropology or
ethnomusicology.... It is clearly important that students of human
society and culture learn about music... becauseit's a big part of some
people's lives. And in a lot of non-Western societies it's a bigger part
of their culture and everyday life than it is for many people in Western
society. So I would say that an understandingof musical tradition... is
important for anyone who has the study of human culture as their main
aim. That's why I think ethnomusicology is actually better placed
within an anthropology department than it is within a music
department becauseI think it's important to understand[music] within
its wider social and cultural context... the role that music plays in
people's lives.... So I think ethnomusicology is important because
human
is
human
big
the
culture is
study
of
culture,
and
music a
part of
I
don't
it
is
do,
think...
that.
part
of
so
music
what anthropologists
really matters whether you call it ethnomusicology or the
form.
in
I think
it's
long
there
some
as
anthropology of music... as
that's the important thing. [Kay Milton, Belfast, 19 November 2003]
According to ethnomusicologist Suzel Reily (Figure 1-3), this has significant
implications, namely that students without any musical background can study music
both at undergraduateand postgraduatelevel, in contrast to those applying at QUB's
School of Music who must pass an entrance examination consisting of performance,
theory test and sight singing. This in turn affects module content (musical
transcription or analysis for instance, are completely omitted) as well as the level of
performance skill in world music ensembles.
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Ethno i im sIco 109ist Suzel Relly
all
& Idewil v; Queen's
Music
lecture
entitled
undergraduate
University of Belfast, 20 November 2003
Figure

1-3:
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At the University of K61n, I encountered
a more formally verbalised,yet
seemingly similar anthropologicalemphasis,whereby the focus of Musikethnologie
was first on context, and second on the types of musics studied: 'Subject of
ethnomusicologyis music in its cultural and social context. T'herebythe music of
Africa, America, Asia, Australia and Oceaniaform the field
of work.' (study rules
29/2003).' Here I also noticed a more pronounced
emphasis on the objective,
logical, almost scientific study of musical elements,instruments,
musical styles and
genres.This kind of approachwas characteristicof work in comparativemusicology
in the early twentieth century who 'focused mainly on the description
of tonal
systems,classification of musical instruments,and the implications of musical data
for the study of cultural diffusion' (Barfield 1997:163). Germanethnomusicologists
indeed still derive much of their approachfrom that discipline with an emphasis
on
'transcription and analysis of musical sound' (Rildiger Schumacher,K61n, 22 July
2004).1
This emphasiswas expressedprimarily in course descriptionsthat aimed to
provide a comprehensive musical overview. The University of K61n course
descriptionfor Musik in Bali, for example,illustratesthis:
After a detailed study of Bali's cultural history and the fundamental
characteristicsof its music, theselectureswill at first investigate the
featuresof the numerouskinds of instrumental ensemblesand their
music in regard to instrumental line-up, tuning and function of
instruments[and] in their ensembleplaying, formation, repertoire,use
and function. Ile musical overall picture will be completedthrough a
detailed discussion of the different forms of vocal music making,
particularly of sung poetry, as well as of the variety of dance and
theatre traditions. [University of Kbln, Annotated list of lectures
summersemester2004,page311

24Gegenstandder Musikethnologie (ME) ist Musik in ihrem kulturellen
und sozialen Kontext. Dabei
bilden die Musik Afrikas, Amerikas, Asiens, Australiens und Ozeaniens,die europäischeVolksmusik
und die PopuIärinusikdasArbeitsgebiet.[Studienordnung29/20031
25 die alte, gut-deutscheMusikethnologie, die letztendlich noch auf die Berliner Schule
zurückgeht,
...
also viel wichtiger eben Transkription, usw, und Musikklanganalyse.[Rüdiger Schumacher,Köln, 22
July 2004]
26Am Anschluß an eine einführendeBetrachtungder Kulturgeschichte Balis und der fundamentalen
Charakterzüge der Musik werden in dieser Vorlesung zunächst die Merkmale der zahlreichen
Instrumentalensemble-Artenund ihrer Musik hinsichtlich instrumentaler Besetzung, Stimmung und
Funktion der Instrumente im Zusammenspiel, Formbildung, Repertoire, Gebrauch und Funktion
untersucht.Das musikalische Gesamtbild wird vervollständigt durch eine detaillierte Behandlung der
verschiedenenFormen vokalen Musizierens, insbesondereder gesungenenPoesie, sowie der Vielfalt
von Tanz- und Theatertraditionen. [Universität zu Köln, Kommentiertes Vorlesungsverzeichnis
Sommersemester2004, Seite 3]
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Music-ethnologist RUdigerSchumacherindeed confirmed

my observations,

and explainedthat:
Musikethnologieis historically an area, which is of course closely
connectedwith the early developmentsof comparativemusicology....
Traditionally, a very strong emphasison structural analysisof music
as sound,and indeeda comparativeperspective....This has... already
changed.... In my opinion, the anthropologicaldirection has already
becomemuch stronger.At the momenthere, it balancesitself slightly
out. [RUdigerSchumacher,K61n,22 July 2004]'
Thus comparativemusicologyhas becomeless influential on musical studies
in German, and, in fact, Europeanmusic ethnology (Bohlman 1992a:129). German
ethnomusicologist Britta Sweers, trained in the Anglo-American tradition, often
similarly 'shows the centralpoints in the music... [as in] comparativemusicology....
I prefer showing musical examples,transcriptions.I mean theseare musicians;they
can read music' (Britta Sweers,Rostock,25 November2003), while at the sametime
placing significant emphasison the contextualstudy of musics, enabling studentsto
gain a relative understandingof music cultures."
During my research,I found that the different emphaseson anthropological
approaches,or those deriving from comparativemusicology, seemedalso to model
and shape the contents and methods pertinent to the transmission of
ethnornusicological knowledge. For example, course contents about historical
perspectivesin ethnomusicologyresembledan unevenemphasison different periods
in the history of ethnomusicology,such as the Germantradition, the Europeanfolk
tradition or the American perspective.At the same time, course contents often
revolved around specific kinds of music, usually traditional non-Western styles,
27 Musikethnologie ist von der Geschichte her ne Richtung, die natürlich mit den frühen
Entwicklungen der VergleichendenMusikwissenschaft sehr eng verbunden ist. Dadurch daß Mario
Schneider die ersten Jahre hier war, und seine Schüler gewissermaßenauch in dieser Tradition
ausgebildet worden sind, also insofern eine sehr, also von der Tradition her, sehr starke Ausrichtung
auf Strukturuntersuchungen von Musik als Klang, und durchaus auch eine, ja, vergleichende
Perspective. In the Praxis hatte sich das eigentlich schon unter meinem Vorgänger doch deutlich
gewandelt der beispielsweisesehrenge Kontake zu John Blacking hatte, usw. Da ist meinesErachtens
auch die anthropologischeAusrichtung sehr viel stärker schon geworden. Das hält sich so'n bißchen
t tzt die Waage. [ROdigerSchumacher,K61n,22 July 2004]
Da ich auch aus diesem Anglo-Amerikanischen Raum komme, ist für mich eigentlich diese
Mischung sehr, sehr wichtig, d.h. einerseitszentrale Punkte der Musik zeigen, also... ich denke mal,
daas ist auch die deutscheSeite wiederum, also die Vergleichende Musikwissenschaft.... Ich zeige
auch gern Musikbeispiele, Notenbeispiele.Ich mein, das sind Musiker; die können Noten lessen....
Und den Kontext finde ich eigentlich selbstverständlich....Der ist denke ich auch für die Musiker sehr
wichtig... Material..., mit dem sie sich selber relativieren können... und relativ erleben. [Britta
Sweers,Roctock, 25 November 20031
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which seemsclearly rooted in the subjectmatterstypically studied by comparative
musicologists. Yet at the same time, I frequently encountered a considerable
emphasison students'active learning through musical participation, rather than just
objective and passive knowledge transmissionin formal ethnomusicologyclasses.
Such transmissionmethodsseemto resonatewith the methodsand approachestaken
by most ethnomusicologistswho-through their anthropologicalfoci-often wish to
understandthe meaningbehindmusic making through the experiential portion of the
ethnographicprocess.
Such featuresobservedin the transmissionof ethnomusicologycan indeedbe
traced back to the methods and subject matters pertinent in early comparative
musicology, or alternativelybe found in modem ethnomusicology'santhropological
tendency.This I will turn to in the following section,starting firstly with discussions
on the differing historical perspectives encountered in the transmission of
ethnomusicologicalknowledge.
Looking back: historical perspectivesin the transmissionof ethnomusicology
Ethnomusicologycourses,both in the UK and Germany,frequently contained
studieson the historical developmentof the discipline of ethnomusicology.While at
most universities, historical perspectivesembodiedone issue among other pertinent
issues,in only few instancesdid an entire ethnomusicologycoursediscusshistorical
perspectives.At Queen'sUniversity of Belfast, for instance,the courseKey Debates
in Ethnomusicologyincluded four history-relatedsessions,whosetopics included: (1)
looking at the 'other' (as in earliest oriental music studies); (2) looking at 'self and
each other (as in comparative musicology); (3) pioneers in (American)
British
(4)
British
and
musicology.
ethnomusicology
ethnomusicology;
More generally,I found that there existedbroad agreementon the 'important'
historical periods in the developmentof ethnomusicology.Yet at the sametime, the
transmission of topics relating to the historical development of the discipline of
ethnomusicology seemedalso strongly be shapedby ethnomusicologists' concepts
and ideas,and country in which they transmittedethnomusicologicalknowledge.This
in
dichotomy
bipartite
approaches,which I wish to call the
generally reflected a
German-American, and the Gennan-European-American historical perspectives
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on ethnomusicology.In the following section,I will illustrate how theseviewpoints
are transmittedby ethnomusicologistsin the UK andGermany.

The Gennan-American perspective
I have earlier mentioned that at German universities, there still existed a
strong affinity to comparativemusicology,particularly in the formal transmissionof
ethnomusicological knowledge. Almost half of the course Einfil1hrung in die
Musikethnologie 1 at the University of K61n, for instance,focused on transmitting
this approach.The Freie UniversitdtBerlin (at the time of my research)equally called
its courseof study Studiengangin VergleichenderMusikwissenschaft(courseof study
in comparativemusicology).
In world musics courses,there also seemedto be a noticeable emphasison
classification, and a concern with the objective analysis of musical sound, while
focusing on universal schemes,tracing the evolution of music, or mapping global
culture areas(Cooley 1997:8). Studentsalso learnt that methodologiesinvolved the
systematiccollecting of (folk, exotic or primitive) musics,which was firmly basedon
field- and laboratory work, often referredto as 'armchair analysis' (ibid. ). This is not
to claim that Germanmusic-ethnologistsare unawareof, or uninterestedin, American
anthropologicalemphases,yet besidesan interest in anthropologicalapproaches,the
German tradition of comparative musicology seemed strongly to pertain among
Germanmusic-ethnologists.
At the same time, in my encounterswith American discourse, I found that
American ethnomusicologistsoften describedethnomusicology'shistory as a counter
result to the focus of comparativemusicology. At the University of Durham, the
by
Ethnomusicology
Introduction
this
to
reflected
concept
undergraduatecourse
(Erich
Hornbostel,
Curt
Sachs,
Jaap
discussions
from
theorists
von
early
of
moving
Kunst) towards discussionsof later theorists (Alan Merriam, Charles Seeger,Bruno
Nettl, John Blacking, Ali Jihad Racy), which clearly marks a history that directly
links

German comparative musicology with

American

ethnomusicology.

Ethnomusicologist Hae-kyung Urn similarly conveyed that 'ethnomusicology from
the very beginning... has evolved from anthropology... but, of course... from
November
2003).
18
This
Urn,
Belfast,
(Hae-kyung
comparative musicology'
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resembled a somewhat bipartite emphasis on two periods in the history of
ethnomusicology,namely Germancomparativemusicology and (mostly) American
anthropologyof music.
At the University of Sheffield, during a sessionon historical perspectivesin
ethnomusicology,Andrew Killick, trained and experiencedas a teacherat American
institutions, provided a studenthandoutentitled American Ethnomusicologyand the
Berlin School.The handout'stitle and contentindeedreflectedthe view that, from an
American perspective,disciplines other than comparativemusicology had played a
minor role in the emergence of modem ethnomusicology. Instead modem
ethnomusicologyemergedin American academiaas a direct counter-developmentto
German approaches.Thus both, the Berlin School and American ethnomusicology
were transmitted as undeniably and directly intertwined, and according to this
perspective,one is regardedas the direct result of the other. Philip Bohlman supports
this claim and suggestedthat:
Ethnomusicology in the United States, in contrast [to European
comparativemusicology and folk music studies],found supportfor its
activities primarily in the institution of the university. The collegial
atmosphereand daily fare of the university, of course, demandeda
recognition of differences, especially as the American university
embarked on several decades of building international Programs.
Otherness therefore entered the curriculum of ethnomusicological
study, where it was sanctionedby the institution and crafted by the
many disciplinary languagesof the academy.(Bohlman 1992a:129)
If suchan approachwas adoptedby the ethnomusicologist,studentsleamt that
since the 1950s, ethnomusicology,while drawing most frequently from American
cultural anthropology, has moved away from a modem-era science paradigm and
towards more experiential forms of fieldwork, away from classification, description
and explanation of music structuresand towards attempts to understandmusic as
embeddedwithin society and culture. Ile ethnomusicologisttransmittedto students
that this newly emerging anthropologicalstudy of all musics focuseson what music
is
listeners.
Modem
its
thereby often
to
ethnomusicology
creators
and
means
German
direct
having
of
early
approaches,
counter
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The Gennan-Eurol2ean-American perspective
While the previoushistorical perspectivestressesthe direct interrelatedness
of
comparative musicology and American ethnomusicology, ethnomusicologists,
notably in Europe,also emphasisedthe notion of 'hidden voices', underlining the fact
that the Europeancontributionto modemethnomusicologyis mostly absentin current
(and American-dominated)ethnomusicologicaldiscourse." Someethnomusicologists
suggestedthat 'ethnomusicologylargely... coheresto the journal [Ethnoniusicology],
I suppose,and the society [SW,

at leastin their [American] world view.... It means
that peoplewho are outsidethat get a little bit left out of the story.... I think it is more
dangerousin the English language' (JonathanStock, Sheffield, 13 October 2003).
Othersfelt that sucha 'slightly linear approach...is not possible... to really trace the
history of ethnomusicology... becauseit would be rather futile' (Hae-kyung Um,
Belfast, 18 November2003).Rildiger Schumachersimilarly conveyedthat:
There is [not] much discourse... which illustrates [the history of
ethnomusicology] holistically... [and] reflects on or looks at the
ideology of ethnomusicology, which shows how certain musicethnological approachesare committed and connected to different
intellectual periods in time.... Local, regional traditions... are not so
well-known, or perhaps deliberately silenced by some becausethe
general historical overviews of ethnomusicologyusually... [include]
comparativemusicology in Berlin.... whereby at times this is rather
illustrated as monstrousor abstruse.And then it only [concludes]with
the developmentsafter the secondworld war in the US, and otherwise
tabula rasa. And that I cannot imagine. We have called this 'hidden
voices', question mark. There are thus many voices, which have not
yet entered consciousness.... In many countries in the Eastern
European region other people have developed their own valuable
methods for research and presentation.... That is, in my opinion,
necessary[for a] well-balancedhistory of ethnomusicology,and not
just to select the so-called international highlights. [Radiger
Schumacher,K61n,22 July 2004]"
29 For example, the programme of the XXI European Sen-dnarin Ethnomusicology, organised by
ethnomusicologistRodiger Schumacher(Kdln; August 2005) included five sessions(that is 15 papers)
on Hidden Voices - European Traditions in Ethnomusicology, which acknowledged the (hidden)
Europeancontribution to modem ethnomusicology.
" Eines dieser Themen geht um... Traditionen der europäischenMusikethnologie, also vor allen
Dingen lokale, regionale Traditionen. Man könnte auch sagen, nationale Traditionen, die nicht so
bekannt sind, vielleicht auch bewußt von manchen totgeschwiegen warden, weil die allgemeinen
Geschichtsüberblicke der Musikethnologie sehen ja so aus, da steht n'bißchen eben Ober die
Vergleichende Musikwissenschaftin Berlin... drin, wobei das manchmal so'n bißchen als monstrous
oder abstrusdargestellt wird, und dann heißt es nur eben die Entwicklung nach dem 2. Weltkrieg in
den USA, und sonst tabula rasa. Und das kann ich mir nicht vorstellen. Das haben wir ddann genannt
'Hidden Voices' Fragezeichen.Es gibt also sehr viele Stimmen, die bislang noch nicht ins Bewußtsein
gedrungen sind.... Daß in vielen Ländern im osteuropäischenBereich ganz andere Leute ganz
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For this reason,someethnomusicologistsin my research,both in the UK
and
Germany, clearly emphasisedto their studentsthe ways in which
ethnomusicology
also absorbedinfluences from other disciplines, among them the Europeanfolklore
movement.For instance,at the Hochschuleffir Musik und TbeaterRostock,the study
of Europeanfolklore appearedfrequentlyin lecturesand classes,which reflectedthe
ethnomusicologist's own specialisationin British folk music. In one session,for
instance, Britta Sweers talked about Bela Bart6k's Mikrokosmos, and included
examples of his field recordings that have informed Bart6k's composition,
emphasisingthat a fuller understandingof this music necessitated(besidesmusical
analysis)also contextualisation.
At the University of Sheffield, students leamt that influences on the
developmentof ethnomusicologyhave generally been shapedby four disciplines,
including (besidescomparativemusicology,historical musicology and anthropology)
the Europeanfolklore movement.Providing a conciseoverview to draw comparisons
(and including also referenceto early studiesof Native American music; Figure 1-4),
ethnomusicologist Jonathan Stock tried to avoid the danger of transmitting an
American-centrichistorical perspectiveon ethnomusicology:
I wantedto make clear... that we come from different places,and that
it works differently in one country or continent than in another....
Overtly American concerns... are not the only concerns... [i. e.] von
Hombostel is only important as he has influenced those guys in New
York, and so on, which is... kind of selectivehistory.... I think, to an
extent they [American ethnomusicologists]are right [to suggestthat
modem ethnomusicologyis 'American'], but only to an extent.... If
you were Italian, or French,or German,or whatever,you'd be reading
the national journals in those places, and it would be very easy for
them to turn to their local language research, whereas perhaps in
English... we turn to English-languageresearch, which is all by
Americans anyway... so we slip most easily into that mistake.
[JonathanStock, Sheffield, 13 October2003]
This historical perspectivetransmittedto studentsa contrasting view on the
development of modem ethnomusicology,thereby discarding the notion that the
predominant influence came from (American) anthropology and with it the study of
wertvolle eigene Methoden auch der Forschung und der Darstellung entwickelt haben, das ist
eigentlich gar nicht bisher in's Bewußtseinvorgedrungen.Das ist mienes Erachtensnotwendig, wenn
man wirklich eine ausgewogeneGeschichteder Musikethnologie schreiben will, und eben nicht nur
die sogenannteninternationalenHighlights rausgreift. [Rüdiger Schumacher,Köln, 22 July 20041
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all musics,and a focus on ethnographyas a methodof researchand way of writing.
Instead,ethnomusicologistsalsoemphasisedthe differencein fieldwork
and folksong
classification in the European folklore movement that tended towards scientific
approachesin order to collect, compare and explain music as object for musical
analysis.
Fieldwork

Cross-cultural

Insiders' voices
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Figure 1-4: Summaryof key-points during a lectureon historical perspectiveson ethnomusicologyby
JonathanStock; University of Sheffield, 13 October2003

Interestingly, the concernsand approachesof folklorists somewhatresonate
with those of comparative musicologists, both stressing so-called 'scientific'
"
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(that is a concern with tradition) often seemedequally significant among modem
ethnomusicologists in the UK and Germany both in their research and the
transmissionof ethnornusicologicalknowledge at universities. This I will turn to in
the following section.

" In my own experience, folkore's concern with collecting, analysing and classifying so-called
'traditional' musics seemsto have opened up in recent years, and some folk scholars and musicians
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matter.
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thus refer to a rather 'traditionalist' folkore.
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Transmittingmusicsnotfrom hereand now: ethnomusicology'ssubject
matters
Many early ethnomusicologistsacceptedKunst's (1959) conceptof the study
of all musics,exceptpopular entertainmentmusic and Westernart music, and indeed
until recently, academiahas upheld the notion of musical authenticity and so-called
authentictraditions (Feld 2000:10).Yet this concernwith the traditional and authentic
is now widely recognisedasrootedin 'the long EuropeanRomanticcelebrationof the
native (the peasantand the African) as more real (becausemore natural) than the
civilized Westerner' (Frith 2000:308). Ile world's musics (here used to denote
ethnomusicology'ssubject matter) thus encompassnot only authentic non-Western
styles,but also art and commercialpopularmusics.
At the sametime, early ethnomusicologywas still characterisedby the notion
of discovery and exploration, yet today, 'ethnomusicological research is less a
discoveringresearch simply becausetoday,one doesnot just travel relatively blue...
eyed into the world ... to discoversomething...completelynew, that nobody hasever
heard... and documented.Instead,it is concrete,very specific questionsbasedon an
existing foundation, which initiate research. Thus this general [notion ofl discovery...
plays a lesser role in modem ethnomusicology' (ROdiger Schumacher, K61n, 22 July
2004). 32

Despite this, some ethnomusicologistsstill today often concentrate on
exploring older repertoires characterisedby recognised aspects of the tradition.
During my research,I encounteredone ethnomusicologist,who clearly saw herself in
the light of discoveringtraditional music during her fieldwork:
When I set out to do my fieldwork, I didn't know how much music I
would still find becauseI had read stuff.... But I didn't know how
much music I would find still with its primary functions intact until I
got there... and I had read about musics dying out.... People kept
saying it's like a swansong,it's breathing its last breath. But then I
would arrive at thesefairs, half way up a mountain in the middle of
the night and just find lots of people singing, improvising and.... I
would ask: 'What's that songyou just sang?' and they would say: 'It's
32Die musikethnologischeForschung ist heute weniger eine entdeckendeForschung... einfach weil
man heute nicht mehr relativ blauäugig in alle Welt fährt und jetzt will ich mal entdecken was es
gibt... was ganz Neues, was noch nie jemand gehört... und dokumentiert hat. Sondern es sind heute
eben doch sehr konkrete, sehr spezifische, auf einem bestimmten, bereits existierenden Fundament
aufbauendeFragestellungen,die die Forschungbewegen.So diesesallgemeine Entdeckenspielt in der
Musikethnologie eigentlich weniger ne Rolle auch. [Rüdiger Schumacher,Köln, 22 July 2004]
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aboutlast year aboutmy dog... ' It was still happening...it was sucha
relief. To find that it was happeningfor real was deeply satisfying at
lots of different levels, particularly since it seemed
quite happily to
coexist with what was at surface level in the towns
the
...
cosmopolitan.... But then in particular, they were still creating,often
quite deliberately,spacesand contextswhere they can operatein the
old way, which seemedto be in spaceand time apart,off the big track.
[Caroline Bithell, Bangor,8 October2003]
Similarly, much educationaldiscoursehasbeenbasedon the assumptionthat
world musics are folk, ethnic or traditional. This is further apparentin the fact that
ethnomusicologistsfrequently write for educational readershipsabout the (often
traditional) musics they specialisein. For instance,Stock (1991,2002b) examined
possible ways of teaching traditional Chinese erhu music in schools or colleges.
Kwami (1995) proposeda particular frameworkfor teachingtraditional West African
music in primary, secondary and tertiary educational institutions, while others
discussedthe transmissionof Indian (traditional) art music in the West (Farrell 1992).
Othersevaluatedpedagogicmethodsfor transmittingnon-Westerntraditional musical
instruments in the West, such as the mbira (Marx 1990; Klinger 1996) and tabla
(Farrell 1997),also offering suggestionsfor transferringtraditional teachingmethods
from India (Farrell 1986)and Ghana(Wiggins 1996)into Westernformal education.
Studenttextbookstoo haveoften focusedon traditional world musics.
At the sametime, certain other types of music have until recently beenabsent
in ethnomusicological discourse, among them Western art music and European
folklore. Indeed,ethnomusicologistshave often taken a geographicalapproachto the
study of musics and sought out an 'exotic locale' (Barfield 1997:190) for their
research. They have thereby adapted a 'foreign-cultures perspective' (Shelemay
2001:xiv) that seemingly upheld binary oppositions between self and other. I thus
became particularly interested in the ways in which modem ethnomusicology's
claims to an inclusive stance (encompassingmore popular musical styles and art
musics both non-Westem and Western). is utilised in the transmission of
ethnomusicology.
Yet basedon my observations,I found that ethnomusicologists'concernwith
traditional non-Westernmusics seemingly (at least to some extent) determinedthe
subject matters transmitted at universities, and indeed frequently encounteredin
world musics coursesa predominanceof musics that may be deemedtraditional (as
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opposedto popular) and that are not from the West. At the University of Durham,for
instance, I encounteredan emphasison 'the study of types of
music that do not
belong to the Western art-music tradition (i.e. oriental, African, Irish folk,
etc.)...,
including ethnic musics' (Music DepartmentHandbook2003/04).Ethnomusicologist
Hae-kyungUrn similarly explainedthat 'the way I put everythingtogethervery much
reflects my own interest... and also... the root of my journey, my way' (Hae-kyung
Urn, Belfast, 18 November 2003), while Britta Sweersconveyedthat 'art music is
normally rarely coveredin a lecture' (Britta Sweers,Rostock,24 November2003)."
Also, where they did occur, popular musics were often treated separatelyto
the traditional styles. David Hughes, for example, explained that 'my East Asian
course has maybe twenty percentof pop music in it.... which is a matter of staff
interest' (David Hughes, SOAS, II November 2003). Meanwhile, courses in
ethnomusicology included popular musics and musics from the West more
frequently, while at the sametime reflecting a rather separatistapproach,dividing the
world's musics into traditional and popular styles, which was not just evident at
undergraduate, but also at postgraduate level. Most world musics and
ethnomusicologycoursesthus included an elementof popular world musics,while a
considerably smaller number of courses-in fact, only two undergraduateand one
postgraduatecourse(s)-were entirely basedon popular styles acrossall eleven UK
and two German universities (see also Appendices I and 11). In some instances,
discussionsof popular musics occurred at the end of courses,for instance in Key
Debatesin Ethnomusicology(see,for instanceQUB), focusing briefly on the concept
surrounding'the global and the local' in week eleven.
In other instances,popular musics occurred more frequently throughout a
course,for instancein Music in Africa (see,for instanceBangor). Ethnomusicologist
Caroline Bithell strongly advocatedthe inclusion of popular musics into this course,
and commentedthat:
When I first designedthat module, I was also thinking of appealing
beyond the little ethno-groupwho had taken the first year courseas a
I
looking
was
more towards the popular music
and
pre-requisite,
it
from
to
some
extent
a sociological
at
who
also
come
people as well,
perspective,althoughthey also do pop music composition too. So it is
in that social, political area as well.... I thought it was an ideal
33Daß eine Vorlesung auch Kunstmusik behandelt, ist eher selten normalerweise. [Britta Sweers,
Rostocký24 November 20031
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'continent take' to present, not so
much in a sort of
ethnomusicologicalghetto or exotic ghetto... looking at the variety of
musics, not just traditional music, or folk music.... There is much
scopeto bring in popular music as well.... So it is part of a move to
get it out of the ethnomusicologybox... which is important politically,
in particular to seeAfrica as 'traditional' and the
rest of the world as
moving on... so going against some of those prejudices. [Caroline
Bithell, Bangor, 15 October2003]
In Germany,ROdigerSchumachersimilarly offered a course in world
music
or 'world beat... and particularly... how it is to be understood... [including] the
important mechanismsof production,distribution and reception... and
genre-specific
topics, such as Rai and Salsa' (Rijdiger Schumacher,K61n, 22 July 2004).1
Ethnomusicologist Britta Sweersconveyed that 'as it is an introduction to
world
music, the idea simply is, on one side that they are enabledto listen to the traditional,
but then also that what so to speakcanbe heardat the outer surface.That means,
with
mbira, isacathamiyaetc, I have of coursealso played Paul Simon... so that they can
realise the different levels, and relate theseto one another' (Britta Sweers,Rostock,
24 November2003)."
Ethnomusicologistsoften suggestedthat including more popular styles in
students' encounterswith world musics does not only help challenging some of the
preconceptionsthat students bring to such a world musics course, but also has
pedagogicaladvantagesin making the music more real and relevant to the novice
learners. At the same time, some ethnomusicologists have argued that the
transmission of ethnomusicologyshould begin with a discovery of students' own
personal and familial musics, also including 'musics next door or across town'
(Shelemay 2001:xiv), and then extend to the expressionsof others. Transmitting
world musicscan thus move from the local to the global, whereby 'students' ability to
transfer features from known to "new" and unfamiliar music is the ultimate
demonstrationof musical learning' (Campbell2004:128).EthnomusicologistAndrew
34World music als Kurs... world beat... und zwar ausgehendvon den wichtigsten Grundlagen was
woollen wir darunter verstehen... die wesentlichenMechanismen von Produktion, Distribution und
Rezeption... und genre-spezifischeSachen,wie Rai und Salsa. [Rüdiger Schumacher,Köln, 22 July
2004]
35Da es ne Einführung in die Weltmusik ist, ist die Idee einfach, einerseitsdas Traditionelle, daß sie
das zu hören bekommen,und dann aber auch das, was man sozusagenan der Außenoberflächehört,
d.h. bei mbira, isacathamiya,usw. Hab ich dann auch natürlich Paul Simon gespielt... so daß sie die
unterschiedlichenEbenenauch wahrnehmenkönnen, und das in Bezug setzenkönnen. [Britta Sweers,
Rostock, 24 November 2003]
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Killick equally proposed including familiar musical examples
and moving away
towardsmore unknown cultures,suggestingthat 'a coursein the roots of the students'
own music would be a coursein world music, as comprehensiveas any such course
can be' (Killick 2000:14).
In fact, during my research,I encounteredsomecourses,which also integrated
examplesof Westernmusics,both from art andpopular genres(seealso Appendix HI
& IV). EthnomusicologistJonathanStock, for instance,included musical
examples
for ethnographicillustrations taken from 'here and now' on the basis that 'students
may still have the impression that ethnomusicologistsonly study foreign people'
(Jonathan Stock, Sheffield, 6 October 2003). Such emphaseson transmitting all
musics, including musics at home and contemporarymusical styles, indeed reflect
modem ethnomusicology's distancing from earlier models of comparative
musicology and folklore studies, and instead emphasisesan ethnomusicological
approach towards musical understanding.Ethnomusicology's major concern thus
revolves around the anthropological study of music in and as culture. Caroline
Bithell, for instancesuggestedthat:
For me the central defining point is looking at... music... in the
context of the people who are making that music.... One of my
studentswantedto... do her dissertationon Yoko Ono. I was amazed
that people study 'us' in ethnomusicologythesedays, becauseto me
that's not ethnomusicologyas it were, classicethnomusicology,partly
becauseit was looking at recent people who were still alive. But for
me it is actually the people being there that is important in being an
ethnomusicologistmyself. [Caroline Bithell, Bangor, I October2003]
To many ethnomusicologists,this focus on the anthropological perspective
equally pertained to the ways in which they transmitted ethnomusicological
knowledgeto students.JonathanStock, for instance,intentionally blendedall kinds of
musics in Seminarsin Ethnomusicology,while explaining that:
The main point of this sessionwas to convey that music is socially
constructed,and becausesociety differs from place to place, so too
does their music.... I deliberately chose different music: traditional,
religious, irreligious, popular, classical... to cross time periods and
continents... in order to raise consciousness.To include many
different examplesmakesthe point that if we don't know what music
is, then at least we've got an open mind. [JonathanStock, Sheffield,
30 September2003]
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Reflecting on theseinsights,it hasbecomeclear that the current model for the
transmissionof ethnomusicologystill has to accommodatecontemporaryissuesand
phenomena,such as globalisationand hybridisation.Although this occurs,it is only
rarely integratedwell within courses,resemblinga separatistapproachthat divides
musics into clearly defined categories.While ethnomusicologistsmay have become
more interestedin hybrid musics in their research,they have yet to design more
hybridised and holistic world musics courses.A model for the transmission of
ethnomusicologythat more strongly acknowledgednotions of intercultural exchange
would also miffor more currentdiscourseon globalisationand locality.
The transmissionof musics that are traditional and not from the West also
reflects the work of early ethnomusicologists,whoseconcemswere still very similar
to that of comparativemusicologistswho excludedWestern art and popular music
(Merriam 1977:192,195). Yet the growing tendency towards anthropological
approacheshas meantthat ethnomusicologistsincreasinglydiscardedan emphasison
focused
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instead
on the study of musics as an approach
and
study,
subjectmatters
in order to understand'people making music' (Titon 1997:91). Ethnomusicologists'
focusing
in
culture,
and
on the meaning
as
music
and
concern with understanding
behind music making, evolved from the idea that music is a human expression.
Thereby they wish to assertthe extent to which music is meaningful to the people
involved in its performance.
In their methods,ethnomusicologistshave adopted anthropological methods
in order to understandmusic as 'humanly organized sound' (Blacking 1973:3), as
well as the whole human processeswithin which music is imagined, discussedand
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Join in! Learning ethnomusicology

by doing

Ethnomusicologists often advocated that 'ethnomusicology is
what
ethnomusicologistsdo' (David Hughes,SOAS, 11 November 2003). Stressingthe
doing of ethnomusicology,the most effective music educationoften similarly
entails
learning through active musical participation and involvement. My research has
shown that ethnomusicologistsoften engage students in hands-on and in-depth
musical experiencesin the formal university environment in order to reinforce
students' musical and extramusical(that is, contextual)understanding.17heysuggest
that the greatestvalue in transmitting ethnomusicologyand world musics is to give
studentsan appreciationof and respectfor the special skills and conditions required
to learn aboutand producemusics.
This, they recognise,will improve students' listening and motor skills, and
transfermore broadly to a deeperawarenessof music's place in culture, in both other
cultures and their own. In my participant-observationsacross universities, I
particularly encounteredan approachto the transmissionof ethnomusicologyand
world musics, which involved studentsin activities surrounding the listening to,
performing and composingof ethnomusicology,thereby engagingstudentsin world
musics and ethnomusicologicaldiscourse 'aurally, kinaesthetically and viscerally'
(Campbell 2004:xvii).
Some of these activities served directly as postgraduate training for
ethnomusicology, while others were implemented within music programmes, or
constituted an element of a single world musics or ethnomusicologymodule. In all
cases,however, theseactivities clearly resembledstudents'experiential portion of the
learning processduring the transmissionof ethnomusicology.These various ways of
spiritual and quality experiencingof world musics and ethnomusicology often led
studentstowards their deepestand most long-lasting learning. Active participation in
and experiencingof musical conceptsand processesthus representedthe highestlevel
of learning for students,while at the sametime reflecting modem ethnomusicology's
anthropologicalorientation.
Ibis tripartite structure to the disciplined transmission of ethnomusicology
that highlights the experiential portion of students' active (and, in some cases, social)
knowledge construction resembles an effective model for music education. Ilere
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haveindeedbeenother attemptsto identify andestablishan educationalframeworkin
this area.Concernedwith music educationmore generally,yet equally applicableto
world musics, is Swanwick's 'Comprehensive Model of Musical Experience'
(1979:55), which recognisesand takes into consideration'the level of involvement
with music in a consciousand deliberateway' (42), while promoting activities that
involve studentsin 'composition,audition and performance' (43). In British school
education,world musics are frequently approachedby meansof musical elementsor
concepts,an approachadaptedfrom the ways in which Western art music is taught
(see, for example, Wade 2004). As a counterproposal,Boyce-Tillman (1996:73)
suggesteda model 'basedon the premisethat all music can be viewed in a numberof
dimensionssimultaneously',namely Materials, Expression,Form and Values (ibid.:
56-7). Skelton (2004) proposesa tripartite model for teachingworld musics, derived
from ethnomusicologicalfundamentalconcepts:(1) entrde into the culture to gain
deep cultural understanding; (2) experience with the standard repertoire while
listening to music; and (3) gainingperformancecompetence.
None of thesemodelshas yet beenwidely employedin higher education,but
signs of attemptsto think along such lines are clear. Witzleben (2004) suggeststhat
Rice's (1987) influential tripartite approachto studying musical traditions can be
applied to the transmission of ethnomusicologyat Western universities, namely
learning about music as (a) historically constructed,(b) socially maintained,and (c)
individually
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pedagogicalresearchand conceptualisationin Germanythat is informed by modem
music-ethnology'(Invitation letter by AMMe, Bielefeld, 12March 2006).1
While non-conformity exists among ethnomusicologistsabout an effective
model for transmitting ethnomusicology,I wish to proposea tripartite framework on
which the subsequentthree chaptersare modelled, and which focuseson students'
active experiencing of ethnomusicology through listening, performing and
composing. Focusing on doing, rather than on the subject matters for study, this
tripartite structure absorbs the very essenceof ethnomusicology,which typically
revolves around the ethnomusicologist'sactive participatory observation of people
making musics.Embeddingethnomusicologicaldoing into the formal transmissionof
ethnomusicology,and thus involving studentsactively in the experiential portion of
the learning process,thus reflects the discipline's concern with an approach to the
study of all musics.
The subsequentchapterstructurehas also beeninfon-nedby more educational
concerns with 'strengtheningthe relationship between pupils and music [through]
direct involvement... seenunder three headings.They are composition,audition and
performance' (Swanwick 1979:42-43). Musical activities involving skill acquisition
and literature studies, two additional parametersin Swanwick's model, are seen as
being tangential to students' musical learning, as a deeper musical experiencecan
only occur through exposureto the central activities of listening, perforn-lingand
composing.In this way, the music can becomemeaningful and feelingful to students.
Sucha music education,he concludes,alsoresemblesaestheticeducation(ibid.: 58).

Join in! Leaming by listening
Listening to music activatespeople's minds and bodies to enter into a deeper
involvement with it. During my research,I found that ethnomusicologiststhus placed
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36Liebe Kolleginnen und Kolleginnen, Interkulturelle Musikpädagogik nimmt eine zentrale Stellung in
der öffentlichen Diskussion ein. Bisher sind jedoch in den Disziplinen Musikethnologie und
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Ethnomusicologiststherebyled studentstowardsa deeperunderstandingof a concern
with musics as 'something that sounds' (see also Bowen 1999:425). TIIis reflects
ethnomusicology'sshifting focus towards the listener, and 'towards the processof
hearing' (Randel 1992:16), while recognising that creative listening 'is as
fundamentalto music as it is to language'(Blacking 1973:10). Blacking, during his
researchamongthe Venda,learnedthat:
In societieswhere music is not written down, informed and accurate
listening is asimportantand asmuch a measureof musical ability as is
performance,becauseit is the only meansof ensuringcontinuity of the
musical tradition. (Backing 1973:10)
At universities, listening to ethnomusicologytypically involved studentsin
listening to live and recordedworld musicsperformanceson the basis that 'acquiring
familiarity with the soundsof the musicsof the world is an important objective of the
course' (Options book 2004/05,Music Department,GoldsmithsCollege of London).
Listening helped studentsto 'open their ears to "big picture" items, noting timbres
and textures, and melodic and rhythmic components of the music' (Campbell
20004:54). At the same time, ethnomusicologistsoften disregard musical notation
and analysisas a solemeansof understandingthe music:
From my point of view, analysis is much more about listening.
Looking at the thing on paper... helps you to work out the patternsbut
I want them to listen to the texturesyou can't put on paper. [Caroline
Bithell, Bangor,22 October2003]
While listening to musical aspects is central to a deeper musical
in lecturesand seminarsresembledyet
understanding,listening to ethnomusicologistS
anotherway for studentsactively to participatein the learning process,enabling them
to searchfor meaningbehind the music, while placing an equal emphasison musics'
complex extramusical associations.Such multifaceted listening impacted beyond
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section thus focuses on the ways in which students' varied ways of listening to
ethnomusicologyat universities shapedtheir perceptionsof self and other, while
consideringthe conceptof identity as socially and culturally constructed.
At the same time, students often brought preconceived concepts of
authenticity to ethnomusicologyand its transmission,which was often reconstructed
in powerful ways through the physical, material,literate and sonic spaces,as well
as
ethnicity of the ethnomusicologistencounteredby students.The secondsectionthus
revolves around discussionsof authenticity (here denoting 'tradition') as a result of
students'cultural construction,while illustrating, through various examples,the ways
in which authenticity shaped students' listening to and experiencing of
ethnomusicologyat universitiesin the UK andGermany.
Listening to ethnomusicologyand its concernwith people making music also
often led students towards heightened tolerance and compassion towards other
people, thus led towards their expressingof democratic values. Ethnomusicology
itself has often been regarded as a democratic discipline. The third section will
consequentlyillustrate the ways in which students'engagementwith and experiences
of listening to musical and extramusicalaspectsresultedin democraticnotions during
the transmissionof ethnomusicology,some of whom discardedmusical exclusions
and eliminated the binary oppositionsbetween 'high-pop culture, sacred-secular,
constraint-freedom... as equatedwith good-evil...
self and the Other' (Randel 1992:19).

[and] the opposition between

Join in! Leaming by performing
Direct participation in music making often complementedthe more theoretical
listening to ethnomusicology, which reflected ethnomusicologists' concern with
understandingpeople's rich and intertwined experiencesthrough participating and
observing, and experiencing for themselvespeople's musical and everyday life.
Ethnomusicologists thereby often advocated that in order for music's ability to
expresssocial attitudesand cognitive processes,to be useful and effective, it must be
'heard by the preparedand receptivecars of people who have shared,or can sharein
its
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the
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creators' (Blacking 1973:54).
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Educationiststoo often suggestthat effective musical learning
occursthrough
students' engagementin performanceand participation in the music itself, drawing
studentsinto 'singing, playing along,and getting the musical grooveinto their bodily
movement' (Campbell2004:xviii). During my researchacrossuniversitiesboth in the
UK and Germany,ethnomusicologistsclearly emphasisedperformanceexperiences
in their ethnomusicologyprogrammes,yet institutional constraintsoften hindered
a
full embedding or integration. Performing ethnomusicology thus often involved
students'seeing-hearing-tryingof musical instrumentsand occasionalworkshopsled
by guest musicians,resemblinganinzationthat often generatedheightenedlevels of
enjoymentin students.
At other universities,ethnomusicologistsoffered opportunitiesfor studentsto
engagein longitudinal performancepractice,and to learn performing as a technique
for research. Often culminating in a final performance, this form of performing
ethnomusicology led studentstowards focusing on music-as-music,while feeling
heightenedlevels of performanceanxiety. In someinstances,studentswere engaged
in performing ethnomusicologyso as to gain insightsinto a music culture, which they
wished to study and understandduring the writing of music ethnography.Here,
studentssimilarly conveyedemotionalexperiences,yet (contrastingto the outwardly
directed emotions of enjoyment and anxiety) such emotions seemedto be more
inwardly directed.
Indeed, studentexperiencesof performing ethnomusicologyresembledmore
directly the point of their musical learning, which I will illustrate in Chapter 111.
Locating performing ethnomusicologyalong a tripartite continuum, I will specifically
highlight students' differing experiencesduring the discovering of material culture,
expressionand from, and values in university education.At the same time, I will
discussstudents' expressingof heightenedlevels of emotional responsesin form of
enjoyment and anxiety, both of which seemed to share a dichotomous
interrelationshipwith one another.This I will explain in the excursion on Music and
Emotion, while illustrating the ways in which students' emotions were socially and
culturally constructed.
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Join in! Leamin by comj2os'
ing
-g
Music educators often suggest that the deepest level of students'
active
musical engagementoccurs during student-centredprocessesof composition, which
necessitatesand generatescreativity. Yet musicalcompositionin a non-Westernstyle
has typically been absentin higher education.Instead,I encounteredactivities other
than musical composition that were equally creative, namely the composing of
musical transcriptions and ethnomusicologicaltexts. Since the composing of both
transcriptionand ethnographyis indeedat the heart of ethnomusicologicalenquiry, it
is not surprising, then, that both were frequent activities in the transmission of
ethnomusicologyat universities.
Transcription projects required heightenedlevels of listening engagement,
drawing on students'creative cognitive processesat multiple levels simultaneously.
Most ethnomusicologiststhereby placed an emphasis on the various ways of
transcribingmusics,while equippingstudentswith the necessaryskills and abilities in
order to gain a richer (and emic) understandingof music and culture. In ChapterIV, I
will illustrate the ways in which students approachedthe transcribing of world
musics. I will also critically reflect on the problemsrooted in students'appropriation
of world musics into Westernmusical paradigms,and thus the Eurocentric attitudes
and perspectivesoften broughtby studentsto the composingof a transcription.
Composing ethnomusicologicaltexts resembled another pertinent activity
during students' educational encounters,which I will turn to in the subsequent
section.The texts createdby studentsoften reflected the very concepts,methodsand
values inherent within the discipline of ethnomusicology.7le composing of these
texts helped students to conceptualisewhat they observed, heard and felt during
fieldwork. Here, studentswere encouragedto go into communitiesand study a living
local culture, connect with real musicians and audiences, while interviewing,
recording and writing ethnography. During participatory observations, students
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At the same time, I will highlight numerousfactors that have impacted on these
strategies, including the reading of ethnomusicological discourse, ethical
consideration, supervisor feedback and examiner recommendation.Finally, I will
assessthe ways in which composingethnographyimpacted upon studentsin order
better to understandtheir changesin attitude and perspectives.Here, I will illustrate
the unique ways in which composing ethnography led towards students'
transformationthroughtheir recomposingof self,
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LISTENING TO ETHNOMUSICOLOGY
Listening is often thought to lead studentstowards a greater understandingof and
appreciation for the music and its makers (Campbell 2004:xvii). World music
education through listening obviously provides firsthand encounterswith a broad
representationof the world's musical expressions.Yet the title for this chapter
Ustening to Ethnomusicology' is used here in a far broader sense,connoting all
educationalactivities involving not only students'listening to the world's musics,but
also their listening to ethnomusicologists during lectures and seminars. In
approachinglistening, the chapterfocusespredominantlyon-listens to-the voices
of studentswho have been encounteringthe world's musics at British and Gen-nan
universities.
Listening leadsto experience,just as existing experienceinforms the process
and contexts of listening. Of course,experiencesdiffer for each individual as they
emergefrom personalmotivational and interpretationalrelevancies,even while they
are shapedby social processes.For this reason, I will situate students' personal
experiences within the broader social and cultural contexts in which they are
embedded.In this chapter,I thereforeaim to understandstudents'often complex and
entwined listening-based experiences as they try to make sense of particular
educationalencounters.
In doing so, I wish to ask the question 'what it is like for a person (ourselves
included) to make and to know music as lived experience?' (Titon 1997:87). Titon
describesthis approachas having an underlying emphasison 'understanding(rather
than explaining) the lived experienceof people making music (ourselvesincluded)'
(ibid.: 92), and Rice (1997:113) equally aims at understandingand interpreting 'the
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advocatesof phenomenologicalhermeneuticsencourageethnomusicologiststo draw
on their own 'experiential, subjective knowledge of the force of meanings and
intentions' (ibid. 114) in their studies.Accordingly, in some parts of this chapter I
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The first section of this chapter will examine the relationship between
students' experienceof listening to the world's musics and the impact of those
experienceson students'socioculturalidentities,demonstratedin their expressionso*f
taste and motivation. This sectionis followed by a discussionof the role played by
ideas of authenticity in directing students' listening experiencesof the world's
musics. In the final section,I considerthe impact on students'musical experiencing
of movesaway from canonising-the institutionalisationof certain music culturesfor
study over others-and towards expressinga form of global democracy,a belief in
equality between all people and their musics. Here, I assessethnomusicology's
capacity to increasestudents'awareness,tolerance,understandingand acceptanceof
the world's different cultures,its peoplesand their music.
Overall I wish to understand the varied ways in which listening to
ethnomusicologyproduced senseand conveyedmeaning to students.Writing in an
ethnographicstyle (Van Maanen 1988)to capturestudents'complex experiencesand
feelings, I will show that students'conceptsof identity, authenticity and democracy
are socially and culturally constructed and at the same time shaped by their
experienceslistening to ethnomusicology.

Listening to Music-Experiencing Identity
In my analysesof students'experienceslistening to ethnomusicologyand the world's
musics, one particularly pertinent themecrystallised,namely the conceptof identity,
'the cultural mode of imagining belonging, or shared substance...' (Stokes
2003:246). While connections seem to exist between social groups and the
characteristicsof 'their' music, it has been suggestedthat music representsa source
for the construction of a coherent sociocultural identity and becomesan object in
which groupsof people can seetheir central valuesheld and reflected (Stokes 1994).
Thereby different kinds of musics convey the identities of individuals and groups,
mediate and produce representationsof social categories. Indeed, 'music has a
formative role in the construction, negotiation and transformation of sociocultural
identities.... In this view, music engenderscommunitiesor "scenes";it allows a play
with, a performance of, and an imaginary exploration of identities' (Born and
Hesmondhalgh 2000:31). Yet the construction of identities through expressive
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activity suchas music is still a contestedarea,because'the musical sign operatesas a
marker of identity in more complex, and often rather arbitrary, ways' (Stokes
2003:247).
In my research,I found that the different kinds of musics encounteredin
classesand workshopsseemed-to some extent-to reflect, model or resonatewith
the identities, experiencesor structural positions of different groups of students,
mediated through students' expression of musical taste. In other words, music
included those with similar, and excluded those with different musical preferences,
for music's potential is both integrative and disintegrative,a basisfor forming social
relationships and separating between different social groups (see also BarberKersovan 2004). Thus music united certain students and stimulated a feeling of
belongingto that community, and this was often markedby students'musical taste.
There are two approachesto understandingtaste, referring (a) to people's
abilities to make critical judgementsabout artistic works, for instanceto differentiate
between 'good' and 'bad' music, and (b) to 'aestheticchoices [which] are embedded
in social relationships.... These choices work symbolically to give expression to the
ways in which listeners identify

themselves socially'

(Leonard and Strachan

2003b: 373). The first view assumes that taste is 'natural'

and governed by

autonomous psychological or biological factors, so that taste becomes personal and
idiosyncratic. The second view, by contrast, suggests that taste is 'artificial'

and

socially shaped. It advocates that aesthetic judgement is greatly informed by the
social identity of the audience, reflected in its social status, class, age, race, gender,
political and religious persuasion, and geographical location. Both views will be
considered in the following discussions of students' musical taste as a mediator of

identity.

Tasteas a 'natural' concept?Differentiating between'good'and 'bad'music
At its most basiclevel, music becomesa symbol of identity through its sounds
identity,
different
distinctive
itself
Sound
markers
of
of
contains
and settings.
for
instance,
Sound
through,
of
place
and
past
a
sense
convey
can
meanings.
instrumentation,rhythms or specialplaying techniques,and becomesmeaningful with
the associationsthat emergefrom music making and social interaction. Further layers
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of meaning may be derived from the text, tune, dance, instrumental practice or
performancestyle. Lyrics, in particular,play a centralrole as an integral part of sound
in evoking meaningand memory.Wherevermusic is performed,music comesto life
when linked to people,placesand the broaderstreamof tradition.
Research(mostly quantitative)has claimed that Westernersprefer music that
is fast in tempo,hasregularrhythm and a clear melody (with many different pitches),
that evolvesaroundtonal centresand is consonant,containsregularphrasing,a bright
timbre and high complexity (see,for example,Shehan1986;Brittin 1996;Fung 1994,
1996; LeBlanc et aL 1999).According to this writing, Westernersalso prefer those
musical genresthat are 'smooth,loud, complexor moderatelycomplex in texture,and
moderate in the richness of embellishment' (Fung 1996:70), while preferTing
instrumental musical styles to vocal musical styles (Fung 1994). Yet broad
generalisationsabout aestheticchoicesand musical categoriesmust be treatedwith
caution. In the following sections, I exemplify-through

discussing numerous

contradictory examples-that it is actually impossible to sustain such sweeping
generalisationsabout students'aestheticchoiceswithin and around different musics.
In someinstances,however,students'musical preferencesdid reveal certainpatterns,
which could be duly contextualisedwithin specific social and ethnographicsettings.
In exploring these matters I worked particularly with a group of students
taking a first-year module entitled Musics of the World at the University of Sheffield.
This included a programmeof concentratedparticipant-observationsof world musics
in
focus
I
individually
both
followed
by
interviews
groups.
and
with
students
classes
further arrangedobservationalvisits to other institutions acrossthe UK and Germany.
There I also conducted participant-observations across a range of (mostly
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Frequently in my research, students commented that 'I enjoy listening...
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tempo, having many different pitches,highly tonal, very consonant,bright in timbre,
smooth-sounding,loud, and moderately complex in texture' (1996:79).' European
styles, such as Spanishflamenco, Portuguesefado or Greek rembeliko also clearly
seemedto be preferredby most students.Yet EasternEuropeanmusic sounded'out
of tune, but I prefer music with a clear, Westernmelody and less complex rhythms'
(Rachel,Sheffield, 17 October2003).
Fung (1996) arguedthat Westernersoften prefer much sub-SaharanAfrican
musics,also for their structuralorganisationinto repeatedverse-refrainform (seealso
Shehan 1986), featuressimilar to Western music. Yet I found that not all students
showed preference for sub-SaharanAffican music. One group of students for
instance,when confrontedwith Ghanaiandrumming expressedstrong dislike for this
music and reflected that 'it's all so awful though' (Angela, Sheffield, 10 October
2003). In a compulsorytranscriptionproject, most of thesesamestudentspreferredto
engagewith melodic rather than rhythmic musical examples.Iliey often selected
exampleswith a clear tone and texture.For example,Graemecommentedthat:
I find the instrumentsquite initating, especiallythe little metal bits....
If you could take off all thesemetal bits and make it a purer tone, Id
like that much rather! [Graeme,Sheffield, 17 October2003]
Popularmusic in any shapeand form was welcomedby most studentsbecause
'it has a regular phrasing,there is a clear melody, and the instrumentsare cool. The
rhythms in African pop music are really interesting... I don't like any weird
instruments' (Graeme,Sheffield, 17 October 2003). In fact, and upon listening to
African popular music for the first time, this same student expressednegative
preconceptions,finding that to his surprise,he actually enjoyed listening to the music:
That bit on African pop music wasn't bad actually. It was a lot better
than I thought it's gonnabe. It did soundquite good. When he said, it
would be an exampleof African pop, I thought 'Here we go... ' [with a
derogatorytone of voice]. [Graeme,Sheffield, 17 October2003]
Fung (1996) also found that Westernersdislike 'Asian music', yet my own
for
low
Asian
that
showed
preferences
certain
only
students
many
researchrevealed
1Fung's researchseemedappropriatefor comparisonto my own results, for the subjectsin his studies
included non-music majors and studentson a fundamentalsclass for education majors aged 18 to 36
(1994), and music majors and non-music majors at undergraduatelevel aged 18 to 69 (1996), of whom
the majority were American.
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musics. The traditional Taiwanese ensemble at the University of Sheffield for
instance, was quite unpopular, many students strongly disliking the
sounds and
timbres of the music. Graeme,again,claimed:
I hatethe timbresso much that I would neverjoin this ensemble.I just
couldn't stand the sound. I get a headache....It's just not nice. It's
horrible... It's just a horrible tone. [Graeme, Sheffield, 17 October
20031
Sarah agreed.This kind of music was 'difficult to listen to. It is actually
horrible to listen to with its loud, continuousreed instruments' (Sarah,Sheffield, 24
October 2003). Students'dislike for this particular genrewas a clear responseto the
'unusual' timbresand texturesoften found in Asian musics(seealso Shehan1986).
Yet to some English students,other Asian musics were hugely interesting,
particularly for younger male students. Chris, for instance expressedhis strong
interest in Japaneseculture, and particularly Japanesecourt music, a kind of music
which 'pleases and affects me. It's not about musical characteristics but its
atmosphericcharacter.The music uses the pentatonic scale, has no harmony and
moves quite slow. It is atmosphericand does somethingto me... ' (Chris, Sheffield,
20 November2003).
Turning to examplesof 'Middle Easternmusic', again I found that students'
preferencesdiffered, dependingon the kinds of Middle Eastern music they were
listening to. For instance,music performed on an Iranian santur seemedstrongly to
appealto most studentsin the group I worked with:
I don't know, but it soundedfamiliar.... It soundedreally nice because
it had a pure sound.... Yeah, the soundwas very clear, unlike African
music which is buzzing.... It soundedtonal.... It was easierto listen
to. I would like to know whether all santur music soundslike that,
whetherit's alwayssuchan easylistening. [group interview, Sheffield,
24 October2003]
Other 'Middle Eastern music', by contrast, often necessitated some
understandingof its complexities.Merely listening to this music, studentscould often
heterophonic
irregular
texture,
to
the
embellishments,
microtones,
rhythms
not relate
and wailing melodies.
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Taste as a result offamiliarity

In the previous section, I have shown that broad generalisationsabout
students' aestheticchoices with regard to large-scalemusical categorieslike Latin
American, African, Asian and Middle Easternmusics must be treatedwith caution.
Yet students' aestheticchoices revealed at times certain patterns, which seemed,
particularly in the group who I worked with, shapedby social and other outside
pressures,and governedby often complex cognitive and conceptualprocesses.This
may put into questionthe assumptionof whethermusical tasteis a 'natural' concept,
suggestinginsteadthat preferencesmay emergefrom other outsideforces.
During research,I often found that students'musicalpreferencesseemedto be
shaped by familiarity with the musical styles, particularly to Western styles and
idioms, often commenting that 'I like music that has a pretty melody and sounds
familiar, that has some familiarity to Western scales and is memorable' (Rachel,
Sheffield, 17 October2003).
I liked bestthe music of Latin America and somesub-SaharanAfrican
music. I found it harder to listen to Asian music becauseit's much
further from our music. Asian music seems more... we are more
exposedto Latin and African music, I guess.You probably never hear
Chinesemusic. [Rachel,Shcffield, 19 December2003]
By contrast, those studentswithout prior experiencesoften mentioned that
'non-Westem music is the sort of thing I find difficult to listen to. I need to study it a
bit more before I begin to appreciate it' (Emily P, Durham, 27 October 2003). 1 often
found that students were unsure about their reactions as 'music in a style with which
the listener is totally unfamiliar is experienced as meaningless' (Budd 1992: 162). In
another instance, the Sheffield students were required to select a track of non-Westem
music to conduct a transcription exercise. Most students chose an example that they
liked and believed to be easily transcribed. Interestingly, students' concept of an
6easy' example seemed to emerge from the track's familiarity to Western music in its
musical features:

I chose this example becauseI thought it would be easier to write
down, becausesomeof them I can't imagine how to transcribethem...
[Rachel,Sheffield, 17 October2003]
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I picked it, becauseit soundedfairly easyto transcribefor a start, and
it was one that I liked and I could listen to. [Chris, Sheffield, 20
November2003]
I have chosena piece from PapuaNew GuineabecauseI felt that this
would be fine to go aheadand transcribe.[Oli, Sheffield, 24 October
20031
I have picked a flamencopiece for voice and guitar becauseI am a
guitarist.... It doesn't sound ridiculously hard... so hopefully I can
work it out. [Graeme,Sheffield,24 October2003]
Studentsoften seemedto regard an 'easy' musical example to consist of a
melody with accompaniment.Studentsalso often selectedmusical examples,which
were melodic, rather than rhythmic. Tuning also played a role and to many students,
EasternEuropeanmusic sounded'out-of-tune'. They thereforechoseexampleswith a
clear, Western-tunedmelody andlesscomplexrhythms. According to one student:
It was one I thought... I could probably pick up becausethere is not
much going on. There is just one instrument,two sounds.One sound
is fairly constant,it doesn't really changemuch, and then the other
sound above that, it's just picking the rhythms and notes up. [Chris,
Sheffield, 20 November2003]
The examples show that what seemed familiar and felt good also often
appearedto be safe. Familiarity created in studentsa feeling of comfort, thereby
somewhatlegitimising the possibility of becoming attracted to the music. Students
more generally in my researchfrequently commentedon the fact that they could
relate to music that resembledWesternstyles on a personallevel and that 'it's music
that I havepersonalfeelings for, not music that I'm quite distant from.... It makesit a
lot more interestingto learn about' (Leah-Beth,Newcastle,9 March 2004).
Meanwhile, to students who were already familiar with other cultures,
important:
interesting
and
really
music
seemed
other
people's
studying
I have chosen all modules in Asian musics becauseI've got some
experience from my travels. I've got more knowledge of Indian
musics whatsoever...In my travels I went to East Asia and Southeast
Asia, so I thoughtI've got someexperience...and know what it's like.
[Emily V, SOAS, II November2003]
I have chosen [the module] Music cultures becauseI like Arabic
music. I studiedoud in Iraq before I came here and I've played some
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Afro-Cuban music on guitar and somepercussion.[Matt, Bangor, 15
December2003]
I chosethis moduleMusic in Africa to get more of an insight into the
continent I love, and to the music that moves me so much. I lived in
Kenya for the first five yearsof my life. Africa has alwaysbeenin my
blood and I have travelled all over. My parentslive in Malawi at the
moment.[James,Bangor, 15December2003]
Besidesfamiliarity with Westernmusical styles and idioms, studentsaready
familiar with someof the world musics,were also more likely to expresspreferences
towards these styles when encounteredat university. At the sametime, listening to
and learning about world musicsled towardsfamiliarity, and thus preference,as 'it is
generally assumedthat music with which studentshave been previously unfamiliar
becomesbetter understoodand is valued more highly as a result of exposureand
instruction' (Shehan1986:154). In other words, 'musical experienceseemsto have a
positive influence on preferencesfor... other styles ... [and] for music of other
cultures' (Brittin 1996:329). Students I encountered indeed confinned this
assumption:
I learnt to play the tabla during my studies.At first, I didn't really like
Indian music. I found it too repetitive.But now that I startedthe tabla,
I got more into it. I like Indian music much more now. [Amaryllis,
Goldsmiths,II February20041
At GCSE I hatedgamelanbut actually studying it and watching that
video snippet made me reconsider! [Jonathan,Manchester, 9 May
20051
Hae-kyungUrn equally felt that at first listening encounter,
most students find it extremely uncomfortable becausethey don't
know what to hear,what to makeof it. So I tell them what is important
about this kind of sound.... Then they really begin to hearwhat makes
the music like that. They even begin to enjoy the heterophony,which
is not very comfortablefor many people!' [Hae-kyungUrn, Belfast, 18
November2003]
More generally,familiarity with musical stylesand idioms increasedstudents'
Western
for
through
the
to
music's
resemblance
either
new musics,
preferences
styles, or through students' existing personal experienceswith or exposure and
repeatedlistening to thesemusics.Yet students'expressionsof musical tastemay not
just be a result of familiarity, but also be explained as being socially and culturally
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constructed.This I will turn to in the final section of my discussionson students'
experiencingof identity.

Constructingdifferencethroughmusic.,tasteas a social construct

Students' aesthetic judgement may be understood as being socially
constructed and greatly informed by their social identity, 'including peer group
approval, educators and authority approval [among other factors]' (Shehan
1986:158).Thus, aestheticchoices'work symbolically to give expressionto the ways
in which listeners identify themselvessocially' (Leonard and Strachan2003b:373).
Blacking agreesthat 'listening is therefore influenced by fashion, changing social
values,personalwhim, and experiencesof enculturation' (1987:123).As a result, it is
impossible to make absoluteaestheticjudgementsabout cultural practices,including
music, an issuealso clearly proposedby PierreBourdieu(1979):'
Cultural needsare the product of upbringing and education: surveys
establish that all cultural practices (museum visits, concert-going,
reading etc.), and preferencesin literature, painting or music, are
closely linked to educational level (measuredby qualifications or
length of schooling) and secondarily to social origin. (Bourdieu
1979:1)
Bourdieu goeson to explain that:
Taste classifies, and it classifies the classifier. Social subjects,
classified by their classifications, distinguish themselves by the
distinctions they make, between the beautiful and the ugly, the
distinguishedand the vulgar, in which their position in the objective
classificationsis expressedor betrayed.(ibid.: 6)
Studying at university, I particularly observedthe role of peer approval in
found
that students resolved notions of
taste,
and
often
expressions
of
students'
identity in their new peer groupsby assimilatinginto the group. For example,during
a group interview, studentsridiculed their experienceof African traditional music by
listen
buy
'Who
to
thisT, and agreeing
or
would
actually
such
as
questions
asking
that they would never do so. One studentpulled a face while commenting, 'Imagine
2 Bourdieu derives his ideas and conceptsfrom survey researchconductedin the 1960son a sampleof
more than 1,000 French citizens, during which he sought to determine how cultural consumption (or
cultural taste) is reflected by and representsparticipants' educationalcapital (educationalbackground)
and social origin (occupation)(1979:13).
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you say to your mates"Look what CD I've got"'. Ibis comment resultedin all the
other students'laughter(group interview, Sheffield, 10 October 2003). Clearly, peer
judgement shapedindividuals' senseof self-affirmation (see further Pitts 2005) and
seemedto play a significant role in shapingstudents'musical tastes,for they tended
to listen to and enjoy the samemusic listenedto by other studentsthey liked, or with
whom they identified (seealsoLewis 1992).
Many students,I found, 'didn't expect to look at other Europeanmusic'
(Carolan, Bangor, 15 December2003) in searchfor rather 'unfamiliar encounters'
(Jonathan,Manchester,9 May 2005). Most studentsare novice learnersof musics
outside the Europeantradition, wherebyin school educationin the UK, for example,
'the English have a real problem in thinking about and dealing with the unfamiliar'
(Gammon 1999:5). They thus often describedtheir non-Westem,encountersas weird,
different and in some way other. A guiding Western principle is that of seeking,
romanticising and even mystifying the other in music (Nettl 1992). Listening to a
whispering song from Burundi for instance,one studentdepicted her experienceas
'freaky' (Rachel,Sheffield, 17 October2003).Otherscommentedthat:
I felt it [the music] was really weird at first, becauseit's so different
from everythingelse.... I think it's so different to Westernmusic.... I
just thoughtit was a weird topic. [Alex, Durham,27 October2003]
I still find it quite difficult to listen.... It's just really mysterious....
It's just really different. [Emily P, Durham, 27 October2003]
While some students rejected these 'weird' musics, others retained a
deliberate sense of distinctiveness and particular musical idcntity, thereby
constructingdifference through their aestheticchoices,which also required a certain
level of self-confidence.
I have chosen all world music modules... because I just like to be
different.... I don't care if I am different. I am interested in it and
don't care what people say. So world music is just another thing that's
different.... I find some students a bit boring because they just sit in
life....
I
I
have
day,
they
then
telly
a
go
out
at
night.
and
all
and watch
have done samba all day last Saturday... and when I come back from
it's
like....
I
look
But
friends
I
think
thrilled,
at
me
and my
samba, am
their loss. I think they don't get as much out of life.... I think that
8
October
2003]
Bangor,
[Alison,
life.
is
the
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Studentswho readily acceptedand appreciatedthe world's musics,often saw
themselvesin the light of 'otherness'and 'alternativeness',proud to possessa sense
of adventurewhile mentioning that they always liked travelling and meeting new
people, being fascinated by the different ways of life. Even training in foreign
languagescan positively affect peoples' preferencesfor the world's musics (Fung
1994).Somestudents,suchas Rachel,confirmed suchassumptions,imagining that 'it
would be really cool if somebodyasked, and I would say "Oh, I play violin and
Indian sitar" (Rachel,Sheffield,20 February2004), while further suggesting:
This course is really important to me, but to other students it's
probably less important... becauseof my interest in other languages
and cultures.That madeit more important to me. Also the fact that I
like travelling sparkedmy interest, whereassome people just did it
becausethey had to and didn't put much effort into it at all. [Rachel,
Sheffield, 5 March 2004]
lbat's quite unusual.... I don't
the
nobody
else
plays
shakuhachi.
...
just feel more comfortable,but it's nice to be doing somethingthat is
different.... Most studentsfind me playing the shakuhachi slightly
strange;most haven't heardof the instrument.... What I like about the
shakuhachi?I like the slowness,the different qualities of the sound,
the kind of meditativecharacter.[Joe,York, 6 May 2004]
Everyday musical encountersseemedto impact on students' constructionof
difference. Since the 1980s,therehasbeenincreasingpresenceof world music in the
products of the music industries and media in the West. In particular, traditional
musics are often promoted as exotic products appealing only to certain types of
consumers,whereby the media acts as a taste leader, attempting 'to create,react to
and cater for taste cultures' (Leonard and Strachan2003b:374). Within this context,
some have suggestedthat world music is targeted in the mass market as exotica,
quality art-rock, music for mystical mind-expansion,among other options, all of
which presumean Other (Guilbault 2001:178).Thus world musics marketedthrough
the music industries and media are usually regardedas being not from here, exotic,
with sensual,mystical and attractive attributes that confirm that these musics are
different.
Studentswho considerthemselvesoutside the norm, who tend towards being
hip, alternative or antagonistic,often feel accommodatedin courseson non-Western
homosexuals
While
that
as a
gamelan
attracts
some
scholars
suggested
even
musics.
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voice of marginalisedpeoples,a point which may be arguable(Brett 1994;in Harnish
2004:137), Harnish (2004:131) found that many of his American studentsgenerally
associateplaying in the gamelanwith 'being cool'. He further noticed that, compared
to 'mainstreamstudents' (ibid.: 126), they dress more casually and colourfully, use
more alternativebody jewellery, frequently participatein other arts, such as drama,
and are more likely to smoke,take on a more open stancetowardscontemporaryand
electronic music, unusual food and anti-capitalist popular culture (ibid.: 137), all
symbolsand mediatorsof a particularsocioculturalidentity.
And it is not only studentswho perceivethemselvesin this way. According to
Solfs (2004b:4,5), and in referenceto American academia,ethnomusicologiststoo
often perceive themselvesas different, and as the most alternative of academics.
Studentstoo found ethnomusicologiststo be different:
I think ethnomusicologistsare different to the musicologists....
They... havebeenbrought up in this Westernculture, and... have got
somesort of relationshipwith anotherculture.... So he's got this sort
of interestin somethinga bit different. [Emily P, Durham, 27 October
20031
Students with a liking for world musics often similarly revealed different
outlooks in life combined with a liking for travelling, alternative music, food and
lifestyles. For example, Chris, a male student with long hair and unconventional
clothing attending a Taiwaneseensemblecommentedon his interest in East Asian,
and particularly Japaneseculture, including martial arts, dalko drumming and gagaku
court music. Students'constructionof difference may have been affected by the fact
that many university music departmentsare rather traditional in character, with
particular referenceto the divide betweenthe world's musics and Westernart music.
Thus the places and spacesin which world music and ethnomusicologyare being
transmitted, carry some intrinsic connotationsfor studentsto validate or mediate a
difference.
At
identity
that
one university, ethnomusicology
communicates
particular
is physically (if not administratively) situated in a different department to
musicology, and somestudentscommented:
That's good that this department is detached from the music
department,becauseI feel we are the weirdoes,you know, the strange
people... becausewe are in a small house outside... and have no
contact with them and don't talk about classic Western music.... I
don't go to classicalconcertsby the music department.... No, I don't
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like them anymore.I usedto like them.... I feel depressed
when I go
and find it too stuffy. [Stella, Goldsmith, II February20041
Physical and social separationfrom mainstreammusic students
resulted in
students' strong and positive feeling of social belonging and group identity. The
following statementssummarisestudents'experiencesat that particular university:
I really enjoy the atmospherebecausewe are only a small group of
students...like a family and we discussour problems.John [Baily] is
always there, always trying to help. [Sheng Shi, Goldsmiths, 13
February2004]
It's like a family here... Baily is like the Godfatherto all of us, that's
really nice. It's like a family housewhere you can go and talk.... This
building is just for ethnomusicologyand anthropology.... We have
nothing to do with the music department.[Amaryllis, Goldsmiths, 12
February2004]
Finally, musical tasteis also often shapedthrough social interactionsnot just
with peers,but also with tutors, lecturersand others.In one instance,I encountereda
student pursuing ethnomusicologicalstudies in Asian musics due to her tutor's
specialismin Chinesemusic, who seemedto act as a role model, inspiring her to go
on an ethnomusicologicalpath. At the same time, family and friends may play an
equally significant role, as the following statementsshow:
My parentsbought me a shakuhachi;they are very supportive. I was
very interestedI suppose,and theyjust bought it and let me do it. [Joe,
York, 6 May 2004]
I have to confess that my interest in ethnomusicology was very
powerfully defined by this friend of mine.... This conversationwas a
very powerful experience in my life .... It inspired me to study
ethnomusicology.[Argie, Goldsmiths, 12 February2004]
Shapingfactors
There clearly exists a correlation between musical preference and social
identity, and my research revealed that factors such as race, gender, religious
orientation, class and age seemed to impact on students' aesthetic judgements.
Nakazawa (in Brittin 1996:329) has shown that Western-domiciled people whose
ancestorscame from non-Westerncultures prefer non-Westcm music, for instance
'Japanesein the United States were more positive toward non-Western excerpts
(including Japanese,African, Puerto Rican and Balinese selections) than Japanese
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students in Japan'. Another study of musical preferencesin America shows that
adolescentspreferred 'performersrepresentingtheir own race and genderas well as
selections performed by same-raceand same-sexperformers' (Brittin 1996:330).
Other researchhasshownthat womenhavebroadermusical tastesthan men, and that
the listener's age, gender and country of origin all exert a significant influence on
peoples' aestheticchoices(LeBlanc 1999).
In my own research,I observedsomevariantsto this. For instance,in classes
on Indian Bollywood filmi music, female students(whatever their ethnicity) often
readily identified with and relatedto the kitschy and romanticisedplots and fantastic
settings, while male studentsdespisedthese plots strongly, particularly the often
macho-like appearancesof the male hero actors. In another instance, a Chinese
female studentrefusedto participatein a Taiwaneseensembledue to its association
with Buddhist templeceremonies.
I am from Hong Kong.... I am Christian, but this is music for a
different religion... for funeral.... I don't like that becauseof my
religion background.I don't feel comfortable. [Angela, Sheffield, 3
October2003]
Chinese students, particularly at undergraduate level, often explicitly
emphasisedtheir dislike of Chineseand, in fact, any non-Westem music, which is
rooted in their musical education.Many Chinesestudentsare trained first of all in
Westernart music, which they regardas 'serious' musical training. By contrast,nonWesternmusic (even Chinesetraditional music) is seenas an unpleasant,distracting
experience(Witzleben 2004:142). One Chinesestudentexplained to me that 'I have
only beenlistening to classicalmusic before... for fifteen years.... Peopleback home
in China like my mom... think that world music is not music.... 7hey find the
melody of this kind of music not very pleasant'(ShengShi, Goldsmiths, 13 February
2004). Upon listening to the world's musicsfor the first time, anotherChinesestudent
revealedthat:
I was just fed up after I have listened for severalminutes, becauseit
was African music. Ile peoplewere shouting. It was not really music
in the common way. The music is quite annoying. Music [to me] is a
nice melody... Western classical music. 7heir vocals were not really
singing. [Melinda, Sheffield, 10 October2003]
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Clearly, ethnographicstudy can bring a more nuancedunderstandingto the
preferencesthat studentsevincein responseto listening experiences.While suchbrief
observationsof shaping factors, such as ethnicity, gender and religious orientation
require further investigation,in the following sectionsI wish to focus on social class
and status,as well as ageand life experiences.Both issueshavecrystallisedaspivotal
during my research,yet it must be noted that such categoriesare never clearly
bounded and frequently overlap with one another. My separatingof these issues
thereforereflects a merepragmaticconcernwith achievingclarity in my writing.
Social classand status
Aesthetic judgements may be actively constructedand re-createdin social
relations in order to reproduce hegemony, whereby life-style choices and
consumptionpatternsreflect cultural hierarchiesand status(seealso Bourdieu 1986).
In Distinction. A Social Critique of the Judgementof Taste (1979), Pierre Bourdieu
particularly refers to the relationship betweenpeople's cultural practices and their
social status, commenting that 'nothing more clearly affirms one's class, nothing
more infallibly classifies, than tastes in music' (ibid.: 18), while highlighting the
differencein 'popular reaction', as opposedto 'the detachmentof the aesthete,who...
introducesa distance,a gap.... the refusal to invest oneselfand take things seriously'
(34):
Thus one finds that the higher the level of education,the greateris the
proportion of respondentswho... refuse the ordinary objects of
popular admiration... as 'vulgar' or 'ugly', or reject them as 'trivial',
silly, a bit 'wet'... or naively 'human'. (Bourdieu 1979:35)
This may explain some students' aestheticjudgements about the world's
musics, as they conveyeda senseof an imagined or desired belonging to a certain
Blacking
between
taste
what
musical
and,
status
and
a
connection
social
class,
With
increased
133).
(1987:
experience through
cultural
as,
chauvinism
regards
education and enculturation into a particular culture, it becomesmore difficult for
It
becomes
to
or
systems
of
music.
also
more
accept
contrasting
models
students
difficult to createa (positive) senseof surprise,which infer different social positions.
Many students in my research seemed strongly to have taken on values
demanding
Western
their
the
art
somewhat
of
music,
canon
associated with
'legitimate consumption of legitimate works' (Bourdieu 1979:40). This, of course,
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meant that the world's musics appeareddifferent. Studentsof Western art music
frequently felt 'a bit scepticalat first' (Jonathan,Manchester,9 May 2005). To many,
this new, unfamiliar music often sounded strange and different. One student
commented:
I find this music quite exotic. I am more used to Western classical
music, evenpop,jazz and more modemmusic. With [this] music I am
just not comfortable.[Melinda, Sheffield, 6 October2003]
Such studentsoften associatedthe world's musics with people of low social
status,and saw non-Westemculturesas traditional andprimitive, for instance:
I just get really curious as to things like-and this is gonna sound
really really awful-but do they have CDs and listen to music on CD
players?Becausethe view that we get is that they don't, you know.
Are they more modem than that? [Leah-Beth, Newcastle, 9 March
20041
As this suggests,many studentsclearly expectedto encountermusical styles
that may be describedas traditional or authentic,commentingfor instancethat 'to be
honest, before I started the module Music in Africe; I expected more traditional
music.... That's why I liked the sessionon Pygmy music most' (Alison, Bangor, 15
October 2003). Such commentsseemto reflect students'romanticisedmusical quest
for the traditional other in music.
Indeed, the efforts of ethnomusicologists to make unfamiliar musics
introductory
feed
designed
through
practical
work
may
even
carefully
accessible
theseassumptions.Encountersin world music ensemblesseemedto strengthensome
be
that
the
simple and easy to learn because
may
concept
world's
musics
students'
the performancecontext and music seemedless serious than those of Western art
follows:
Three
as
students
commented
music.
I thought a lot of people enjoyed playing in the gamelan but didn't
take it all that seriously.I felt that people who took it felt it was a bit
it.
But
break
just
continued
enjoyable.
nobody
something
of a
and
[Debby, Birmingham/MerchantTaylor's, 29 January2004]
It feels to me quite relaxed,maybeit's just the way it is played, sitting
in
it's
laid-back,
floor.
It's
that
the
the
sense
strict
performance
not
on
like
in
dressed
formal
that...
things
up
and
suits
with people
not so
That feels more relaxedto play, and fun. [Sophie,York, 17 May 2004]
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On one side, it is also very important for me to have-besides this
other, strict classical-also something,which enablesyou to let go.
[Jana,Rostock,24 November2003]1
While the majority of students were careful about making their
aesthetic
judgements explicit, some were clearly vociferous in communicating derogatory
value judgements, especially those majoring in Western art music courses. For
instance, Jana replied to my question about her reasons behind selecting the
introductory course to world music, by saying 'Well, you probably want to hear
somethingnice from me now!' (Jana,HochschuleRostock,24 November2003).4She
went on to express a very strong sense of hierarchy as to what constitutes an
appropriatesubjectmatterfor study:
Did this perhapsinspire you to buy a world music CD and listen to it?
No, no, and I won't do this either [in the future]. Well, as a school
music teacherI cando well without this. [Jana,Rostock,24 November
20031'
At this university, studentsfelt that the coursewas 'not important... It is yet
well and nice, and interesting,but it is not really important.' (Constanze,Rostock,24
November 2003).' Students' experiencesdid not seem to have any impact on their
general outlook on music. Upon asking whether the world music course had made
any difference,Janareplied:
No, as I already said, I simply find this very, very interesting,also to
seehow the different people [folk]-sometimes You only know, yeah,
there are the Indians-well, to find out, what kind of music they
make.... No. Interestin strangemusic has not yet beenwoken in me.
[Jana,Rostock,24 November2003] '

3

das ist für mich auch einerseitssehr wichtig, daß man nebendiesem anderen,strikten klassichen
...
auch noch mal was hat, wo man sich einfach mal loslassenkann. [Jana,Rostock, 24 November 20031
4Tja, Du willst jetzt bestimmt was tolles hörenl' [Jana,Rostock,24 November 20031
3 Hat Dich das vielleicht inspiriert, eine world music CD zu kaufen und
anzuhören?Ne, ne, das werd
ich auch nicht machen.Also, als Schulmusiklehrerbrauch ich damit gar nicht anzukommen... [Jana,
MusikhochschuleRostock, 24 November20031
6 und so wichtig is das ebenalles nicht. Das ist zwar gut und schön und interessant,aber es ist nicht
...
wirklich wichtig. [Constanze,Rostock,24 November20031
7 Nö, also, wie ich schon gesagthab, ich find das einfach seht, sehr interessant,auch zu gucken, wie
die einzelnen Völker-manchmal weiß man ja nur, ach, da sind die Indianer-also zu erfahren, was
die für Musik machen... Ne, Interessean einer fremden Musik hat das nocht nicht geweckt. [Jana,
Rostock, 24 November 20031
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At English institutions, I also encounteredsome students,
particularly those
majoring in Westernart music, who felt that experiencingthe world's musicshad no
real impact, as this statementshows:
World music.... I don't think that I can fully get a graspon it, because
I don't enjoy it enough....It's not somethingI actively want to sit and
listen to... so I think playing it continually might sendme over yet....
I think in terms of musicianship,it's not greatly gonna effect my
musicianship.... I don't particularly like to deviate from classical
music.... It not necessarilyhad that much of an impact on my own
personalmusicianship.... It's not somethingthat I'm gonna carry on
to study... and once I've done it, I have done it. [Leah-Beth,
Newcastle,9 March 2004]
Nevertheless,if some studentsappearedlax in their attitude towards world
music courses,othersdescribedthem as fun and different from the norm. A few even
statedthat they had chosento studyworld musicsbecausethey were 'fed up' or bored
with the seriousnessof studying Westernclassicalmusic. One undergraduatemusic
studentconveyedthat 'I don't just do classicalmusic.... It just bores me.... I think
when you get to Uni, you had so many years of Haydn, Mozart and Beethoven....
The music is always the same;it goes Andante, Allegro, and whatever. The titles
don't grab you for a start.... I can't think about anything worse than going to a
concert and seeing in the programme Haydn String Quartet, Opus number
whatever.... I can't stand this conventional stuff anymore' (Alison, Bangor, 33
October2003). Another postgraduatein London similarly commented:
I have studied classicalmusic, Bach, Beethoven,and all this serious
stuff. Ethnomusicologyis a bit different, and it's nice to learn about all
those different cultures, things that aren't the sameas in our culture,
things that are not so serious[as Westernclassical music]. I find this
really interesting.... The thought to write a dissertation on Bach
choralescouldn't be any more boring. [Emily V, SOAS, II November
20031
While Chinese undergraduatesseemedoften to dislike Chinese music, at
postgraduate level by contrast, Chinese students frequently deemed an
ethnomusicological path suitable, even when choosing to focus on 'a Chinese
Chinese
Western
with
classical
music
elements' (Celia, Sheffield, 30
of
composer
April 2004). Thus there clearly exist differences in stancestoward perceived class
between
in
music
self-selectingpostgraduateand generalmusic undergraduate
values
students.
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At the sametime, thosestudentswith self-doubtsin their musical ability
and
talent in Western art music (see also Kingsbury 1988) often indicated other, more
specific identities,perhapsas composersor academics(seealso Pitts 2005:17). In the
highly competitive atmosphereof Westernart music culture, thesestudentsmay have
turnedto ethnomusicologyas an alternativeto a performancecareer.
Age and life experiences
As the precedingparagraphhasimplied, students'aestheticjudgementsabout
the world's musics were also shapedby their age and life experience.Younger
students for instance,often 'sit in the lectures becausethey feel they have to... '
(Emily P, Durham,27 October2003),and frequentlycommentedthat 'I possibly will
listen to more non-Westernmusic when I am older' (Alex, Durham, 27 October
2003). Studentsof a more matureage,by contrastbrought with them more dedication
and commitmentto study, and also seemedto value and appreciatethe world's music
to a larger extent.According to somematurestudents:
The fact [is] that I understanda lot more... beyond what [younger
students]understand.You can tell by what they say, their responses....
The understandinggainedthroughlife is so valuable.I would not have
liked to do this at their age.... I really feel that I can make a
contribution. If I had come straight from school, I don't know.... I
think you have to be involved with and like people to understand
life.... It's communication,it's interaction, and I really think that this
is the difference to undergraduates....They haven't seen the world
yet.... I have noticed with the younger graduates,they have a very
narrow view to how things are... not just musically. [Jennifer,
Newcastle,16March 2004]
I am doing this becauseI want to do it. In a way, coming to it at this
age, I've got an advantagebecauseit is what I want to do, so I'm
committedto it, whereasa lot of the kids in the first year... were there
becausetheir parentswanted them to be there, or they didn't know
what else to do with their lives.... Another advantageis I've got a lot
of life experiences,so I can relate it to stuff they haven't seen yet.
[Gordon,Belfast, 19November2003]
Another student reflected on her working experience in a multinational
company in Hong Kong, which 'made me more aware of other cultures.
Multiculturalism becamepart of my own identity, you know, a kind of globalised
identity without boundaries' (Celia, Sheffield, 30 April 2004). More mature students
often brought with them a rich array of life experiences,enabling them to acceptand
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appreciatedifference. In another instance,a former undergraduateat Birmingham
Conservatory,who aimedat becominga professionalflute
performer,reflectedon her
disinterestin world music during her studies,suggestingthat
nowadays,severalyears
after her degree and into teachertraining, she finds the area of world music and
ethnomusicologyfar more importantandrelevant:
I don't really know why I didn't take any interest in it, to be honest,
becausenow I'm coming to look at it again [as part of her teacher
training] and find it quite interesting. But maybe it's just that my
whole ideashavechangednow and I'm not as focusedon becominga
flute player, realising that it might havebeena bit too specialistall on
the flute, and I have come to realise that it's of no use now for my
PGCE, absolutelynone.... When I found out about all the different
things that this course covered, I realised how narrow my musical
educationwas....I felt a bit embarrassed,
to be honest... aboutmy lack
of overall musical knowledge. [Debby, Birmingham/Merchant
Taylor's, 29 January20041
As this shows, younger studentsoften wish to becomebetter performersor
composers,and to pursue a performancecareer in Western classical music. By
contrast, those who more fully understandthe limited opportunities available to
classically trained musicians-the majority become primary or secondaryteachers
and professionalsin non-music-relatedcareers-seemed to have a higher level of
intrinsic motivation to study world musics. High acceptancelevels and openness
towards world music frequently emerged from those whose career plan included
becoming a professional music teacher, since teacher training courses include a
compulsory element of studiesin world musics, and such studentsoften selecteda
wider rangeof music coursesin order to gain broadmusical knowledge.According to
one student:
I try to do a wide range of modules... [because]I want to have broad
knowledge at the end of my degree... not just classical stuff.... I
thought to take the opportunity to learn about things I wouldn't
normally be able to learn about.... My plan at the moment is to do a
teachingcertificate PGCE, maybeto go into primary school teaching.
[Sophie,York, 17May 20041
This same student selected,for instance a module on Indonesian gamelan
during which her aspirationsto becomea music teacherequally shapedher formal
independent
by
means
undertaking
researchinto a chosentopic. Sophie
of
assessment
decidedto write about the role of gamelanin music educationand explainedthat:
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For the essay,I would find gamelanin educationvery interesting
and
how it gets taught in the first place.... It may well be used
with very
young children in the Westernworld, becauseit's such a fun thing to
do... becauseit's such a big instrument[ensemble],and you have
so
many peopleplaying it. [Sophie,York, 17May 2004]

Listening to Music-Experiencing

Authenticity

In the previous section,I have shownthat studentswere often intrigued by the other
in their listening encounterswith world musics. Yet recent debate has
raised
questions about learning someoneelse's music in the West, criticising the often
staged and managed musical transmission that constructs traditionalism and
authenticity (seealso Solfs 2004b:16). Authenticity often refers to traditional musics
embedded within the context and lived experience of 'the people'. A Western
perception of authenticity has its roots in the EuropeanRomantic celebrationof the
dnative'as being more real and thereforeauthenticthan the civilised Westerner(Frith
2000:308).' Such a view also marks a spectatorposition in terms of relating to the
other (Trimillos 2004a:27).
Ethnomusicologistsoften emphasisean older, traditional repertoirerather than
newer musical styles, which inevitably shapedthe content and ways in which they
transmittedthe world's musics.' In literature on world music pedagogyfor instance,I
frequently encountereda concernfor reducing(or at best,eliminating) the differences
between 'old' (original) music culture and the 'new' (instructional) culture. Student
experiencesin the West, however, obviously differ to those which emergethrough
completeexposurein the original culture.

8 Gebesmairand Smudits (2001:112) explain that 'the searchfor authenticity in the social and
material
world, as well as concerning the person (in psychoanalysis)began at the end of the last century, at a
time when the citizens of the newly industrialised countries had an unprecedentedvariety of goods,
lifestyles and artistic expressionsat their disposal. This new range of choice in combination with a
disrupted social order, demanded an active positioning of the self. Authenticity came to be an
orientation device and a mark of distinction'. According to this Romantic concept, cultural purity
rather than hybridity becamethe measuringdevice for authenticity, while as a result, Europeansbegan
collecting folk music and music from exotic, faraway places outside their homelands thinking that
'real' traditional musicswere dying out.
9Ethnomusicologistsare indeed awareabout a 'common tendency... to valorize older, more traditional
repertoire... acting "more Catholic than the Pope". as it were... [which] partly reflects the persistent
ethnological desire to maintain ParadiseLost in the face of inevitable change' (Solfs 2004:16).
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During my research, for instance, I encountered one ethnomusicologist
encouraging students freely to explore the instruments. Instead of adhering to the
ways in which the ethnomusicologist himself had acquired musical skills-first
teaming the two tuning systems slendro and pelog, and then teaming to play a
Javanesepiece-the ethnomusicologist found these methods unsuitable for his novice
learners (Figure 11-1). Equally, students used cipher and Western staff notation
(instead of adhering to the oral-aural tradition) and leamt to use Western terms
(instead of traditional terminology).
Learning to play only one instrument (instead of traditionally all), students
participated in weekly workshops and were required to practice individually (instead
of gaining precision through coordination and cooperation of ensemble members).
Yet the ethnomusicologist also maintained some culture-specific notions, such as
taking off shoes, explaining to students that 'taking off shoes is another issue. In
many cultures people take off their shoes entering someone's home. Indonesians
think you are a pig if you don't take off your shoes. It is only the filthy British who
keep their shoeson all the time. There are also other codes of behaviour' (Neil Sorrel,
York, 26 April 2004). Clearly, students leamt to perform the gamelan without totally
adhering to traditional meansof instruction.

Figure 11-1: Studcnts and etlinomusicologist Ncil Sorrell
York,
10
University
in
of
the
ensemble,
rehearsing
gamelan
May 2004

Another ethnomusicologist, by comparison, aimed at transmitting Korean
kayagfinz performance in rather traditional ways: kneeling on the floor without shoes,
instrument
instruments,
the
with and without
the
on
orientating
not stepping over
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using traditional

Korean notation, singing the Korean symbols during playing, and

using traditional

terminology

for instruments and music theory. Giving

individual

attention, while other students in the group watched and listened, resembled another
traditional

way of transmitting

kayagfim music (Figure 11-2). Due to institutional

constraints, however, the traditional methods had to be adjusted. For example, the
ethnomusicologist
traditionally

tuned the instruments

herself, an activity

a musician

would

pass on to an assistant. Students tended to rely on spoken and written

explanations by the ethnomusicologist

rather than learning by doing. The restrained

length and contact time meant that students continued with individual

rather than

collective lessons.

Figure 11-2:Ka vagfim workshop led by ethnornusicologist Inok
'
Paek; University of Sheffield, 27 February 2004

At another institution, the transmission of Brazilian music was westernised by
partitioning the rhythms into (to students,digestible and understandable)chunks:
The workshop leaders have dealt with this very 'teacher-like ..... They
have thousands of handouts which exactly show when to play....
...
The meringue and other styles are literally dissected and taught like
...
it
But
do
[laughing]....
German
makes much
typical
teacher
a
would
sense; it is, of course, the case that we aren't Brazilian, and therefore
we need methods, which students can understand, which they are
trained in and can subscribe to. [Wolfgang Schiniedt, Rostock, 25
November 2003]"

10Die workshop leader... (ein Schlagzeuger und ein Saxofonspieler) haben sich sehr lehrerhaft damit
da
immer
dann
die
dann
Zettel,
Die
haben
ganz
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und
steht
verteilen,
auseinandergesetzt....
sie
genau drauf, wann du die claves spielst; dann mußt du das immer so machen. Wenn's in Brasilien ist
im
heißen,
Die
du
das
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also
und
wie
sie
alle
meringue,
mußt
aber ein achtel vorher machen....
Das
flachtl
dann
Lehrer
beibringt
deutscher
vermittelt
auch
was
so
einzelnen seziert, und wie ein
....
macht aber auch viel Sinn; es ist ja so, daß wir halt hier keine Brasilianer sind, und da brauchen wir
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All three examplesshow that transmitting performanceskills in the Western
institution obviously necessitatesa Westernisation of the methods used, which
frequently changed from the originally repeated and intensive exposure to more
formal and explicit instruction. Written and verbally conceptualiseddiscourse too
aided learning in the West, which may otherwisenot form part of traditional learning.
Ethnomusicologistshave thereforesuggestedthat authenticity is in fact incompatible
with the reality of Western education (Johnson 2000; Skelton 2004:169). Some
scholarshave even put into questionthe concept of authenticity altogether(Leonard
and Strachan2003a:164).They often arguethat the world musicsare only inauthentic
(or less authentic)in the framework of an essentialistand dichotomousunderstanding
of authenticity. Instead,authenticity has increasingly beenregardedas a socially and
ideologically constructedconcept.
Authenticity as an ideological construct
During my research,studentsseemedoften to construct ideas of authenticity
during their listening encountersin formal classes.Musical experienceswork at many
different layers of meaning, and clearly, certain musical and extramusicalpointers
seemedto signify authenticnotions,particularly when studentsassociatedtraditional,
indigenous or 'exotic' musical traditions with their listening experiences.In my
attempt to 'read culture' from a combination of simple, yet in-depth musical and
it
found
I
that
was particularly the physical, material,
observations,
extramusical
sonic spaces,and literate aspects,togetherwith the ethnomusicologist'sethnicity, that
seemed to shape students' ideological construction of authenticity. These I will
illustrate in the following discussions.
Tle physical spaceas signifier of authent"cit
Students' perceptionsof the physical spacesin which they listened to the
In
West,
impacted
their
the
concept
of
authenticity.
on
significantly
world's musics
the physical contexts can obviously never be an exact replication of the original
instead
by
Western
formality,
but
like
instance
for
the
marked
temple
were
or
a
space,
Methoden, die die Studenten verstehenkönnen, worauf die trainiert und abonniert sind. (Wolfgang
Schmiedt,Rostock, 25 November 2003]
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hierarchyand objects.Yet someethnomusicologistsseemed(whetherdeliberately,or
not) to authenticatestudents'listening experiencesin such formal surroundings.This
included displays of certain items and artefacts,together with alternative teaching
methodsthat emphasisedequality ratherthan hierarchy,as describedin the following:
I arrived at a small terracehouse.... The small room... contained a
normal-sizekitchen table.... There were... thousandsof photographs
of mainly Afghan musicians,of whom I recogniseda few from the
film Breaking the Silence..., and quite a few instruments,including
two rubab, some long-necked lutes, and other instruments from
Afghanistanor India. Walls were coveredwith pictures,which looked
All
Chinese
bit
like
stuff.
waplates,
and
other
a
raganw1apaintings,
together, a small cosy room reminding me that I am in an
ethnomusicology course... [Fieldnotes, Goldsmiths, 10 February
2004]
My fieldnotes describeone teachingspaceand highlight particularly the nonWestern artefacts noticed during my participant-observation.Marked by my own
(past) prejudiced concept of othernessand difference, this experienceauthenticated
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Equally, the ethnomusicologist's accessories often signified authenticity
during students' musical encounters. Among some ethnomusicologists, I observed,
for instance native jewellery, such as necklaces, earrings, wristbands, etc, which, to
students, signalled affiliation to another, different music culture. Students often found
the jewellery interesting and different to the norm.

Figure 11-3:Eflinoinusicology seminar; Queen's Univer,"ity of'
Belfast, 18 November 2003

Clothing too impacted on students' perceptions, commenting for instance that
'I really like how he respects the tradition... with what he wears' (group discussion,
Sheffield, 12 December 2003). With this statement, students referred to a kora
djellaba
dishdasha
Islamic
in
from
Gambia
dressed
or
the
traditional
the
teacher
who
(robe) and cap (Figure 11-4).These garments instantly signalled to students that both
(who
listened
the
musician
to
as
they
the
the teacher and
were authentic
musics
looked 'right') resembled to them the same origin as the music he transmitted. Yet
into
the
from
placed
the students who were
this also potentially alienated the teacher
position of spectator, of gazing at the other.
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Figure 11-4: Kora teacher in traditional African clothing;
University of Sheffield, 5 December 2003

In another instance, students commented on heightened authentic awareness
when playing in a gamelan ensembleas this was exhibited in an ethnological museum
(Figure 11-5).''
I-

-MIN4ý

Figure 11-5: Students with music ethnologist RUdiger
Schumacher playing in the gainelan ensemble, located in the
Rautenstrauch-Joest-Museum fOr Vblkerkunde Stadt K61n; 22
July 2004

Here, the gamelan ensemble formed part of the exhibition of collected
in
from
One
this ensemble
the
playing
world.
student
around
artefacts and exhibits
described the instruments as 'ethnic exhibits... but at the same time a real example
from an unknown folk' (Lydia, K61n, 20 July 2004).12During a break, students
11Rautenstrauch-Joest-Museumfür Völkerkunde Stadt Köln
12Ich spiele im gamelan ensemble. Das ist im Museum für Völkerkunde... und ist ein ethnologisches
Austellungsstück... aber gleichzeitig ein echtes Beispiel von ungekannten Völkern. [Lydia, Köln, 20
July 2004]
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handedme a leaflet advertisingthe museum'sgamelanworkshops,in which the text
too seemedto enhanceromanticisednotions of exploring (erkunden)a strangemusic
culture (fremde Musikkultur). Gazing and wondering (bewundern)at such an other
indeedconstructeda senseof orientalismand exoticism:
Gong, kempul, kenong, kethuk, saron, kendhang, boning
these
are
the illustrious names of gamelan instruments from the Indonesian
island of Java, which can be admired in the Rautenstrauch-JoestMuseum... Yet the gongs, big gongs, metallophones and drums not
only please the eye, they may even be played under expert instruction.
In this way, visitors... have the opportunity, to explore an exhibit...
[and] to experience and understand a strange music culture. [Leaflet;
Rautenstrauch-Joest-Museum fdr V61kerkunde, Stadt K61n; 22 July
2004113

To most students,this particular physical space-the ethnologicalmuseurnsignified notions of tradition and the other, which seemedto validate their conceptof
authenticityduring listening to and playing gamelanmusic.
The material spaceas signifier of authenticity
Studentsalso often placed significant emphasison their encounterswith an
imagined authentic material culture. Their first experienceswith ethnomusicology
often occurred through course or module handbooks, which sometimes included
visual imagery. For example,one first-year coursehandbookcontainedan image of
two creatures (Figure 11-6). During an informal conversation among first-year
students,I heard somejokingly commenting that the image reminded them of 'cave
drawings... or extraterrestrial aliens' (group conversation, Belfast, 18 November
2003).
Such 'readings' may indeed signal to studentsthat their subject matter for
study entails somewhatprimitive, primeval people,or evencreaturesnot from here.
Another module handbook,by comparison,projected a concern with simple or old
cultures, signified by images of seemingly naked people sitting on floors while
playing apparently simple instruments.The handbook cover also depicted another,
13Gong, kempul, kenong, kethuk, saron, kendhang,bonang so lauten die klangvollen Namen der
Gamelan-Instrumentevon der IndonesischenInsel Java, die man im Rautenstrauch-Joest-Museum
bewundern kann... Die Gongs, Kesselgongs,Metallophone und Trommeln erfreuenjedoch nicht nur
das Auge, sie dürfen unter fachkundiger Anleitung sogar gespielt werden. So... haben [die Besucher]
Gelegenheit,ein Auststellungsstück... zu erkunden,[und] eine fremde Musikkultur zu erfahren und zu
für VöIkerkunde, Stadt Köln; 22 July 2004]
begreifen. [Leaflet; Rautenstrauch-Joest-Museum
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drawing of a musician playing a 'strange' instrument, and
reinforced traditionalist associations further with a picture of an African drum (Figure
somewhat 'early'

11-7). To students taking this course, such images may have indirectly impacted on
their expectations as they frequently commented that 'I expected there to be more
emphasis on traditional instruments, and perhaps less on the modem and popular
musics' (Alison, Bangor, 3 December 2003), and 'I wanted to learn more about
authentic- sounding ethnic music' (Matt, Bangor, 3 December 2003). Such imagery
may indeed lead students to construct traditionalism

and authenticity that is

deliberately selective and biased towards otherness.
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Students also often related in similar ways to images on CD covers when
listening to world musics. In a session on Music and seiniotics, for instance, a close
Viewing
11-8).
Malian
(Figure
the
whiteboard
projected
onto
was
musician
shot of a
the image, I observed powerful, discomforting reactions among students. To then), it
distance')
('safety
distance
towards the other seemed
at
certain expected social
frontal
by
The
intimacy
students.
angle
the
experienced
through
immediate
reversed
facial
face,
together
with
an
assertive
expression, confronted
of the musician's
To
directly.
niany students, the musician seemed to gaze at them, thus
students
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contradicting students' expectations of being in the spectator position themselves.
Student suggested that 'he must be a modern musician living in the West.... I'd say
his music is probably quite modern', which in turn made the musician appear 'less
authentic... in terms of African traditional music' (in-class conversation, Liverpool,
15 March 2005).

Figure 11-8: CID front cover Issa Bagavogo 'Timbuktu', Editions Mali Music; 2001

During my research, I also found that students often encountered prejudiced
portrayals of African music culture in world music textbooks (for examples, see
Asselineau et al. 1994: 114; Locke 2002: 140; Turino 2004: 187; Miller and Shahriari
2006: 231-6). Such images often depict half naked, dark-skinned people in a rural
environment playing percussion instruments. In one such example, the people are
spatially positioned (through a medium shot) at some distance (Figure 11-9)." To
students, this created more formal kinds of imaginary relations, placing the other at a
safe distance and reaffirming students' spectator position at the other. To many
students, such images signified authentic African music culture, which confirmed
their encounters of 'more traditional music' (Alison, Bangor, 15 October 2003) and
'folk music' (Jana, Rostock, 24 November 2003), " also suggesting that 'I call picture
them all dancing to it and having a good time' (Chris, Sheffield, 20 November 2003).
Another student even su....ested that 'all African people dance naked around the fire'
Zý
__

14While the example in Figure 11-9is taken from a book on world music education,the other example-.,
C

that are listed in brackets are indeed world music textbooks that arc aimed at students of'world musics.
'-' Ich find das total sch6n, daB das hier, gerade init den musicalischen Schwerpunk(en, also aUChda.s
[Jana,
24
daB
das
Rostock,
November
20031
man
rnitkriegt.
so
volksmusikalische,
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(Lisa, Bangor, 8 June 2006). Such images seemed to reaffirm students' romanticised
concept of African musics to be traditional, and thus authentic.

Fiouie 11-9: Front cover
Ethuation. (Floyd 1996a).

World

Mu.sics in

So far I have shown that, to students, what seerned 'modern' was often
regarded as inauthentic, and what seemed traditional was often seen as authentic,
particularly

when the musical and extramusical symbols reaffirmed

students'

in
fact
This
students concepts of authenticity while
evoked
equally
prejudices.
listening to 'modem' niusic. In a session on music and gender for instance, students
listened to the popular music of international Israeli pop icon OJM Haza (Figure 1110). Students described the singer as wearing jewellery and eye-shadow t.ý7)ical for
Liverpool,
29
March
2005).
Middle
Fast'
(in-class
in
the
conversation,
women
Together with other aspects, these signs authenticated students' prejudiced views of
look
highlighted
Haza's
downward
East:
in
Middle
the
with 'a
students
gender roles
29
March
Liverpool,
face'
(in-class
her
in
conversation,
certain expression of am-,st
2005), which, to students, seemed to evoke notions of sensitivity and vulnerability,
Folding her hands as if symbolically to cover her face (similar to a veil's function)
further supported student,.,' preconception of 'the oppressed wonian in the Middle
East' (in-class conversation, Liverpool,

29 March 2005). Reaffirming

Westcrn
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heightened
prejudices through imagery,
to
students
seemed,
as
a
result,
construct
0
notions of authentic Middle Eastern music when listening to Haza's music.

Fi,pire

11-10: CD front cover Olm Haza
v': TELDEC Record Service GrnbH.

1988

Musical

instrunicnts

were yet another means through which

students

negotiated concepts of' aLithenticity. During my research, probably most students
encountered a non-Westcrii musical instrument. Typically, such instruments included
the African kora and inbira, Middle Eastern zurna, ud and darabukka, Asian lutes,
zithers and xylophones (Figure II- I I), and indigenous American flutes, to name but a
few. The more these instruments dýfjýred in shape, size, decoration or playing
technique to students (by Western standards), the more they found them interesting.
Students often viewed such instruments as unusual objects, as exotic others, that are
both attractive and intrigtiiiig. Like magnets, students felt drawn to these instruments.
The sounds themselves wcre often aurally an inspiration, and new and strange at tile
instance,
'when
I
looked
One
for
that
time.
around on the
commented
student,
same
Open Day... there werc different instruments out on display, which were all so
different... so it looked interesting and sounded fun' (Carolan, Bangor, 15 December
2003).
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Figure 11-11: A renat-ek wooden xylophone, which forms
part of the Thai mahori ensemble; SOAS, London, II
November 2003

Yet musical instruments were only perceived as authentic if these seemed
unspoiled by Western influences. In one instance, I found that students scrutinised the
West African kora and put into question its authenticity when they realised that the
tuning pegs on the instructor's kora resembled those of the Western guitar (Figure 1112). This was also true when students discovered the Zimbabwean mbira's sound
resonator to be decorated with Coca Cola and Budweiser bottle tops to add a rattling
effect to the soundscape. Yet another student, who participated in a gospel choir
outside her university studies, discontinued singing because 'it doesn't seem as
African as it could be... The music is very Europeanisedwith harmony, etc' (Rachel,
Sheffield, 28 November 2003). These examples reflect students' construction and
deconstruction of authenticity depending on the level of perceived cultural purity or
hybridity.
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Figure 11-12: Kora workshop; note the instructor's kora with
Western tuning pegs; University of Sheffield, 5 December
2003

The sonic spaceas signifier of authenticity: music-as-sound
In the previous section, I suggestedthat the often older, traditional repertoire
resembled difference and otherness, thus authenticity to students. Yet which
particular musical aspectsenhancedsuch an ideological construct? In more general, I
often found that students regarded world musics to be authentic when they listened to
distinctly

different sounds. These often resembled discrepancies-disagreeing

sounds-that sounded 'out-of-tune' and 'out-of-time' (see also Keil 1994b:98). The
pitch, textural or timbral aspectsof world musics appearedmost different to students
the 'further out' these sounded.
Musical structures can mediate social meaning, and meaning derives from an
down
into
its
be
broken
behind
Musical
the
musical
can
sound
music.
understanding
elements, including

(among others) perspective;

time; interacting

sounds; voice

found
I
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Van
Leeuwen
(see
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research
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musical

element carried
ideological

students'

serniotic
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value for students, which
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during

helped to explain
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to the world's

first
be
it
discussing
Before
these,
noted that the same significr-as
must
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always
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interpretive
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be used at different

levels,

are by no means exhaustive.

so that the following

Instead what follows

is a

snapshot of those issues that were pertinent to my research.
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Perspective
Musical sound often created relations between the sound representedand
student experiences.That is, soundsheard in the foreground of a piece of music
seemedin closerdistance,and were thus noticedmore intenselyby students.
In a classon music and semioticsfor instance,studentslistened to a Chinese
folk song played on Western cello, pipa, erhu and sheng,accompaniedby a strong
tabla, bassand percussionsection."' This musical exampleclearly reflectedprocesses
of blending and hybridisation," yet to many students,this Pieceevoked experiences
of authentic Chinesemusic. Some commentedthat 'the music soundsChinese.... I
don't know why... maybebecauseof the way the melody is played on the cello or the
other instrument [erhu]' (in-class discussion,Liverpool, 15 March 2005). Students'
judgementsderived from noticing mostly the melody (in the foreground),which was
basedon a Chinesefolk songin a pentatonicscale,and which the cellist significantly
embellished with stereotypicalChinese slurs and ornaments.By contrast, Western
elements were completely ignored, including the syncopated percussive effects,
which soundedin the background(in far distance).These seemedless significant in
students'(de)constructingof authenticity.
Bruno Nettl provides a possibleexplanationin suggestingthat a phenomenon
of the 20'hcenturyis the:
Exaggerationof seeminglyexotic elements... resulting from Western
listener's expectationof great exoticism in the sound of non-Westem
music. In some venues,music appearsto have changedin order to
conforin to the Europeanand the Westernizedelite's conception of
what the tradition should be, stressingthe difference and emphasizing
what is, from the Europeanviewpoint, an exotic musical sound.(Nettl
2005:440; emphasisin its original)
Other hybrid musical examples,by contrast,were experiencedas inauthentic
instruments,
in
foreground,
(electric)
the
the
which
sounded
associated
as students
with modem, urban environments.For instance, listening to Thomas Mapfurno's
chimurengapopular songs,some studentssuggestedthat 'this isn't really traditional
instrument
in
he
their traditional
the
traditional
and
sings
mbira
uses
music, although
16Yo-Yo Ma's arrangementof a ChineseTraditional Blue Little Flower, from the album Silk Road
Journeys: Nen StrangersAfeer; Sony Music Entertainment2004.
11Chinese music is characteristically free-flowing and less percussive,is traditionally not played on
the Westerncello, nor usedto combine the three aforementionedChinesefolk and art instruments,and
never traditionally utilised the Indian tabla.
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African language.... He usestoo many Westernelectric instruments... that makesit
sound,I don't know... like music for the city and not traditional' (in-classdiscussion,
Bangor, 10 October2005).
The soundof much popular music as a whole has beendescribedas crowded
and homogenised(Tagg 1990), which, to students,seemedto evoke an association
with busy, urban environments.In quiet rural places, by contrast, music was often
imagined as soundingpurer and clearer, as in the Chineseexample. Perceptionsof
musical inauthenticity also included, for instancechants in praise of the Taliban in
Afghanistanwith heavy reverb on the male vocals (Baily 2004:21,22). In a sessionon
music and politics, some studentsdescribedthese vocals as 'artificial and unreal'
(Samantha,Bangor, 10 October2005).
Theseexamplesshow that studentsfrequently associated'natural' and 'pure'
soundswith authentic,rural music. By contrast,'artificial' (electrically modified) and
'crowded' sounds were seen as inauthentic and often associated with urban
environments.
Time
Listening to the musical concept of time also shaped the ways in which
During
I
found
their
that
of
authenticity.
my
concept
research,
constructed
students
"
For instance,listening to
different
to
time.
students'
concept
of
seemed
somemusics
examples of Eastern Europeanfolk music, studentsinstantly noticed the irregular,
One
'to
Western
that
student
commented
ears though,
metres.
asymmetricrhythmic
they have strangetime signatureslike 514or 7/8.... It just doesn't sound right.... It
November
2003).
20
This
(Chris,
Sheffield,
funny'
particular rhythm and
sounds
in
reaffirming an otherness and difference, thus
serniotic
value
metre carried
Eastern
European
listening
of
experiences
music.
students'
authenticated
Listening to Indian classical music, I observed that students frequently
drone
(upon
which melodic and rhythmic
the
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and
unmeasured
associated
thus
become
and
constructeda concept
music,
with
medieval
superimposed)
phrases
in
Arabic-speaking
Music
in
too
the
is
the
world
often
that
past.
rooted
of authenticity
features drones, and some studentscommentedthat 'the Egyptian arghul is played
11Westernconceptsof time include regular, unvarying, constantmachine-like beatswith a stresson
in
duple or triple time.
first
usually
or
phrase,
measure
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each
the
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with circular breathingtechnique... that producesa constantdrone sound... itsounds
a bit medieval' (group interview, Sheffield, 31 October 2003). Drone soundshave
indeed becomeso uncommonin the West that their meaningpotential clearly points
away from urban, regulated human patterns that are so characteristic of modem
Westernisedlifestyles. For this reason, listening to a continuous, umnetred drone
authenticatedstudents'experienceswith this particular music.
Interactingsounds
Listening to interacting soundstoo carried serniotic value for students.For
example, studentsfrequently associatedantiphony with African traditional music,
which, accordingto some 'expressesthe social interactionbetweenpeople in African
villages... Here [in the West] we often hear only one voice like in pop or rock'
(Rachel, Sheffield, 10 October 2003). Listening to a Malian Griot Song in a classon
African music, studentspicked up on the divided genderroles and commentedthat
'the male voice seemsto be the leaderbecausehe sings first and is followed by the
female voice... Maybe women are secondaryto men in African villages' (group
interview, Sheffield, 10 October 2003). This example seemedto reaffirm students'
assumptionsabout traditional gender roles, which also authenticatedtheir listening
experiencesof this exampleof African music.
Listening to panpipemusic in preparationto a classon Latin American music,
studentslearnt about the complementary,equal roles men and women play in such
societies,which is also reflectedin the music. Somestudentscommentedthat 'I find
it really interesting how the three panpipescreate one melody... and how men and
women are equal.... One player alone would not make much sense' (group
discussion,Sheffield, 7 November2003). To students,this resembleddifference and
otherness,particularly when, during the group interview, they comparedthis to the
genderedinequalities pertinent in some Western classical music (see, for example,
McClary 1991).This experienceled studentsto constructauthenticity while listening
to Kuli panpipemusic.
In another instance,a class on Music in SoutheastAsia, studentslistened to
the simultaneously interlocking and heterophonic texture of gamelan music. One
how
is
important
in
'the
the
that
texture
each
player
equally
reflects
grasped
student
music... It seemsfar less elitist than our music' (Stephan,Sheffield, 30 April 2004).
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In egalitarian societiesthere indeed exists a strongersenseof belonging to larger
a
whole, which is reflectedin the musicaltextureof gamelanmusic. Experiencingsuch
difference and othernessduring listening to world musics, studentsagain
perceived
this as an exampleof authentic(hereIndonesian)music.
Voice quality and timbre
Listening to different voice qualities and timbres emerged as yet another
musical concept that carried semiotic value for students during their active
constructingof authenticity.In much music in the West, a perfect, clean and polished
voice is often highly valued.Yet in classes,studentsoften listenedto musicsfeaturing
vocals that were far removed from Western ideals of smooth and sweet vocal
qualities. For instance, the (above mentioned) whispering song from Burundi
sounded,accordingto one student,'freaky' (Rachel,Sheffield, 17 October2003).
Students conveyed very similar experienceswhen listening to Mongolian
diatonic (also often called throat or overtone) singing, which typically producesa
high-sounding melody over an extremely deep drone sound. Some students
commentedthat 'overtone-singingis not my taste at all. It soundssomehow weird
and unnatural. I just wonder how one person does that' (Constanze,Rostock, 24
November 2003)." The commentreflects that studentscould not relate the sound to
human actions, becausethese went outside the normal range of the human voice.
Instead its meaning seemedbased on the very fact of it being 'not human, yet
supernatural,or even extraterrestrial.This othernessin turn seemedto authenticate
students'listening experienceof Mongolian music.
Equally, singing in much 'traditional' Spanishflamenco music was described
by some students as being 'hoarse..., rough..., and sandy' (group interview,
Liverpool, 15 March 2005). Somestudentsassociatedsuchrough voice qualities with
the harsh living conditions of rural country people, which reminded them to 'people
with weather-beatenfaces' (group interview, Liverpool, 15 March 2005), again
constructive of authenticity. Rough voices and lax singing styles were also often
associatedwith African traditional musics.

19Obertongesangmag ich überhaputnicht. Es klingt irgendwie komisch und unnatürlich. Ich frag mich
24
Rostock,
November20031
[Constanze,
das
macht.
nur wie einer alleine
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Listening to Indian classicalkhyal in a class the Music India,
on
of
one student
compared the rapid vocalisation section (producing somewhat warbling sounds)
towards the end of a performance to 'cats screaming...' (Craig, Liverpool, 17
November 2004).1 This student seemedto indicate an indirect derogatory
value
judgement that implies a lack of refinement(by Westernstandards)
and a comparison
to music that somewhatsoundsprimitively 'animalish', so as yet again to construct
(primitive) othernessand authenticityin music.
Register was another striking dimension of voice quality and timbre. For
instance,listening to the extremelyhigh falsettovoicesin Chineseopera,which
were
traditionally sung by males,somestudentslaughedand commentedthat 'this sounds
really bizarre... it just seemsreally weird, at least to us' (group interview, Liverpool,
15 March 2005). In the West, the masculinevoice is usually associatedwith the lower
registers so that higher regions can becomeambiguousin gender terms. Yet higher
voices soundingin Chinesemusic authenticatedit to students.For example,listening
to Chinese rock music, the higher voice of current rock singer Cui Ban sounded
'right' as it resembled,to somestudents,the sameethnicity as Chinesepeople: 'I can
see that the higher voices somehowfits with... the smaller Chinesepeople' (group
interview, Liverpool, 15 March 2005). In relation to Western rock music, however,
studentscommentedthat 'it is just funny to think that Chineseaudiencesthink of his
voice as being hoarseand aggressive'(group interview, Liverpool, 15 March 2005).11
Such examplesseemed(directly or indirectly) to reflect processesby which students
authenticatedtheir listening experienceswith thesemusics.

The literate aspectSas signifier of authenticity
The literate aspects too seemed to enhance students' constructing of
authenticity. Cipher notation for instance,often used for gamelan ensemblepractice
across universities, was frequently perceived by students as authentic Indonesian
notation (Figure 11-13).Yet cipher notation is a Western invention, introduced to
Indonesia by colonialists in the early I 9th century. In the meantime however, this
20This observationwasmadein a lectureon the musicof India,during which studentswatchedthe
following VHS: Khyal.- ClassicalSinging of North India, Video CassetteEthno VC 1; with
OpenUniversity,1998.
textsby MartinClaytonandVeenaSahasrabuddhe;
accompanying
211referparticularlyto observations
madeduringlisteningto Cui Jian'sCD 7hePowerof the
Powerless;World Beat(label),2 November1999(releasedate).
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notation has become 'normalised' within and therefore authentic of Indonesian
culture.
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Figure 11-13:Excerpt of Tabuh Taloh Topeng;cipher notation for gamelan ensemble;
Queen's University, Belfast, 16 November2003

Studentsfrequently constructedheightenedperceptionsof authenticity when
they regardedthe notation as being indigenousand original, and when it differed to
Western staff notation. For instance, in a class on East Asian music, students
encounteredChinese notation and instantly commentedthat 'this is an example of
original Chinese notation for the Chinesezither' (Stephan,Sheffield, 20 February
2004) (Figure H-14). Equally, playing in a Taiwaneseensemble,one studentreflected
on the notation, and associatedhis experiencewith authenticmusical transmission:
We are learning through traditional Taiwaneseteaching methods.We
are learning to read the Taiwanesescore, which looks like Chinese
learning
the notesand what they are called on the
are
and
we
symbols,
20
[Chris,
Sheffield,
Western
to
the
equivalents.
as
opposed
page
November2003]
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4Figure 11-14:Chinese traditional notation for qin, Sheffield, 20
February 2004

Absence of notation altogether while listening to the world's musics through
oral-aural means was also often considered as authentic, as learning in music schools
in the West typically places value on the written word (and sound). In the
aforementioned Taiwanese ensemble for instance, students also learned new musical
skills through oral-aural instruction. Students started learning to sing the score, which
however is not a traditionally Taiwanese method. (Players instead learn to play the
melodies on little recorders.) Yet to students, the instructional methods seemed
considerably different to instruction in the West, and thus close to tradition, which
clearly resulted in their experiencing of authenticity:
I played the oboe-like instrument.... It's really traditional the way we
learn... it was really hard though. First of all though, before we played
them, we had to sing the rhythms, becauseit tires you out to you play
too much.... We just sang the pitches, and each note has a different
name like gong and teh and stuff. And then we played them... and
then we played the percussion instruments, the big gong and the
cymbal things.... You don't really read the music; you just pick it up
it
just
better.
You
So
pick
up and
as you go along.
each week you get
2003]
Sheffield,
31
October
do.
[Sarah,
people
watch what other
In another instance, students participating in a Klezmer ensemble experienced
heightened perceptions of authenticity as the teacher utilised oral-aural transmission
methods, described in my fieldnotes as follows:
The teacher sang a short section of a tune, inviting students to simply
let
internalising
feeling
by
to
the
tune,
order
and
it
in
copy...
singing
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'Jewish'. How? By the useof ornamentation,dynamicsand downward
slide.... A comparison was made to Gypsy music which uses an
upward slide, showing the happy nature of Gypsies. However the
downward slide symbolisesthe sadnessassociatedwith the Jews....
Studentsthen copied the vocal part and tried it on their instruments.
There was no notation; learning was done aurally.... She closed her
eyes when playing and moved her whole upper body. Most students
adoptedthe movements....The atmospherefelt intensely emotional.
The quality of the ensemblewas not perfect,but this did not seemto
matter. Insteadsheplaced the biggestemphasison sounding 'Jewish'
and to play with feeling. [Fieldnotes,SOAS, II November2003]
During my observations,I found that studentsexperiencedheightenednotions
of authentic Jewish music as the teacher continuously emphasisedfeeling. She
verbalisedand visualisedher own musical emotionswith particular body movements
and patterns of sound, which appearedauthentically Jewish to students. Klezmer
musicians typically use extremes of expression to convey a kind of Jewish
sentimentality. Jewish styles of playing are distinct for their particular dynamics,
phrasing,trills and Krekts (groans)and vibrato (seealso Netsky 2004). Once students
have masteredthese techniques,they have in a sense'captured the feeling and the
sound of Jewish music' (ibid.: 194). Thus studentslearnedthe technical languageof
Klezmer music, such as using precisetrills, ornamentationand rhythmic nuancesin
order to mediate appropriatelyJewish musical feelings. Students' also sharedthose
culturally constructedmeaningsby swaying their bodies to the music, closing their
eyes and applying an appropriate technique to the playing of instruments. This
experienceenabled studentsto come close to an imagined authentic experienceof
YJezmermusic.
In general, students often seemed to construct authenticity through
comparisonswith Westernmusic culture. In discussionson world music ensembles,
one studentemphasisedthat music making 'feels more relaxed [due to] the way it's
played: sitting on the floor. It's not strict... it's laid-back; not so formal with people
dressedup in suits' (Sophie,York, 17 May 2004). To another student,playing nonWestern music felt 'so relaxed... It's almost like an honesty,a sort of down-to-earth
It's
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a powerful dichotomy between fake-and

real, suggesting world musics to be

equivalent to 'real' folk musics:
In Western classical music... I feel they are fake. They just go on
stage, bow... come in and out. It's like a fake performance, whereas
folk music you just go there and play... and you play for eighteen
hours... you just feel it... you don't 'make it'. [Amaryllis,
Goldsmiths, II February 2004]

Ethnicity as signifier of authenticity
The ethnomusicologist's or teacher's ethnicity too often shaped students'
imagined authenticity (Figure 11-15).To many students, a native teacher appeared
strange and obviously personified cultural difference. Some students described their
experiences with fascination, astonishment and excitement. One student commented,
for instance 'she is really fascinating.... Sometimes I don't understand what she is
trying to say but... I just find her really interesting' (Terrie, Belfast, 19 November
2003). Such a teacher seemedto embody immediate authenticity.

Figure 11-15: Korean ethnomusicologist Hae-kyung Um
performing on the Korean hourglass-shaped drum; Queen's
University of Belfast, 17 November 2004
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I don't know though whether you learn more from it. It's probably just
more exciting. [Rachel, Sheffield, 5 March 2004]
Some students pointed similarly out that 'it's good to have actually a
musician... from that culture... to know what they are talking about and to appreciate
what it's like' (group interview, Sheffield, 12 December 2003). Students often
instantly regarded a native teacher as expert who can contribute original experiences
and anecdotes.To students, the native teacher held an almost sacred position as the
38).
2004a:
insider
knows'
(Trimillos
'culturally
musical
who
I also often found that native teachers were granted immediate credibilitY as
master musicians. A guest tutor from Iran, for instance, demonstrated to students
short musical passageson the santur and daf (Figure Il- 16).

Mohammadreza
IýjgLjj C 11- 16: lyýjjjjýtjj edinoinusicologist
Azadehfar in a guest lecture on Iranian music demonstrating
the santur; Liverpool, 12 October 2003
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in fact no knowledge of the music and its demands on the performer. Such
assumptions obviously require challenging:
I feel that there is an issue of authenticity that students seem to think
that for whatever reason those who come from another culture than
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ours are automatically musical insiders, regardless of their
background.Yeah, studentsoften have that perception and it is
one
that needs to be challenged... [Andrew Killick, Sheffield, 7 May
20041
During my research,I found that most ethnomusicologiststended to be of
Caucasian (White) heritage. In a class on Music in Japan, an English
ethnomusicologistinterspersedhis lecture with folk song demonstrations,which he
presentedtogetherwith a female from Okinawa. During conversationswith students
after the class, I found that to them, only the native guest's presenceseemedto
authenticatetheir experiencesof Japanesemusic. The host ethnomusicologistwho
invited the guestssuggesteda different view:
They [students]could observea sessionlike today in the East Asian
module, where we had an Englishmanwho had beento Japan,learnt a
lot of Japanesemusic and one of the students in the module was
Japanesebut she was learning from him. And she was obviously far
more familiar with Western instrumentsand music. So, an example
like that could lead studentsto think about the questionsof what is
authenticafter all! [Andrew Killick, Sheffield, 7 May 2004]
Insteadof authenticatingstudents'experiences,Caucasianethnomusicologists
often gained credibility through their work as subject specialists.I frequently heard
studentscommenting that 'he really knows the stuff.. he has so many books in his
office... he seemsto know everything' (Chris, Sheffield, 20 November 2003). In
many instances, students, particularly those at postgraduate level, held the
ethnomusicologistin 'unquestionableand very high esteem' (Richard, Sheffield, 8
December2003). This seemedlargely brought about by students'perceptionsof the
ethnomusicologistas an intellectual.
By seeking and mystifying the other in their listening encounters with
indeed
teachers,
attitudes
students'
and
reflect romanticised
ethnomusicologists
conceptsof authenticity.This again showsin powerful ways that students'conceptof
authenticity is imagined and culturally constructed.Ile physical, material, sonic
listening
during
literate
to ethnomusicology seemed
students'
aspects
and
spaces
further to signify notions of tradition, simplicity, rural, nativeness,folk, emotion and
than hybridityý-of
cultural
purity-rather
concept
enjoyment. Students' imagined
0
was a powerful metaphorin their constructionof an authenticity rooted in European
Romanticphilosophy of the early 19'hcentury.
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Listening to Music-Experiencing Democracy'2
As discussedin the first chapter,studentsat undergraduatelevel often experienced
the world's musics by surveying a range of selectedmusic cultures, an approach
increasingly criticised for creating a canon of music cultures for study.
Ethnomusicologistshave become aware that they may create and renegotiatenew
kinds of canons, manifested in the form of course contents in university music
departments.Yet within the constraintsof formal music education,it is impossibleto
transmit and learn all musics. For this reason,ethnomusicologistsoften suggestthat
canoncreationand embodyingit with one's own meaningful valuesis not a problem,
yet 'the problem comes with canonization, the institutionalization of certain works
over others through the imposition of hierarchiesof self-investedvalue upon other
peopleand their musics' (Koskoff 1999:547).
As a result, ethnomusicologists often wish to teach musics without
canonising,which meansmoving away from transmitting to studentsa canon of set
works and towardsa canonof set values,emphasising,for instance:
We should be helping our studentsdiscover... that all values,just like
all people and all musics, have equivalent meaning to someone,
somewhere... I want also be teaching strategiesfor learning openmindedness,fairness,and compassionfor differences of all kinds. If
we teach our studentsthese values, then... it will not really matter
what musicswe teach.(Koskoff 1999:558-9)
This shift in emphasishas derived from a recent democratisingmovementin
in
tolerance
social
studentswhile enhancinga
which
aims
at
promoting
musicology,
belief that all people and their musics are equal (see,for example,Woodford 2005a,
2005b). Intending to transmit musics from the perspectiveof more than one single
dominant culture, this view advocatesteachingstudentspluralistic perspectives,and
Therefore
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In my research, I became particularly interested in the ways students
experiencedthe transmissionof the world's musicsas reflector of ethnomusicology's
22The term democracy is used here to refer to a belief in equality between and tolerance toward all
people and their musics.
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non-canonical, democratic concerns. I indeed saw that experiencing the world's
musics seemedto enhancein many studentstolerant attitudestoward and acceptance
of people whose beliefs, values, behaviours or practices are often significantly
different to their own. Many (but not all) studentsexpresseddemocratic social and
musical values,conveyedthrough their growing belief in equality betweenall people
and their musics.Yet I also encounteredheightenedEurocentricmusical and cultural
values among some students,which emergedfrom their direct experiencingof the
world's musics.This sectionthereforefocuseson the relationshipbetweenparticular
listening experiences and their capacity/incapacity to enhance non-canonising,
democraticviews in students.
Mapping or eclecticisingthe world's musics?'
Experiencing the world's musics during survey courses,studentsseemedto
bring with them certain expectationsbeyond those already discussed(such as social
class). Principal among these was a concern with grasping an overall view of the
world's musics in order to map and categorisethese.Students' quest for disciplining
and canonisingthesemusics often appeared'natural', particularly to less experienced
students. Learning about the mbira for instance, the first-year Sheffield students
conveyed assumptionsthat they studied a representativemusical instrument from a

selectedmusicculture:
I think the mbira must be important in African society. Yes, I imagine
it's a seriousinstrumentbecausehe [Andrew Killick] actually showed
us it. I don't think he would show us a joke. [group interview,
Sheffield, 17 October2003]
The same studentsoften prefeffed sessionsthat dealt with the classification,
categorisationor compartmentalisationof the world's musics or musical instruments.
This included, for instancea sessionentitled China: tradition and innovation, which
for
instruments.
Indian
Chinese
systems
categorisation
and
musical
compared
Studentsliked this sessionas they could relateto the systems'logic, which resembled

23The term 'eclecticising' (from eclectic, i. e. wide-ranging) is the author's own invention, which in
this context denotesprocessesof widening and broadening-instead of narrowing-students' musical
encounters.
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that of Western categorisationsalso. Reflecting on the course as a whole, three
studentshoped to gain somekind of overview of the world's musics, which clearly
showsthat they were seekingto disciplineandcanonisethe examplesthey listenedto:
I feel that the lessonsare a bit specificin one area.For instance,today
it was all aboutbagpipes....It seemedtoo specific really. We needto
know about Europeanmusic in general.... We are supposedto know
aboutEuropeanmusic. [Graeme,Sheffield, 19 December2003]
Last week was really interesting,but it was very specified to Iran and
we ought to do the rest of Asia as well. It just seemsa bit specific....
So is it not betterto do a broaderthing in the actual lectures?[Jessica,
Sheffield, 19December2003]
I didn't feel I really got to know, for instance,African music as a
whole. It seemswe were doing it too vaguely.... I would have liked to
do more on Latin America becausewe did the whole continent in one
lessonand... that didn't seemto cover the whole of Latin America. It
just seemeda bit ridiculous. [Rachel,Sheffield, 31 October2003]
A third-year studentat anotheruniversity, by contrast,was more critical and
questionedher canonicalassumptionsaboutthe coursecontent,yet also conveyedan
underlying wish for overview andclassification:
It may be good to have a summarythat brings all lectures together,
that makes clear why she [Caroline Bithell] has chosenthese topics.
It's such a massivecontinent, and I think that the topics she chose
were quite representative,quite important parts. Probably, but I don't
know.... What I'm trying to say is that I don't know how important
thesetopics are, or whetherthey arejust favourite 'Caroline-topics'. I
don't know how they fit into the bigger picture and whether theseare
topics shethinks areimportant. [Alison, Bangor,22 October2003]
Ethnomusicologistsoften advocateeclecticising musical case studiesinstead
of mapping or categorisingthe world's musicsinto global culture areasand universal
schemes,thereby avoiding giving a senseof having covered the most important
cultures. In my research,many ethnomusicologistsconveyedthat they were focusing
on one or more particular regions or countries,even when the course or lecture title
was far broader:
It wasn't so much abouttrying to give them a survey of different kinds
of music that exist.... I wantedto show them a rangeof examplesvery
different from each other... to show that there are different, but
equally logical ways of making music in different systems.... So the
bit
'survey'
suggests
something
a
more comprehensive,and it's
world
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not possibleto be comprehensivein a short module on world music.
So it's very selective.[Andrew Killick, Sheffield,7 May 2004]
Yet this non-categoricalapproach often led students to feel
completely
overwhelmedand disorientatedlisteningto the sheervariety of musical examplesthat
they encountered.One studentcommentedthat 'there is so much out thereto listen to,
it's easyto get lost' (Liz, Manchester,9 May 2005). In anotherinstance,listening to
examplesfrom Greece,Bulgaria, Bosnia, Turkey, etc in a sessionon the Music of
Europe seemedequally confusingto students:
Listening examplesarebetterfor us to comprehendthe ideas,but if he
plays too many examplesfrom the CD, we easily forget. T'hereis so
much information coming at you, I suppose.[Angela, Sheffield, 31
October2003]
This country-jumping makes me get lost. He went from Eastern
Europe, then from Iran to Egypt, then to France, then to England.
That's why I got lost. [Jessica,Sheffield,31 October2003]
Students' experiencesof exhaustionarose not only with listening to music
examples,but alsoin relation to cultural, historical, geographicaland other aspectsof
the lecture courses.The following are selectedquotations to exemplify students'
experiencesacrossuniversities:
I thought that the sessionswere a bit crammed... more than we
actually needed....It's too much.... There is too much information to
take in.... It is too much information. It's a crash course in a really
massivesubject and it doesn't really work! It seemsquite daunting.
[group interview, Sheffield, 19 December2003]
I found it quite frustrating the fact that you do a different continent
every week, and you need to rush through it, and you don't get a
chanceto really appreciatethe music of eachculture. [Alex, Durham,
27 October2003]
1 think Caroline [Bithell] in generaltries to cram too much.... It's all
interesting.But it's only to a point that it can be interesting.... I think
the problem with the course is that you get so much information.
[Laura and Alison, Bangor,22 October2003]
1 havereally enjoyedthe wide variety of topics we have coveredin the
in
information
The
we
were
given
eachlecture is
amount
of
course....
quite overwhelmingthough! [Thomas,Manchester,9 May 2005]
Studentsoften felt that there were too many cultures addressed,too many
exampleslistenedto and too many topics discussedin order to rememberit all. There
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was too much information conveyed, as well as too many new technical terms
introduced. Alex linked it to 'having to be multilingual because there were so many
different terms' (Alex, Durham, 27 October 2003). Students seemed to find this
experience extremely challenging, 'quite awful, horrific, daunting and off-putting'
(Jessica, Sheffield, 20 February 2004).

Yet at the sametime, it is importantto point out that suchperspectivesdo not
necessarilyrepresentthe views of the entire university studentpopulation in the UK
and Germany.While a rangeof studentshavebeenincluded in my research,it would
be interesting to determinewhether studentsat SOAS, the University of K61n and
QUB have similar experienceswhilst studying on degree programmes that deal
exclusively with world musics. Here, studentsmay indeed bring higher levels of
determination of how much they are willing to listen to based on the higher
importancegiven to the studyof world musics.
On a more positive note, studentexperiencesof information overload during
listening to and learning about musics from around the world seemedindirectly to
evoke in them a sensethat there is genuinely no clear canon of music cultures for
study. Some students recognisedthat this approach 'only concerns quite limited
geographical locations.... I think it could include anything' (Barbara, Bangor, 15
December2003).
Yet students' eclectic musical experiences may not fully explain their
expressing of democratic social and musical concepts-humanistic and tolerant
attitudes towards the world's peoplesand their musics-, a position I encountered
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Experiencing music in and as culture

In the previous chapter, I highlighted the strands of ethnomusicology as
variously a sound-centredstudy (for example, Hood 1971), and as a domain of
sociocultural action (for example,Merriam 1964,1977). Referring to this debate,
ethnomusicologistNeil Sorrell explainedthat:
Another debateis the one betweenthe Merriam - Hood approaches....
But it actually is important and interestingwhen you learn about the
sociocultural context of music too.... It does just... give you a
completely different perspective.It helps you get a lot of things
right.... How you perceivemusic and how you think about it. [Neil
Sorrell, York, 6 May 2004]
Ethnornusicologistsoften wish to understandmusic as expressionof human
experiencein the context of social and cultural organisation.During my researchat
British and Germanuniversities,I observedthis samefocus on transmitting music not
only in but also as culture.For example,onecourserequiredstudentsto:
Discussthe waysin which the music of the 'pygmy' peoplesof central
Africa can be seento be a product of, and to operatein harmonywith,
both the naturalenvironmentand their lifestyle as a whole. What kinds
of insights can the musical traditions of thesepeoples(groups such as
the Aka, Bayaka,Efe and Ba-Banz6l6)offer into other aspectsof their
culture? [Assignment question 2003/04; course 'Music in Africa';
University of Wales,Bangor]
This particular topic represented the ethnomusicologist's concern with
understanding music as a reflector and generator of social meaning, requiring
students to understandmusic as a resource for understandingpygmy society. It
focused on pygmy cultural principles, such as the non-hierarchical, democratic
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particularly 'interesting to think about how African music is repetitive and circular
instead of... linear. This made us think about their strong mythic belief in
reincarnation... or the role of seasonalcyclesin their society' (Rachel,Sheffield, 10
October2003). In anotherinstance,during a session Indonesian
on
gamelan,students
learnt aboutshadow-puppetryanddanceas a
reflector of Javaneseculture:
One dancer is the hero; one is the bad guy. If you compare their
movement,the bad guy is waving aroundhis arms over his head.The
hero never lifts his arms higher than his head and moves very
slowly.... That can be explainedwith Javaneseculture: the hero has
gainedhis spiritual strengththroughmeditationand that resultsin selfcontrol. The bad guy hasrelatively no self-control and wastesa lot of
energy.For the Javanese,the very controlledand calm stateof mind is
what they would aspireto.... If a Javaneseobservedyou going crazy
and becomingangry over a matter, they would find you pathetic and
stupid.... The Javanesehave expressionsfor things like that, for
instance"losing face".... This is also reflectedin the music: the word
(h)a1us means smooth and refers to music as well as situations.
Another word gagah characterisesthe bad guy: it's about outburst of
emotions, which is a 'no-no' thing, since it implies aggressiveness,
impulsiveness.[Neil Sorrell, York, 26 April 2004]
Another approachinvolved introducing studentsto a cross-culturaltheoretical
vocabulary,for instance,gender,theatre,politics or dance,and musical elementssuch
as rhythm or texture. Organisationby themes,which unified musics from different
casestudies,enabledethnomusicologiststo addressthe role music plays in people's
lives, and provided an inclusive framework for many musical traditions, including
Westernand non-Westem,traditional and modem. In a courseon Music and politics
at the University of Bangor, for example,studentslearnt about different motifs for
musical censorship.Studentslistenedto and discussed:chantsin praiseof the Afghan
Taliban and extreme interpretations of music in Islam as a form of religious
censorship; East German rock music and its 'hidden' messagesto overcome
governmentcensorship;Madonna's 'immoral' Justify my Love and MTV's immediate
banning of the video; the Hardangerfiddle's associationwith the devil and thus its
ban from Norwegian Christian churchesuntil the 1950s;Rumanianmusics depicting
happy and unified folk and workers, which were products of Ceausescu's
authoritarian communist regime and extrememusic censorship;or Afro Celt Sound
System and other hybrid world musics as products of so-called global market
censorship.Such a thematic emphasisenabledthe juxtaposition of exampleson the
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grounds of relevance to the topic in question, thereby revoking any fonn of
canonisation.
Another transmissionstrategywas that of instilling in studentsan
appreciation
of the global processby which their 'own' music has taken shape.(Module Handout
Music of the World, Sheffield, 3 October2003).This broad theme-running through
an entire course-enabled studentsto draw meaningfulconnectionsbetweenthe most
diverse musics, while at the sametime allowing for considerationsof the dynamic
nature of cultures and their musics.Frequentreferencesduring the course to crosscultural influences and their effects on our Westernhomogenisedglobal music also
reflectedethnomusicology'sfrequentconcernwith global processes.According to the
ethnomusicologist:
The module is also tied togetherby a historical threadrunning through
each session.I try to teach studentsthe bigger picture, not just to
survey severalmusic cultures,but to try to show them what this other
music has to do with them; I try to show them historical connections.
[Andrew Killick, Sheffield,6 October2003]
Thereby the ethnomusicologistintroduced the idea of 'world music' as a
single, sharedmusical history, as a kind of musicallanguagesharedaroundthe world
today, linking the entire courseby the emergenceof one (commercial) global music.
Studentsclearly graspedthis idea,suggestingthat:
It madeit very clear because...the lecturer brought in the analogy to
the tree.... The roots are the varioustypesof music coming togetherin
the trunk, which symbolises Western global pop music. It
amalgamated all these different musics. [Graeme, Sheffield, 24
October2003]
Students increasingly showed an appreciation of the broader processesof
cross-cultural influences, seeing the world's musics in a far broader light. This in
fairnessand compassionfor all
turn, seemedto lead them to learn open-mindedness,
sorts of difference. Approaching music in a way that abandonedthe distinction
betweenself and other, the ethnomusicologistdemocratisedstudents'perceptions.
I think studying world music widens our perspectiveon music. It's
true that we think of music as a tune, or varieties of Western music.
But if you went to a place and heardBirdsong, would you think of that
for
is
I
important
it
think
us to becomeaware of the
very
as music?
cultural places.... It is really good to study world music becauseit's
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widening our outlook on different people! [Rachel, Sheffield, 10
October2003]
Students across universities clearly seemed to grasp the importance of
understandingwhat music meansto its creatorsand listeners,and the extent to which
music is meaningfulto the peopleinvolved, as the following commentshows:
We've talked aboutculture, and we've talked aboutthe danceand how
they express themselves.... I think that a lot of the music comes
aroundbecauseof the culture. So that's why we maybefocus more on
the culture than we do on the music. In some instances,the music
must be a bit of a by-productof what the culture is inflecting. They've
got the music becauseof the culture.... Culture hasnot come from the
music. [Leah-Beth,Newcastle,9 March 2004]
In other words, experiencingmusic as an expressionof culture often enabled
studentsto graspthat 'music... becomesa resourcefor understandingsociety' (Cook
1999:213). Many studentsseemedoverall to apprehendethnomusicology'skey focus
on studyingmusic in and as culture:
Music is not just a system by itself, but rather a reflection of the
culture and society from where it was bom. That is a far more
important idea! It gives music a meaning, a point and a reason!
[Stephan, Sheffield, 30 April 2004]

Ethnomusicology is the study of human beings and music. It's not
only about the music of one particular country, one nation. Studying
ethnomusicology,studying music in culture and humans.... I am not
only interested in music itself, but also in the culture. [Sheng Shi,
Goldsmiths, 13 February20041
While the statementsshow that many studentsclearly assimilatedthe reason
behind studying music in and as culture, I was particularly interestedin the ways in
which students' music-cultural experiencesimpacted on their attitudes and values.
Blacking (1973:xi), for instancearguesthat music has the power to enhanceharmony
betweenhumansand that 'music can becomean intricate part of the developmentof
mind, body, and harmonioussocial relationships. Exposureto world musicscan lead
increased
towards
awareness,appreciation and acceptanceof people and
students
their music, but as Fung (1994:46) points out, little researchhas yet beendone on this
seriesof claims.
My research provides some insights that complement these notions.
Specifically, I found that transmitting music in and as culture seemedto impact on
first,
in
two
ways:
placing an emphasison studying
significant
student experiences
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music within its cultural contextinstilled in somestudentsa broadenedawarenessof
and deeperappreciationfor other culturesand led to broadenedmusical views and
increasedvaluing of these musics; second,encounteringa diversity of musics as
humanprocesseshelped somestudentsto appropriatetheir own culture, identity and
way of life. Each impact will further be describedand discussedin the following
paragraphs.

Broadeningstudents'views of music:valuing diversemusicson their own terms
Many ethnomusicologistsbelieve that listening to ethnomusicology 'gives
students exposure to different sounds and different colour, which enriches their
experience,their understandingof what musicality is! ' (Hae-kyung Um, Belfast, 18
November 2003). Studying the world's musicsin and as culture, in particular, often
has
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For me, it turned my world of music upside down.... I had
no idea
what music was, what music is, but I think it makesyou sort of think
twice, it makesyou sort of realisethat we [Westerners]are quite proud
to think... to have got it all sortedwith harmony, the most important
thing [in music]. But actuallyit canreally limit how we listen to other
music.... I hadn't really thoughtabout that before.... It's really good
how he challengeseverything music is. [Alex, Durham, 27 October
20031
Some studentsexperienceda broadeningawarenessat the level of musical
elements,suggestingthat 'other culturesmay not be so strict, and pitch doesn't matter
so much. It's not just aboutour own little treblecleff (Jessica,Sheffield, 20 February
2004). Others commentedon expandedviews towards musical notation, conveying
that 'we think of music as written, as strict. Thereis so much different and fascinating
stuff, for instance how people read music' (Graeme,Sheffield, 3 October 2003).
Another student had eye-openingexperiencesthat led to towards compositional
freedom:
This courseopenedmy eyesin regardto musical freedom. It doesn't
have to be so strict. Your approachto music doesn't have to be bound
by those [Western] rules. I now use more musical freedom in my
compositions.[Stephan,Sheffield,30 April 2004]
Studying the world's musics within their sociocultural contexts led some
studentsclearly away from any Eurocentricvaluejudgementsaboutother musics,and
towards increasedtolerance for those world's musics they encountered.Students
recognisedthat music is made with referenceto its makers' unique standardsand
criteria. Somecommentedthat thereare many ways of making music, which, whether
studentsliked the musics or not, were regardedas interesting and equally valid in
their own way:
When listening to some of the examples, I didn't find them
particularly good by Westernstandardsbecausethey soundedout of
time or out of tune, not as strict. It was interesting to find then that
within its culture, this piece of music would be regarded very
professional.... I try to make that transition. [Stephan,Sheffield, 30
April 2004]
It makesit more interestingto concentrateon the cultural background
becausethe music itself is quite dull, not musical. But in the context of
the culture or societyit soundsmore interesting,and I can understand
betterwhat they're trying to do. [Melinda, Sheffield, 10 October2003]
My preferencesfor the music itself differ; one region I like very much,
instance
for
overtone-singing[throat singing] is
much,
not
so
another
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not my taste at all.... Anyway very interesting, whether I like the
2003]'4
music or not. [Constanze,Rostock,24 November
What studentssuggestedin thesecommentswas that 'if we can understand
more about the culture, we know why that kind of music is being performed' (group
interview, Sheffield, 19 December2003), and this understandingseemedto make
their musical encountersmore interesting and meaningful. Another student, for
instance,graspedthat a country's development(technological,economic,etc) and the
availability of natural or other resourcesimpact on the ways in which instrumentsare
being made,which seemedtruly to instil a deeperunderstandingand appreciationof
the relationshipbetweenAfrican musicalinstrumentsand music-makingprocesses:
We talked about how advancedthe country is affects the music and
how the instrument,the rattle-thing... was made out of some kind of
vegetable... whereasin our country they'd probably make that in a
different way. And, I don't know, it's a completely different way of
thinking becausemusic is part of the community, insteadof something
that you just listen to. It's somethingthat you do and you get involved
in. [Rachel,Sheffield, 10 October2003]
In general,I found that many studentsseemedto come to value the world's
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Appropriating students'own culture
John Blacking (1973:ix-x) reflects that 'the Venda of South Africa... broke
down some of my prejudices. They introduced me to
a new world of musical
experienceand to a deeperunderstandingof "my own" music.' Ethnomusicologist
John Baily equally advocates:
I think... it actuallycontributestowardsawarenessof other cultures....
I think also, that it shouldprobablymake you hear your own music in
a different way, or think about it in a different way.... The more
musics you look at aroundthe world, the more you get a senseof the
things that go on... and then you can comparethis to Westernmusic
and re-evaluatethat in thoseterms.... Sometimes,it would be a good
way of spotting studentswho think that Western music is the best
music in the world.... You becomemore aware of why you say or
think that.... It sharpensup the perception. [John Baily, Goldsmiths,
13February2004)
In Germany, ethnomusicologistBritta Sweers similarly suggeststhat 'for
musicians,this is a way-as John Blacking has already formulated-to get to know
oneselfdifferently, to seeoneselfin the mirror of anotherculture.... You havemaybe
more distanceto your own culture as you look at it from the outside' (Britta Sweers,
Rostock,25 November2003)." Principal Hartmut M61lerequally explainedthat 'one
only knows Europeanmusic when one has also encounterednon-Europeanmusic,
otherwise one just celebratesoneself and thinks this is so special, so valuable'
(Hartmut MOller, Rostock,25 November2003).'
During my research,I equally found that studying someoneelse's music
within its sociocultural context helped some studentsappropriatetheir own culture
and music, and felt this to be enriching and empowering. Some expressedthat
learning about musics within particular contexts, such as politics resulted in
trethinking other stuff, like the music I was listening to... That was really good, and it
doesjust influenceyour life a lot, you know' (Terrie, Belfast, 18 November2003). In
other instances,studentscommented:

25Für die Musiker ist das wirklich eine Art und Weise,
John
Blacking
das schon so schön
-wie
formuliert hat-sich selber anders kennenzulernen,sich selber im Spiegel einer anderen Kultur zu
sehen.... Du hast vielleicht mehr Distanz zu eigenenKultur, weil Du sie von außenbetrachtest.[Britta
Sweers,Rostock, 25 November20031
26Man weiß eigentlich über die europäischeMusik nur was, wenn man auch die nicht-europäische
Musik kennengelernthat, sonst feiert man sich nur immer selbst, und denkt das ist so besonders,so
25
Möller,
Rostock,
November2003]
[Hartmut
wertvoll.
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This session helped us to understand the [African] culture a bit
better... about cyclical lifestyles, reincarnation, and all that.... The
analogy to the [Western] orchestra in terms of hierarchy was quite
interesting. This helped us questioning our own society a bit,
something I have never done before. [Oli, Sheffield, 10 October 2003]

What it has done for me? It has openeda lot of doors I didn't know
existed.... Musicology wouldn't have openedthe samedoors.... The
social influences, for instance... and the actual social effect of that
music in a concert.... It's just opened my mind. It's like a mindblowing experience.[Richard,Sheffield, 8 December2003]
It has definitely made me think differently about both the tradition I
am in and other traditions. [Thomas,Manchester,9 May 2005]
Other studentsexperiencedbroadeningperceptions that helped them make
senseof their own, often syncretic identities. These studentsoften focused on the
processof becomingcritical self-reflexive learners,through which they were able to
gain a more completepicture of both music and their often complex life experiences.
Gordon, for example,who had Irish ancestryand was raisedin England,reflected on
his own 'search for Irish roots' when learning to play Irish flute and, while
undertaking researchinto Irish music and identity during his ethnomusicological
studies,participating in flute bandsin Belfast (Gordon, Belfast, 19 November2003).
Equally, one Taiwanese student only started appreciating Chinese music when
studying at an English university, through which she rediscoveredher own Asian
identity:
It is quite interesting to come all the way here to discover Chinese
music.... This mademe interestedin it. I have realisedthat this helps
me to understandmy own identity... being 'in-between' cultures.... I
chose the kayagfim workshop and feel very strangeabout that.... In
China I would haveneverdone this.... But here,I try to explore why I
miss China, re-exploremy own world and searchfor my own identity.
I miss somethingthat I should have paid attention to earlier.... I have
in
the past, so although I'm
music
and
my
own
culture
neglected
Asian, I don't know my own tradition very well.... This is a really
interestingfeeling and experiencebecausethis is so close, but also so
distant to me.... I wouldn't feel complete if I wouldn't try to
I
feel
too....
rather
somewhat ashamed
culture
my
own
understand
becauseI am Asian and should know this but don't. Other students
assumedthat I know the instrumentand music and gave me a strange
look when I said that I didn't. [Celia, Sheffield, 30 April 2004]
Other students gained increased self-awarenessof their musical identity.
Sally, for example, reflected on her past self-perception that she lacked musical

143

ChapterII: Listening to Ethnomusicology

talent, and about the 'great' performancestudentsshe would have had to compete
with at a conservatory.Listening to ethnomusicologyhelped Sally realise why she
felt anxious about pursuing performance studies. She became aware how her
ideological conceptsof talent and musical greatnesshad been shapedby concepts
from the Western musical establishment.This critical self-awarenessand cultural
contextualisationenabledSally to make senseof her own (and equally acceptable)
musicalidentity:
I understand now why I got cold feet and didn't go to the
conservatory....I also understandwhy I didn't do music earlier. It was
this, I had this elitist notion of musicians... and now I know I wasn't
that!... Doing ethnomusicologywas great because... you realise that
what we have,what I had, the Westernart-view of music, it's only one
view of music amongst other, possibly more acceptableviews of
music. So really, what I did find in ethnomusicology was this
confirmation, liberation I've beenlooking for, so that now I would say
I'm a musician! I'm not a virtuoso musician but I also understandnow
that I don't want to be a virtuoso. [Sally, Belfast, 18 November2003]
Tinoosh, another student, similarly commented on the interrelationship
betweenhis ethnomusicologicalstudies(and world musicsas a humanphenomenon)
and increasedself-awarenessof his own socioculturalidentity:
My interest is non-Westernmusic... is my way to find myself. I am
searching myself. That's what I'm doing. I'm searching myself in
music... becauseI think if you understand,if you recognise,study
yourself, then you are getting to the roots of many things because...
we are all human.I think ethnomusicologistsare doing the samething.
They are studying music as a human behaviour.... You are dealing
with humans.When you are dealing with a human being, you are part
of it.... Ethnomusicologyfor me is not the study of music of others,of
others' music; it's the study of yourself. Yourself, and your music.
Ethnomusicologyfor me is the study of myself in the point of view of
music. [Tinoosh, Goldsmiths, 10 February2004]
At the same time, I also encountered students acquiring a stronger
appreciation of

their

own

Western culture

and

music

through their

Instead
of enhancingstudents'uncritical appreciation
encounters.
ethnomusicological.
of othernessin all its forms, some listening experiencesled studentsto comment on
shockingand horrifying music-culturalexperiences:
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ourselves] from other cultures... [Amaryllis, Goldsmiths, 12 February
2004]

It was like the men watching the womenmakeidiots out of themselves
[referring to a traditional ceremonyin Italy during which women who
are believed to be 'bitten by a spider' have to undergo a purifying
ritual].... How is that furthering what they [women] are trying to stand
for? It made me a hell of a lot more thankful for my culture, despite
the rules and restrictions that we have on our culture here. It's made
me a hell of a lot more thankful that we don't go through things like
that.... In regardsto the actual music, it makesme a hell of a lot more
thankful that we have so many different varieties of music in the
Western world.... It makes me very thankful, despitethe fact that we
have S Club 7, or Britney, or whatever it is, we've still got good
music, and we've got our classicalhistory... [Leah-Beth,Newcastle,9
March 2004]
Rightly so, thesestudentsfound shocking someof the gross humaninjustices
and discrimination that certain cultures practice againsttheir own people. In a class
on music and politics in apartheid South Africa, for example, I observedstudents
being deeply horrified by the cruelties practiced against musicians who spoke out
"
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value the diverse world's musics listened to and studied at university on their own
terms, instilling in studentsrespect for the ingenuity of the people who learn and
perform it. I have also shown that, whilst referring to both positive and less positive
examples, listening to ethnomusicology led students to reflect upon and better
appropriate their own culture or identity. Such experiencessurely impacted on
students' attitudes and perspectivesin their contribution to a better, democratic
society so crucial in contemporary education (McGettrick 2005), and, more
specifically, music education(Woodford 2005).

Deepening appreciation and understanding

Basedon my observations,students'listening encountersin ethnomusicology
and world musics classes seemingly transformed their attiudes and perspectives
towards self and other. American ethnomusicologistMichael Morse sharesthis same
idea, explaining that:
A world music course seems to me an ideal place-if such still exists,
expose our students to the human realities... to
or ever did-to
address the particular curriculum material in (a) way(s) that engage the
students' emergent sense of tolerance and reality. In a music course,
that's first and foremost through participatory listening. [Michael
Morse, in an email to SEM-list, 12 May 2005]

Indeed, the majority of studentsincluded in my researchexperiencedthat
listening to ethnomusicologyinstilled a deeperappreciationof the musics and their
makers,and of students'own musicking. This particularly emergedfrom transmitting
to students the role music plays in people's lives, rather than from processes
involving the eclecticising of the world's musics. Whilst the latter indeed evoked in
for
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clear
canon
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no
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are equivalentin terms of the values, meanings,and integrity of their own contexts'
(Koskoff 1999:546). Some students regarded this approach as a holistic musical
study.Even Jana,often so critical of her experiencesin world music, stated:
I simply find it very, very interesting to see... what kind of music they
make, and... then she also talks about the people [folk] themselves.
And that is simply a holistic project, which I find very good. [Jana,
Rostock, 24 November 2003]29

In other words, studentsoften felt that 'the discipline helps you to appropriate
things' (JenniferTobin Strike, Newcastle, 16 March 2004), that is to comprehendthe
'bigger' picture, to help students make sense of their own educational and life
experiences.This shows that the transmission of world musics during listening
processesled studentstowards heightenedtoleranceand compassiontowards 'other'
cultures, which also reflects ethnomusicology'snon-canonical,democraticconcerns.
Listening to ethnomusicology can thus impact on students' transformations,and
changes of attitude and perspective towards self and other. Such findings seem
particularly pertinent in the light of 21" century music educationthat placesemphasis
freedom,
democratic
as
creativity and contribution to society (seealso
values
such
on
Woodford 2005). The following chapter will thus share this same concern, and
illustrate students' musical and personal transformations within the context of
performing ethnomusicology.
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Ethnomusicologists'desire to gain deepercultural understandingsoften necessitates
true engagementin musical participant-observation(Cooley 1997) on the basis that
musical performancecan increaseboth the value and necessityof ethnomusicological
fieldwork. The performative aspects of culture that lead towards a kind of
intrinsically musical and imaginative experiencing are thus pivotal in
ethnomusicologicalresearch.Performing can sensitise the performer-researcherto
musical and extramusicalaspects,and can precipitatea senseof the music's style and
aesthetics (Averill 2004). Performance has thus increasingly occupied a crucial
in
ethnomusicologicalscholarship,but also in the transmissionof
not
only
position
knowledge
at universities.
ethnomusicological
Yet little has been written about utilising performance at universities that
sheds light into the ways in which students accessthe musical other. Tle most
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Active musical experiencing thus enables students to gain a deeper
understandingof the macro- and micro-processesof musicalperformance,claims also
madein the following statements:
This is yet anotherway of getting studentsto understandwhy things
are different and why things are a certain way.... If you have a handson experienceyou start to appreciateit at a physical level. [Caroline
Bithell, Bangor, 15 October2003]
To students,it is simply important not only to hear the music andbasedon that accordingly-through an analysis theoretically to deal
with it, yet also to try it out at least once in praxis.... But there are
things that are verbally formulated only with great difficulty, which
can be better felt from own praxis. For example, the shifting
hierarchical relationships in a Javanesegamelan are difficult to be
verbalised theoretically. Yet when one has found out oneself, which
instrument must listen to what other instruments, then immediately
one can far better understandthat. [ROdiger Schumacher,K61n, 22
July 2004]'
Learning new ways of musicking (see Small 1998) can also impact on
students' general musicianship. Valorising alternative systems and approachesto
creativity, performance can provide students with choice and agency of musical
alternatives,while leading them towards gaining those skills and abilities necessary
for musical performancein the formal education setting. For instance, longer-term
performancetraining in Latin American, and particularly Brazilian rhythms enabled
studentsover time to 'feel the groove... [and] to cope with rhythms in other [pop]
bands' (Wolfgang Schmiedt,Rostock,25 November2003), and thus to apprehendthe
music operationally.'
Ethnomusicologistsmore generally concur that performing ethnomusicology
can positively affect students'oral-auralmusical awareness,and enhancetheir ability
1 Für Studentenist es wichtig, eben nicht nur die Musik zu hören und entsprechenddarauf basierend
über eine Analyse sich theoretischdamit zu beschäftigen,sondernzu versuchen,zumindestdas auch in
der Praxis einmal zu erproben.Nicht daß wir wollen, daß die jetzt gute Musiker in einem bestimmten
Stil warden; soweit muß es gar nicht gehen. Aber das sind manche Dinge, die man verbal nur sehr
schwer formulieren kann, daß sie die aus der eigenen Praxis empfinden. Beispielsweise das
wechselnde Hierarchieverhältnis in einem Javanesischengamelan, das läßt sich sehr, sehr schwer
theoretisch formulieren. Wenn man aber selbst herausgefundenhat, an welchen Stellen weiches
Instrument auf welche anderenInstrumentehören muß, dann wird man das unmittelbar sehr viel besser
nachvollziehenkönnen. [Rüdiger Schumacher,Köln, 22 July 20041
2 JedesSemesterhabenStudentenmindestenseinen workshop über mehrereWochenenden,wo es um
Latin, und insbesondereBrazilianische Musik geht.... Das üben die hier stundenlangzusammen,und
dann iregendwannfängt das an zu grooven.... Das schlägt sich positiv in der Rhythmusbelastbarkeitin
anderenBandsnieder. [Wolfgang Schmiedt,Rostock,25 November 2003]
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to hear and listen to differing musical aspects.They equally advocate that students'
development of oral-aural skills remain central to the discovery of music's sonic
structure, and that 'musical sound itself is the surest way to knowing music
analytically and for its performance possibilities' (Campbell 2004: 10).
During my research, many ethnomusicologists also agreed that performing
ethnomusicology is an important social activity for students. Performance can enable
active collaboration at every level, as the development of social and emotional
competence is shaped by democratic decision making. Some ethnomusicologists
placed less emphasis on specialist training and musical achievement, and more on the
musical processesthat led studentstowards cooperation (Figure III- I):
[Musical] participation is a very important element... for music
making is more of a social activity.... New experiences are always a
good thing because it also opens your eyes how different people do
different things, and different kinds of musical structures and sounds,
and different kinds of skills and discipline when they acquire their coordination and so on. [Hae-kyung Urn, Belfast, 18 November 2003]

Figure 111-1:Korean drumming workshop; Note that Hae-kyung
Um (left) leads the ensemble through mostly musical cues
Belfast,
University
drum;
Korean
hour-glass
of
the
performed on
17thNovember 2004

Many ethnomusicologists advocated learning to perform as a preparation for
field research, which can also bring students numerous social advantages. Baily
(2001:95), for instance, suggeststhat 'it can provide one with an understandablerole
idea
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it
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the community, and
early orientation',
and status
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supported by RUdiger Schumacher:
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It is an important preparationabove all for the areaof field
research.
Someonewith basic skills in playing theseinstruments
also has much
quicker contactwith the people,and far deepercontactwith the people
during field research.[RUdigerSchumacher,K61n,22 July 2004]1
Performing world musics enablesstudentsto understandmusic from another
perspective as 'it is really a kind of deepening... of their experience through
approachingthe music from a different position' (Rildiger Schumacher,K61n,22 July
4

2004). At the sametime, studentscan gain an understandingof performance'from
an anthropological point of view, so that gives them another dimension of
understanding'(Hae-kyungUm, Belfast, 18 November2003). As a result, performing
ethnomusicologyhasthe capacityto deepenstudents'respectfor other music cultures
by appreciatingthe beautyof different timbres and the subtleor difficult complexities
inherent in music ensemblestructures.Enabling studentstruly to understanda nonWestern other through its cultural expressionsmay thus challenge their Western
perceptionsof the aestheticin music.
Besides ensembleperformance,I often found that ethnomusicologistsalso
advocateddisplaying and demonstratinginstruments live-either themselvesor by
inviting a visiting artist-, or conductingsimple hands-onactivities during occasional
workshops so as to present students with a further level of experience of music
making in a non-Westerntradition:
Sometimes I demonstrate particular vocal techniques and show
them... the differences between female and male voice.... Also on
kayagi7m... I show them sometimes traditional and modem
techniques.... Actually seeing it makes for very good
communication.... when you can make your lecture-if you are a
performer-as live as possible. [Hae-kyung Um, Belfast, 18
November2003]
I have showed them some instruments.... I think just to hold a
physical object from another musical culture is a way of making it
more real for them.... Studentsalways appreciateit when they can see
the actual instrument in front of them, and they can hear it being
played... by someone who can play the instrument.... Live
performance by a visiting artist who was able to play music for
3 Insofern ist es ne wichtige Vorbereitung auch überhauptfür den Bereich der Feldforschung.Wenn
jemand Grundzüge im Spiel dieser Instrumente hat, hat der auch n'viel schnelleren Kontakt zu den
Leuten, sehr viel tieferen Kontakt zu den Leuten in der Feldforschung.[Rüdiger Schumacher,Köln, 22
July 2004]
4 Das ist eigentlich 'ne Art von Vertiefung... der Erfahrung durch eine Herangehensweisevon
einer
anderenPosition aus. [Rüdiger Schumacher,Köln, 22 July 2004]
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them.... I often noticed that studentsbecome alive and just more
interested.[Andrew Killick, Sheffield, 3 October2003]
Perfonning ethnomusicologycan also create a different mindset in students
and connect them on a positive, experiential level. Through performing
ethnomusicology,studentsmay thus come to acquire a senseof musical ownership,
making the music real and relevantto them:
I think, studentsremember things better if they have actually done
somethingin a practical way, rather than sitting and listening.... SOI
try to get students involved as much as possible, get them to do
something practical, physical every time, and I think they just
rememberthat better than as if they are just sitting and taking notes.
[Andrew Killick, Sheffield, 12 November20031
I usually bring in someAfrican drums and do hands-onworkshopson
African rhythms, which enable students to experience how crossdoing
find
because
they
that
they
always
enjoy
work...
and
rhythms
that they are able to do that becauseit is not that complicated.
[Caroline Bithell, Bangor,29 October2003]
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3 Ich fänd's absolut herrlich, wenn wir hier ein Gamelanorchesterhätten... oder egal was für welche
Gruppierung.... Nur dasist noch Zukunftsmusik. [Britta Sweers,Rostock,25 November2003]
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Understanding student experiences during performing ethnomusicology

In the following section,I will discussstudentexperiencesto better assessthe
ways in which performing ethnomusicology at universities led students towards
changesof attitude and perspective.This issuehasalreadybeenaddressedin Chapter
11(Listening to Ethnomusicology),and there is necessarilysomeoverlap as students
will be listening during performing ethnomusicology.Blacking agreesthat 'I meanby
the word "performance" both the physical involvement of performance and the
experience of remaking music by listening' (1987:124). More specifically, my
discussionsof performing ethnomusicologywill be located along a continuum that
includes students' discovering of (a) world musics' material culture, (b) musical
expressionand form, and (c) cultural values.' Adopting the tripartite model, I wish to
understandstudents' unique experiencesalong this continuum, and the impact that
thesehad on them musically andpersonally!
The first part will discuss the ways in which studentsdiscovered musical
instruments,and becamemore actively involved during simple musical imitations and
occasional world musics workshops, while encountering (a) material culture and
developing a broadened sound awarenessof the music. This kind of musical
engagementmay be described as spontaneous,vivid and novel (Boyce-Tillman
1996:59) during which studentsfrequently expressedheightenedlevels of joy and
excitement.Happiness,in particular, has beenregardedas one of the most important
and frequentaspectsof musical performanceduring which:
heart beatsfaster, the pulse rises, breathingbecomesshallower,
the
...
the skin temperaturerises, and the patternof brain wavesbecomeless
regular.... [Thus] music has the ability to make people feel good....
The happinessof listening to music... is in part the simple result of
musical arousal.We tend to feel better when we are musically aroused
and excited. (Becker2001:144,145)

61 have derived the tripartite conceptualisationfrom a helical model by Boyce-Tillman (1996), which
representsa framework for world music educationof discovering (1) material culture; (2) expression;
(3) form and (4) value.
7 Whilst voices by ethnomusicologistsand studentsfrom universities both in the UK and Germany will
be represented,in this chapter,I will draw particularly on examplesof performing ethnomusicologyas
they have been observedat universities in the UK. This is mostly due to the restrainedfrequency and
length of my research visits at German universities, which in turn restricted my opportunities for
observing and participating in their performanceclassesand/or ensembles.
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The feeling of emotions in form of pleasurableexcitementwas so pivotal to
studentsat this level of performing ethnomusicologythat it deservesfurther attention
in a subsequentsection. Beforehand,however, I will turn to the secondpart of this
chapter,which will be concernedwith students' longer-term ensembleparticipation
and leaming to perform a musical instrument,during which studentsdiscovered(b)
musical expressionand form. This resembledmore structured and musically more
meaningful performanceparticipation, enabling studentsto recognisethat sound is
organisedin someway, while consideringartistic meaningand personalexpressivity.
This resulted in exploring expression,a processwhich begins with a personal and
individual responseto a particular piece of music, andfortn, which involves grasping
the ways in which music becomesmore organised,while comprehendingthe music's
phrase structure, rhythm and metre, and melodic gesture. Here, students often
experienced a deeper-level understanding of the music's intricacies and
deeper
At
the sametime,
awareness
of
and
gained
a
music-as-music.
particularities,
the requirementof a final (and formally assessed)performanceled most studentsto
feel emotions,yet thesecrystallisedin form of performanceanxiety.
To students,the emotions of enjoyment and anxiety were pivotal in shaping
their experiences, as 'music is an incomparably lucid and powerful means of
expression... far beyond anything we could have imagined' (Elliot 1972, in Budd
1992:133). At this point in the chapter,I will include an excursion into Music and
Emotions, particularly students' experiencing of enjoyment and anxiety, as both
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In the final part of this chapter,I will discussthe ways in which performance
concerned a more socially engaged,experiential ethnomusicology through music.
Here, I will examine performanceas a social phenomenon,while looking at the
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motivationsand experiencesof studentswho utilised performing ethnomusicologyfor
their ethnographicwritings, through which they tried to make senseand understand
their shared musical experiences.Such deeper-levelmusical and cognitive processes
embraced students' logocentric processes of conceptualisation, reflection and
analysis,and necessitatedstudents'deep,self-reflexive and critical thinking in order
to understand(c) the values, people and societies hold about and expressthrough
their own music. Studentslearnt-through performanceand critical reflection-how
in
individuals
cultures
value
artistic
products
often unique and differing
and
why
and
ways. This kind of performing ethnomusicologyenabled students to learn about
music-as-culture,and to understandhow and why 'music... becomesa resourcefor
This
(Cook
1999:
213).
type of performing ethnomusicology
society'
understanding
also represents what ethnomusicologists themselves are professionally (Solfs
2004b:2), since they often focus on musical experiencing as a way of fully
understanding.Performing ethnomusicologymay lead studentstowards a deep-level
engagementin the music.
Overall, students' attitudes and perspectiveschangedalong the performance
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discovering
basic
its
At
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most
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to understand.

155

ChapterIII: Performing Ethnomusicology

Performing Music-Discovering

Material Culture

The differing kinds of performing ethnomusicologyoffered at universities obviously
dependedon ethnomusicologists'individual choices,and were often markedby their
socioculturalidentities, researchallegiances,personalitycharacteristics,conceptsand
beliefs. At the sametime, 'the way a musicianteachesis likely to reflect the way that
personlearnedin the first place' (Baily 2001:94). This provides one reasonwhy not
all ethnomusicologistsat British and Germanuniversitiesled world music ensembles.
Perfonnance opportunities also frequently depended on individual institutional
constraints.
Yet at most universities, I encounteredthe performing of cthnomusicologyat
least in form of seeing-hearing-tryingreal musical instruments,which occurredmost
typically during world music classes.Perhapsless frequent, yet equally valuable,
were occasionalworkshops,often led by invited guest musicianswho either utilised
musical imitations, or real musical instruments. Such experiencesoften enabled
students to discover world music's material culture, and its infinite varieties of
timbres, methods of sound production, tone quality, technology and construction,
leadingthem towardsa broadenedsoundawarenessof the world's musics.
Seeing-Hearing-Trying musical instruments

During my research,I frequently encountereduniversity classesduring which
studentsencounteredthe seeing-hearing-tryingof musical instruments.At QUB, for
example,studentsexperienceddemonstrationsof Korean singing styles and kayagi7m
by
the ethnomusicologist.Some studentscommented
techniques
performed
playing
that this experienceenabledthem to gain a deeperunderstandingof the differences
betweenclassicalmale and female singing techniques,demonstratedin form of chest
felt
difference
between
Other
head
that
they
the
grasped
students
voice.
and
kayagilm.
The ethnomusicologist
the
traditional
playing
styles
on
and
contemporary
agreedthat:
They really take it in becauseactually seeing it when someoneis
doing it seemsto make for very good communication.... I think it
works for every level... when you could activate lecture and your
Um,
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November
2003]
[Hae-kyung
18
skills.
performance
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At

another

university,

students

experienced

specialist

musicians

demonstrating musical instruments during a lecture on Thai classical music (Figure
111-2).During the instructor-led demonstrations,students were asked to pay particular
attention to certain playing techniques. For example, explaining the Thai
categorisation diid (to pluck), siid (to bow), tii (to hit) and paw (to blow), both
musicians demonstrated these techniques on a range of Thai instruments. Most
students commented after the lecture that it was 'useful and interesting to see real
instruments... as this brought the strange music culture alive' (informal group
interview, SOAS, 10 November 2003).

Figure 111-2: Dusadee "Gaew" Swanghibeonpong (right) with
female assistant during a lecture on Thai classical music, which
included demonstrations on Thai classical instruments; Note the
ranal-ek xylophone (bottom right) and khwang wong yai circle
2003
November
10
SOAS
London,
(bottom
gong
centre);
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understand
November 2003). During a mbira workshop, a student similarly described that she
found it important to be able to 'put a picture to the name... [because] it was different
than I imagined'. Others showed an interest in its construction and were astonished
6
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into
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the
of
thus
to,
understanding
to
a
clearer
gain
and
relate
pictures) enabled them
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instruments. Such real and relevant experiencesled students towards discovering, and
thus deeper levels of participatory experiences of the instrument's intricate
characteristics.
Students also frequently emphasised hearing the instrument's sound. Live
demonstrations by specialist musicians seemed particularly interesting. Those
students who participated in the mbira workshop commented that 'this is the main
thing that sticks out in my mind.... It really helped with understanding how the
instrument sounded... [and it was] very interesting... to hear the different effects
created' (group discussion, Bangor, 6 March 2006). At another university, students
commented that they 'got to hear the sound for real, not just on a recording.... Also
hearing her perform was great, better than hearing recordings alone' (group interview,
Sheffield, 20 February 2004), while particularly referring to live demonstrations on
the Chinese guqin and guzheng (Figures 111-3and 111-4).Another student commented
about her experience of seeing and hearing live demonstrationsthat:
The live demonstrations on these Chinese zithers were really good
becauseI will not forget that.... You can appreciate it better.... They
didn't do very much, not very complex stuff, but I liked it nevertheless
because you could actually see and hear it. [Rachel, Sheffield, 20
February 04]

Figure 111-3:Shih-Hua demonstrating
the Chinese guqin; Sheffield, 20
February 2004

Figure 111-4: Yue denionstrating the
20
Chinese guzheng; Sheffield,
February 2004

Besides live demonstrations, I also encountered instances during which
in
form
of actual sound production.
students experienced more active participation
While some scholars have increasingly raised questions about (what they called)
found
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I
form
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that the extent of active
of
superficial music making
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involvement was often determined by the musical instrument and style.' In one
instance, students learnt about nanguan music in Taiwan, and particularly how,
traditionally, musicians learn to perform this music and the appropriate behaviours
associatedwith its performance.
In practical and experiential ways, students learnt to pass instruments politely
(by Taiwanese standards),to count and play the beat on woodblocks, and to sing the
melody

in

a

melismatic

Taiwanese manner. While

students sang, the

ethnomusicologist also demonstratedthe melody of a piece of traditional Taiwanese
nanguan music on the pipa (Figure 111-5),emphasising to students that 'once you can
sing this, it is easier to transfer the melody to the instruments' (Chou Chiener,
Sheffield, 30 April 2004). Students finally tried playing the melody on various
instruments passed around the group (Figure 111-6),yet this activity appeared too
difficult to accomplish so that students simply tried producing sounds on these
instruments.

1:igul-c 111-5:('hou Chicner demon..,,
traling the mclody on the
pipa; University of Sheffield, 30 April 2004

9 The 7'h International Symposium entitled The Local and the Global on Cultural Diversity in Music
Education (CDIME)
held in Australia in November 2005, for instance, included one theme on
'Dabbling or Deepening', asking questions such as: 'With the increased interest over the past twenty
bang away on an
years, has world music become a commodity that is best dealt with superficially:
African drum, improvise along the scale of an Indian raga? How is the balance between introductions
th
5
for
Papers;
idiomsT
(Call
to world music and profound immersion into other musical styles and
August 2004).
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Figure 111-6:Students' engaged in sound production on musical
instruments, including two xiao, erhu, pipa, and sanxian (from left
to right); Chou Chiener (far right) providing advice and support;
University of Sheffield, 30 April 2004

As this example shows, the extent to which ethnomusicologists can transmit
musical performance skills obviously depends on the music's intricacies, and the
construction and playing technique of the musical instruments. Some aerophones,for
instance the Japaneseshakuhachi, require rigorous instruction and practice before an
actual sound can be produced. Unfretted chordophones, such as the Chinese erhu
often challenged students' initial efforts such that they merely guessed or produced
random sounds. Idiophones and membranophones,by contrast, often enabled students
more rapidly to 'learn to play the rhythms that are used in the music and put them
together. So students can experience more of the music. But you can do that only if
you have got an instrument that students can make rapid progress with' (Andrew
Killick, Sheffield, 7 May 2004). The instruments themselves thus often determined
students' experiencesof performing ethnomusicology during such formal classes.
I found that this form of experiencing through seeing-hearing-trying musical
instruments led students towards heightened interest in and awarenessof the various
world musics and instruments. One student commented that 'dabbling is a useful way
of getting to grips with a strange instrument' (Jessica, Sheffield, 20 February 2004).
Experiencing actual sound production on a physical level also surprised many
students about the difficulties in handling the instruments. Students commented that
'I didn't think it would be that hard to play.... I had no idea how difficult it can be....
The instruments were very different to my preconceptions' (group interview, Bangor,
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6 March 2006). Students who participated in the Taiwanese lecture also suggested
that:
It helped me to relate to the instruments and to experience Taiwanese
culture.... Instead of a theoretical experience, I have a practical one
which has increased my understanding of this topic.... It was good to
see the materials used, how the instruments are played and the sound
they create.... It was brilliant to try out the instruments and to
experience them first-hand.... It was very exciting to hold the
instruments. This informed me better on the way the instruments
work. [group discussion, Sheffield, 7 May 2004]
Students more generally felt

that seeing-hearing-trying real musical

instruments and watching live demonstrations significantly enriched their musical
encounters. I frequently heard comments such as 'it was really helpful in gaining a
better idea of the instrument, its construction and how it works' (group discussion,
Bangor, 6 March 2006). Another student commented that 'holding and trying the
instrument was a wonderful experience! I really want to buy one and use it in
compositions' (group discussion, Bangor, 6 March 2006). For this reason, most
ethnomusicologists advocate that:
Effective teaching is always to have the instrument with you [Figure
111-7].To have a physical object to show people makes things much
more real to students, especially when they learn about music from a
distant part of the world. So the ideal thing is having an instrument
there that you can play. I suppose the next best thing is having an
instrument there that you can't play becauseat least you can show it,
show what it looks like. [Andrew Killick, Sheffield, 17 October 2003]

Figure 111-7: Andrew Killick denion-stialing the Koicim
ka vagian in a lecture on East Asian music; University of
Sheffield, 15 February 2004

161

ChapterIII: Performing Ethnomusicology

Overall, students' experiencesof world musics clearly involved visual, audio
and kinaesthetic dimensions. This form of performing ethnomusicology not only
incited enlightenment,but led studentsto engagewith the material culture at physical
and cognitive level. Their experienceswere thus more complete and meaningful,
which also often instilled in students' excitementand further interest in the music
culture. One studentsummarisedher experiencesof seeingand hearingthe Hardanger
fiddle, namelymaking this music culture real and relevantto her:
If I hadn't had the experienceof seeing and hearing it, it wouldn't
have seemedrelevant in the literature, and I would just have turned
the page.... It's about getting exposureto things. [Sally, Belfast, 18
November2003]

Occasionalworld musicsworkshops
Students also discovered material culture during occasional workshops.
During my research,I encounteredtwo types, namely (a) workshopsthat imitated the
music's material culture in the form of sing-along and play-along participation, and
(b) workshops that utilised real music instruments.While some ethnomusicologists
have disregardedthe first kind of workshop, Anthony Seegerreminds us that even
simple and easily learnedmusical imitations 'can inspire others to pursue their own
musical journeys' (2002:112). Comparing both kinds of workshop, he further
suggeststhat 'the key issuefor me is that there must be a reasonfor choosingone or
is
learn
to
the
that
given
a
audience
means
more about the original'
another and
(ibid.).
Indeed,both kinds of workshop were musically more meaningful to students
as both aimed at transmitting a complete(albeit often short) performancepiece. Such
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Worksho2s imitating material culture

At GoldsmithsCollege London, I participatedin and observeda workshop
on
Palestinianmusic led by Reern Kelani, a female singer from Palestine.Here,
singalong participation induced in students strongly positive and wholly meaningful
musical experiencesthrough embodied experiencing (see also Kisliuk and Gross
2004). 1 found this lecture extremelyinformative and stimulating as the tutor blended
formal instruction with active audience involvement by vocalising melody and
rhythm, on top of which the tutor sang (through improvisation) classical Arabic
poetry, and performed flute and daf frame-drum. Students (myself included) were
completely immersed during this workshop, as was shown by our smiling and
laughing. 'Me tutor approached students in a completely non-patronising, nonacademicmanner,which was utterly enjoyableand memorableat the sametime.
The following thick description servesthe purpose of a vignette frequently
utilised in ethnographicwritings. It is a snapshotor short dramatic description that
evokesthe overall picture of this session(seealso LeCompteand Schensul1999b).In
this descriptiveaccount,I have intentionally refrained from analytical and interpretive
discussions.Providing rich insights into the participatory lecture on Arabic music,
this vignette reveals a flavour of the ways in which students experiencedactive
musical participation that led them towards deeper and more complete musical
expenences.
Such an ethnographic 'impressionist's tale' (Van Maanen 1988:101-124) is
always shapedby the researcher'sown biasesand preconceptions,and must not be
understoodas representingstudents'voices more generally. The vignette thus serves
the purpose of providing self-reflexive insights into the ways in which simple, inclass imitations were utilised as an effective meansof enthusing students,not only
leading them towards heightened levels of participatory consciousness,but also
towardsan awarenessthat extendedbeyondthe level of music's sonic structure:
While we sat on chairs in a half-circle, the tutor started by asking to
put both feet firmly down on the floor and to think of them as our
tonic centre, playing an extract of Qur-inic chant and writing the
words maqambayati on the whiteboard." She asked invitingly while
10In the literature, there exist numerousways for writing the word 'Quran'. Here, I will use Qur-an,
basedon K. N. Davies' The Qur-45nRecited (The Garland Encyclopedia of World Music, Volume 6,
The Middle East; 2002:157-63).
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smiling: 'I would like to know what you felt. ' We replied:
'comforted ; it was very surprimal (?) ; it's very cosmic....' A
...
...
practical exercisefollowed during which we were asked to stand up
and sing the sametonic pitch, on top of which the tutor improvised a
melodic line, walking around the circle to hear eachof us singing the
tonic. Then she played a CD extract of a Christian hymn, suggesting:
'this uses melisma... and qurab (vocal ornamentations).... Any
commentson thisT We replied: 'This seemsto sound more Arabic',
upon which she answered: 'Yes, exactly. It's Christian Arabic. The
recitation, NOT singing of the Qur-dn is called tajweed or tarteel...
and Qur-dnic chanting is very close to Byzantine, also Greek
chanting'.
'Now I am going to sing anotherexample....' The tutor's voice is
not only beautiful; she also demonstrated very clearly how
improvisation works, how to ornament a basic melodic line. She
invited us to join in by humming the tonic. We then commentedabout
our reactionsto the singing: 'I kind of forgot the world aroundme and
becametotally lulled into the sound.I was really awareof the group of
singers...', upon which the tutor replied: 'This is exactly the feeling
and experienceI hoped you'd have....' We commentedthat: 'After a
while I felt that your singing left my head somehow, as if it was
disappearing...', upon which the tutor replied: 'Yes, I startedsinging
in maqamhijaz and modulatedto sijah and back to hijaz. This kind of
modulation is called qaflah'. We askedwhy shecoveredher ear while
singing, which some of us had seenon a picture before. She did not
answer this question, but instead encouragedus to try it ourselves
while singing a tone. It worked, of course,to our astonishment:'Yes, I
can hearmy own voice much better when covering the ear.... '
'The third part in Arabic music besidesthe tonic, which you sang
and the melodic mode,which I sang,are rhythmic patterns,also called
iqa... ', writing on the whiteboard:dumtak- takdum- tak 'This is iqa
maksum', inviting us to vocalise the rhythm. The tutor showed a daf
frame-drumand further explainedthe two basic drumstrokes,dum and
tak: 'Dum is produced by hitting the middle of the skin. Imitate the
sound with your voice!' We reacted rather shyly, upon which she
encouragedus to really feel the dum as coming from the chest. She
started imitating a Western aria in a high falsetto voice, pulling a
funny facial expression,to our enjoyment. 'Don't sing like this! Sing
out of your chest, like thad', demonstrating the dum in a much
breathierand deepertone.
The tutor bubbled over with enthusiasm,which made it much
inhibition.
loose
We now sangmuch louder, more
for
to
our
us
easier
confidently and... much better! While we now chanted the rhythm
loud and clearly, the tutor started improvising elaborate rhythms on
the daf, walking around,smiling and laughing with us. Everybody was
in
One
immersed
this
themselves.
experience
and
enjoyed
completely
in
dance-like
literally
the
us
motion,
getting
of
proceeded
other
after
into the groove. A following exercise increasedthe intensity of the
musical experience even further: one half of us now hummed the
tonic, while the otherschantedthe basic rhythm, over which the tutor
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improvised an elaboraterhythm on the daf and sang a melody based
on a qasida. The tutor kept moving around the group, smiling and
laughing at us, and resembling a performance-like appearancewith
facial expressions and opened arms, which reminded me to
performancesby Umm. Kulthrim. She showed her experiencing of
emotionsthroughtensioningher body and facial expression.Her voice
was fantastic. Our music-making was thrilling. We truly experienced
the groove.Afterwards, I rememberedthat I had completely forgotten
the world aroundme. After ten minutesthe tutor movedher armsin an
inviting motion to become quieter and to finally stop, looking at us
with honestappreciationand astonishment.
After this enthralling exercise,we discussedour experiencesand
all confirmed a deep, emotional response, upon which the tutor
explainedthe Arabic conceptof tarab, an ecstaticemotional response
by performers and listeners at the heart of much Spanishand Arabic
musical performance.Somehowit was possiblefor the tutor to convey
someextent of tarab to us in this workshop.
The tutor now imitated theflamenco style of singing and laughed
full-heartedly about her poor attempt. She demonstratedthe grabbing
and ripping-off of clothes by performers when tarab or duende is
being experienced,commentingthat still today manyflamenco singers
pull their shirts.... Encouragingshoutsfrom the audience,such as Ole
originating in the Arab word Allah (meaning God) are used in praise
of a good performancethat is when tarab is being felt. The lively
sessionendedand we continuedtalking, singing and playing long after
the workshop had finished. [Fieldnotes, Goldsmiths, 13 February
2004]
In this instance,recreating the music by singing the drone and chanting the
feeling
time
the
the music's emotional content, clearly led
at
same
while
rhythms,
students towards profound participatory experiences. The use of real musical
instruments and imitations, together with the singer's melismatic (and indeed,
characteristicallyArabic) voice, provided first-hand insights into the material culture
so characteristicfor Arabic music.
Yet in other instancesin which ethnomusicologistsutilised simple sing-along
musical imitations, somestudentsexpressedconcernsabout the depth of their musical
East
Asian
In
music, studentsexperiencedKorean music
on
class
understanding. a
through vocally imitating its melody, rhythm and texture. One studentexplainedthat:
It was a bit silly really.... We did like Korean rhythms and sort of
acted out the parts becausehe didn't have any of the instrumentsthat
being
it
fun....
So
It
the
we
were
sounds
and
was
quite
could
play.
we
hands-on
it....
We just actedthe
have
to
experience
of
more
was good
instrumentsout. We were walking aroundin a circle saying things like
Ding, ding, dang, dang, dung.... I really can't rememberthe sounds.
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But it was quite fun.... And then we sort of acted it out which was
quite fun. I mean, it was just... a good idea to do it.... Feeling it,
being it, rather than listening all the time. But I don't think that I got
that much out of it in reality. I don't know. [Rachel, Sheffield, 20
February2004]
In anotherinstance,studentslearnt to clap and chant African rhythms in the
form of simple play-along imitations of the original percussionmusic. During this
process, students clapped two rhythms at the same time, the bell and the rattle
involved
imitating
This
the original African children's rhyme with
activity
rhythms.
its
English
that
matched
rhythm and stress,alongside which students
equivalent
an
were asked to perform suitable body movementsjumping up and down. Some
studentsclearly enjoyed the active participation and felt better equippedthereafterto
grasp the music's sonic structure, while other students were more critical of this
activity. To Rachel, for instance,the workings of African rhythm seemedimportant,
whereasJessicaexperiencedemphasesof fun and enjoyment,while Melinda reflected
on transmissionmethodsin African culture:
Last week we were clapping the rhythms. We did that again this week
and we talked about how the... melody line comes over the top
rhythm, and how the different percussioninstrumentshave a different
pitch as well. So, it makesit easierto differentiate betweeneachof the
lines. [Rachel,Sheffield, 17 October2003]
That was really fun. I enjoyed that. Why? We jumped up and down.
It's a bit more involved than being lectured at. So we learn more. He
can tell you about rhythm, but until you are doing it yourself, it's not
Sheffield,
[Jessica,
10 October 2003]
gonnamake sense.
I didn't really know what he wanted to bring out or to show us with
that kind of thing; I am not sure.Maybe it's a kind of teachingmethod
in Africa; that they teachpeople... just by... actually being involved.
And then you feel the music... and canjust pick up the music, rather
than learning it very formally. [Melinda, Sheffield, 20 October20031
These three excerpts show some ambiguity about the different kinds and
depths of students'musical experiences.This may be a reminder of the problems of
in
imitations
is
the
there
world
musics
university
of
classroom
as
an
simple
using
inherent danger to transmit to students a perspective that, by Western standards,
imitate.
It
is
for
to
thus
therefore
easy
absolutely
crucial
and
simple,
are
musics
world
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ethnomusicologists critically to reflect on the ways in which such simple imitations
enable studentstruly to understandthe music's material culture.

Workshops using musical ingruments
During my research, I also encountered occasional workshops using musical
instruments during which students discovered the music's material culture. Students
frequently communicated heightened levels of enjoyment during such workshops,
particularly highlighting the participatory element of their experience. Reflecting on
a kora workshop at the University of Sheffield (Figure 111-8),for instance, Jessica
stated that:
The kora workshop was amazing! The kora workshop was so good
...
because we were improvising and singing along. I just thought 'We
need more of this! ' It is really important to experience it musically....
The music makes more sense when we are actually practically
involved as musicians. Just listening to the music, I won't remember
half those tracks in a few months. [Jessica,Sheffield, 20 February 04]

Figure 111-8:Students' performing the kora during a instructorled occasional workshop; Note the instructor's (right) facial
expression and hand gesture reflecting enjoyment and
2003
5
December
Sheffield,
encouragement;

During this workshop, students were not only actively engaged in the playing
Jessica
commented
kora,
but
clapping.
through
and
singing
also participated
of the
that she felt more easily connected with the music through singing mostly:
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But when we were singing, I definitely felt much more connected to
the music and understood the culture behind it better. [Jessica,
Sheffield, 20 February 2004]

Other students, notably Oli, comprehendedsome of the instrument's technical
and operational characteristics, thus revealing a deeper understanding of the music's
material culture:
The alternating strings left and
The instrument... is like tuned to F
....
don't
it
I
know.
Is
bridge
the
to
the
pentatonic?
scale
right
create
....
At a
I'm not too sure.... It's just right-left-right-left-right-left....
certain point this changes... becauseof the bottom three strings on the
helped
This
me with my
experience
certainly
right....
workshop
transcription project in what you can do with it and how to play. [Oli,
Sheffield, 12 December 2003]
Such occasional world music workshops indeed presented an enjoyable and
better
While
to the singing,
to
related
students
some
meaningful experience students.
deeper
insights
seemingly
the
material culture, others gained
yet also engaged with
into the operational features of the musical instrument. Providing another example, at
the University of Bangor, students engaged in a mbira workshop during which they
form
instrument,
the
the
to
and
the
musical
of
complexities
seemed gain a senseof
in
singing and playing
the
texture
their
through
participation
active
of
music
and
(Figure 111-9).

Figure 111-9: Instructor-led inbira workshop; Note students'
facial expressions clearly expressing enjoyment; University of
Wales, Bangor, 6 March 2006.
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Here, studentssimilarly highlighted the singing element and suggested,for
instance'I can't believe he made us sing!... I particularly liked the singing element'
(group discussion,Bangor, 6 March 2006). Studentsalso comparedtheir experience
to a kind of multi-tasking performance, suggestingthat playing the mbira was a
difficult task, as the music wasperformedin multiple parts.
Ethnomusicologistsoften agreethat even those world musics, which are not
particularly difficult, can be challengingto majorsin Westernmusic:
It doesn't have to be that difficult.... However,even studentsfrom the
School of Music don't necessarilyfind it that easy. [Hae-kyung Urn,
Belfast, 17 November2003]
To one student, the performance experience 'made me see it's a hard
instrumentto play properly. To perform while singing and clapping showedhow hard
it can be to do both', while another student commentedthat 'I learnt that I can't
triple-task'. Studentsclearly developeda deeperappreciationof the musical demands
on the performer and the music's difficulties, as they found the musical performance
more complex than initially expected.Another studentcommentedsimilarly that 'it
made me realise that mbira musicianshave to be quite skilled to be able to perform
the music well' (group discussion,Bangor, 6 March 2006). This in turn provided a
senseof accomplishmentto those studentswho were able to make progresson the
instrument.
At the sametime, studentsclaimed to haveestablisheda deeperunderstanding
of the musical culture surroundinga musical performance.The mbira workshop at
Bangor gave one student 'a sense of being in a mbira celebration'. To another
student, the workshop helped him understandthe type of music played by Shona
for
'it
helpful
that
was
my understandingof mbira music and how
suggesting
people,
it is used in parts of African culture'. Yet another student commented that the
workshop enabled a deeperunderstandingof how the multilayered music 'reflects
African co-operativecommunity life' (group discussion,Bangor,6 March 2006).
Such hands-onactivities, while, due to their occasionalnature,also 'described
Baily,
interview,
(John
7
June
2006),
French,
telephone
in
enabled
animation'
as,
deeper and more profound learning experiencesinto the music's material culture.
During my research,I heard studentscommenting that 'it would be good to have
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more world music workshops becausemore of this sort of learning would be
beneficial (group discussion,Bangor, 6 March 2006). Reflecting back on the kora
workshop,Jessicasimilarly suggestedthat 'I wish we could have had longer with the
kora! ' (Jessica,Sheffield, 20 February2004).

Performing Music-Discovering

Expression and Form

At some universities, I encountered students' longitudinal, regular ensemble
participation and learning to perform a musical instrument, during which students
discoveredmusical expressionand form. As suggestedat the outset of this chapter,
discovering expression involved students' personal and individual responseto a
latter
the
encompassedstudents'graspingof the ways
of
music,
while
piece
particular
in which sound and pieces become more organised through recognising phrase
structure, rhythm and metre, and melodic gesture. Here, students typically
due
deeper-level
to the (frequent)
of
understandings
music-as-music
experienced
for
formal
final
assessment,which, besidesenabling
performance
requirementof a
students to gain goal-directed musical experiences,also resulted in considerable
performanceanxiety.
For example, over a limited, boundedperiod of time such as one semester,
studentsdevelopedmore advancedmusical and technical skills, which enabledthem
to gain a more enrichedand completemusical understanding.One such performance
I
frequently
in
included
the
which
encountered
across
universities
gamelan,
ensemble
the UK and Germany.Typically starting at zero, the ethnomusicologistor ensemble
teacherstartedteachingstudentsto readvery basicpiecesfrom cipher notation, while,
leading
III-10),
instance
(Figure
the ensembleon the barrel-shapeddrum,
in
as one
instructions.
by
verbal
complemented
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Figure 111-10:Gainelan workshop. Note the instructor (bottom
right) leading the ensemble on the barrel-shaped drum,
complemented by verbal instructions; The Queen's University
Belfast, 16'hNovember 2003.

Students participating in gamelan ensembles often stated that the actual
experiencing of the music through performance resembled the most significant aspect
of their musical study, which enabled them fully to grasp and understand the music's
structure and workings. Performing gamelan also allowed students to develop better
oral - aural skills, and to experience an increasedawarenessof another music culture.
Participating in a project entitled The Music of Indonesia at the University of York,
some studentscommented that:
The practical side, the playing, is the most significant aspect of this
project to me... not only leaming about the different tuning systems,
instruments, etc. but also experiencing that. [Joe, York, 17 May 2004]
Every Monday afternoon when we are actually playing, that helps a lot
in my understanding.... I think the best part is the playing. Without
best
It's
I
it
don't
the
think....
way to
playing you
grasp completely,
learn.... Playing is definitely the best way to help you understandit....
Musically, I feel that I have developed better aural skills .... Outside of
is
into
it
which
other cultures...
music...
sort of offers a view
interesting. [Sophie, York, 17 May 2004]
To another student, the experience of performing ethnomusicology during
longitudinal ensemble practice led towards heightened levels of confidence as an
This
formal
flute
band
in
flautist
Irish
the
setting.
outside
university
an
ensemble
in
being
the
felt
the
musical
of
position
while
more
non-patronising,
also
experience
leamer:
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I actually reached the level where I could play in a band, which I
didn't know if I could do when I first started.... But it's not really out
of reach. So the confidenceis part of it, and the enjoyment, and as I
say, it's a way of studying societyin a non-patronisingmanner.... You
are acceptedas being an aspiring flute-player there and the fact is that
you are not really as good as all the other people there and willing to
learn from them. It's a much better situationto be in. [Gordon, Belfast,
19 November2003]
Here, most studentsgreatly valued and appreciatedsuchpractical experiences,
which to them had a deep impact on their graspingof musical expressionand form.
Titon (1997:91) adds that during performing ethnomusicology, 'some... students
found their most profound musical experiences'.In this context, it is also interesting
to note that some studentsfelt that performing ethnomusicologycreated a certain
intimacy betweenthe music and themselves,impossiblethrough a mere imagining of
the music. Studentsdescribedsuch experiencesas being complete and whole as 'it
felt like a part of yourself, rather than being distant to it' (Celia, Sheffield, 30 April
04). Another studentsimilarly commented:
I tend to find playing music very important in any case,not only as
part of this course.Then you get a totally different relationship to it.
Then you don't just hear it and forget half of it anyway.... That may
also be an incentive for the teacher.... You cannotjust talk about it to
schoolchildreneither. Then you can also 'get into' it much more and
understandthe people better. I found it good when... last week... the
Norwegian man was here, and we even danced-Norwegian dancesand his wife played this instrument live. This has a totally different
effect. I believe that you never forget that, becausethese lectures
indeed whoosh past [without any effect] relatively quickly again....
And so I find it equally important... that we 'go into' [the topic]
properly and experience for ourselves what this really means.
(Constanze,Rostock,24 November03]"
Such expressionsas 'intimacy with the music, 'it felt part of yourself', and
'get into the music' indicate a truly deeper engagementwith and relationship to the
11Die Mu5ik zu spielen würde ich auf jeden Fall sehr wichtig finden, auch als Teil dieses Kurses.
Dann kriegt man einen ganz anderenBezug dazu. Dann hört man das nicht nur und vergißt sowiesodie
Hälfte wieder... Das wär dann vielleicht auch noch mehr Anregung für den Lehrer... Den Schülern
[Schulkinderl kann man das auch nicht einfach nur so erzählen. Dann kann man sich vielmehr auch
hineinversetzenund die Völker auchbesserverstehen.Das fand ich ebengut, als... letzte Woche... der
Norweger hier war, und wir dann sogar getanzt haben-Norwegische Tänze--, und seine Frau spielte
diesesInstrument live. Das hat eine ganz andereWirkung. Das vergißt man, glaub ich, nie, weil diese
Vorlesungen doch relativ schnell wieder an einem vorbeirauschen... Und so find ich das genauso
wichtig... daß man richtig auch reingeht, und das dann selber erfahren kann, was das wirklich ist.
(Constanze,Rostock, 24 November031
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music. Suchexperiencesare often profound and deeply satisfying, particularly during
the discovering of musical expressionthat follows the discovery of form. It is the
personaland individual responseto a particular piece of music that intensifies one's
own musical understanding,leading from hearingand surfacecomprehending(during
which form is discovered) towards deeper knowing. Such personal experiences
triggered through performing music can create a senseof musical ownership that is
unique to the individual, and that feels very special indeed. This I will further
illustrate in the following section.
Learning to perform as a researchtechniquein ethnomusicology
John Baily (2001) suggestedthat learning to perform is a researchtechnique
in ethnomusicologythat can provide potential insights into musical structure,and the
Learning
for
institutions
transmission.
to perform can also
musical
and
methods
in
field,
the
and 'privileged access to the actualiti..
social
advantages
provide
[enabling] an immediate and large area of common experiencewith people' (Baily
2001:96). In a personalconversation,John Baily further explainedthat:
There is the whole argument about as a performer, the kinds of
insights you get into the music itself, you know, understandingit from
the inside. In someways, this is comparableto learning the language
of the peoplewith whom you are working, rather than always being on
the outside,having to negotiatethrough translators....Then there were
the reasonsthat people can understandperhapsmore readily what you
are doing when... actually to learn to perform, rather than do more
abstractkind of researchthat they can't really understand... because
they don't have training in ethnomusicology.... Then there is the
aspectof the entr6ethat it gives you into, let's just call it, scene,so
being within the musician community, however big or small that may
be.... It's a very good way of becominga memberof the community
becausein many such musician communities, there is a notion of
learning and apprenticeship,and you are readily slotted into a preis
hear
And
to
that
the
about
you
of
get
consequence
establishedrole.
just
in
the
things
world
of
music,
what's
going
on
about
all sorts of
through the fact that the people you are working with hanging out
with..., which in non-musician-circlespeople hardly talk about at all.
[John gaily, telephoneinterview, 7 June20061
During my researchat Goldsmiths College London, I encounteredthis same
from
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the duration of one semester,culminating in a final performance. This required
students, without much guidance to the learning process itself, to discover and
draw
to
their own musical and cultural conclusions.
culture,
and
a
music
explore
According to the coursedescription:
The rationale for the performanceexam is using 'learning to perform'
as a researchtechnique.It is not expectedthat the candidateshould
high
standard,certainly not 'public
a
particularly
reach
necessarily
concert' or equivalent.... The candidatemust show some progressin
be
learning/research
to
a
of
a
process,
a
matter
as
result
performance
explored in the performance viva. [MMus course description,
Goldsmith CollegeLondon, 2003/041
The educationalexercisethus reflected ethnomusicologists'frequent concern
during
fieldwork.
insights
In
the
self-reflexive
cultural
musical
and
with gaining
educationalsetting:
is encouragedto think of learning to perform as not just
the
student
...
learning to perform, but as a way of doing research,somethingthat, if
they go on later, they will apply those ideas to their learning
in
have
document
is
The
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to
a
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other
experience....
document
is
It
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a
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7
interview,
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[John
Baily,
have
how
telephone
they
about
gone
about
June2006]
As the statementhighlights, the ethnomusicologistalso required studentsto
learning
during
their
a viva that
processes,
presented
about
accounts
write reflexive
followed the formal performance. Performing ethnomusicology thus served as a
included
for
and
ethnomusicological
research,
training ground or preparation
instrumental and singing practice, and at times also dancing. Students learnt to
Uzbek
dance,
African
Afro-Caribbean
bouzouki,
Greek
for
and
example,
perform,
dutar, Indian singing, Spanishflamencoguitar, Bluegrassguitar, and African guitar.
Musical skills were leamt either through ensemble participation in a chosen
lessons
individual,
during
with a native specialist.
private
community or
To provide a more specific example, Argibel, who already had some
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drumkit,
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the
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single-headed,
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goblet-shapeddrum tombak (Figure

III_

II).

12

Lessonswith a specialist teacher started

in January 2004, culminating in a thirty-minute performance in June 2004. At that
time, Argibel revealed considerable concern about the strong performance elementthis counted one-third towards the total final mark-,

and felt very anxious about the

forthcoming final performance. He further explained that:
I try to prepare my performance.... I didn't know that performance
was so important, so weighted. I mean, the third part of the whole
assessmentof the whole (MMus) programme is worth as [much as] a
whole dissertation.... I was really surprised.... You really have to
work hard for it! [Argibel, Goldsmith, 12 February 2004]

Figure 111-11:Argibel practicing on the iontbak
Bilbao
(Basque
(photograph
provided);
country), June 2006

Other Goldsmiths students even felt that 'I was terrified, absolutely terrified'
(James, skype interview, 4 July 2006), and 'I was a bit nervous during the
do
because
do
want... to show that you
to
performance...
you
want perform well, you
have learrit something, that you can achieve something on that instrument.... I did
"
2006).
July
10
interview,
I
(Natalie,
telephone
want to show that could play'

12 While the single-headed drum exists in various countries with different names (darbukka,
darabukka, dumbuk, dumbak), in my writings, I will use the spelling loinbak according to Argibel's
suggestion.
13Skype refers to innovative software enabling users to chat online, or to make internet calls to
telephone landlines (see also wwwAype. conj).
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Such feelings about the final performanceled most studentsto focus on the
musical aspectsof performing ethnomusicology.To Argibel, 'the cultural aspects
were secondary' in learning to perform, which instead revolved around 'knowing
more about the actual processof learning to perform, and the technical aspects'
(Argibel, skype interview, 3 June 2006). Jamessimilarly focused on masteringthe
instrument (here, the Gypsy mandolin), and emphasisedthat 'I really want to get a
feel for the music and the workings of the instrument' (James,skypeinterview, 4 July
2006). Natalie, by comparison,learnt to perform on the sitar and was 'very interested
in the learning processitself.. to work my way aroundthe sitar' (Natalie, telephone
interview, 10 July 2006). Stella who immersedherself in the Indian community in
London while participatingin an Indian singing workshop,reflectedrather negatively
on her learning aboutIndian culture:
I don't know if I only understoodthe culture or meaningsby singing
or by socialising with my Indian friends because[giggles politely]. I
am not sure if I am able to use this as a tool to learn somethingelse
from another culture.... For me... I don't think it works for me.
[Stella, Goldsmiths,II February2004]
John Baily agreed,and suggestedthat 'not all of our studentsengagewith the
community and its culture' (telephoneinterview, 7 June 2006). In a few instances,
however, studentsalso engagedwith music-as-culture,yet 'it is usually the more
exceptional oneswho... do kind of enter into the scenein some depth' (John Baily,
telephoneinterview, 7 June 2006). Natalie, for example, 'noticed that the musicians
are so disciplined, and thereis suchan emphasison going away and practicing.... But
in terms of backgroundinformation about Indian culture itself, I did not learn that
much' (Natalie, telephoneinterview, 10 July 2006). The majority of studentsat this
university thus focusedon gaining musical skills and understanding,while trying to
develop technical competenceand skill on their choseninstrument. Here, leaming to
in
discover
form,
I
led
to
turn
to
musical
expression
and
which
will
students
perform
the following section. More specifically, I will illustrate the ways in which Argibel
mastered the tombak while gaining a deep-level understanding of the music's
intricacies.
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Mastering the tombak, discovering expression and form
During learning to perform, Argibel aimed at mastering the tombak,
and to
learn about the music performed on this instrument.
'tough'

Initial

experiences appeared

as 'it's quite hard to produce the actual sounds required....

It has a very

complex finger technique, and you really have to make very precise movements'. The
instrument's

specific playing technique thus necessitated Argibel's

dedicated and

regular practice. As a result, the first weeks were spent learning to play the basic
drum strokes in order 'to try to reach the proper sound, and also to make the fingers
stronger because you have to play flicks with your fingers, which are quite painful at
first'

(Argibel,

with

developing

skype interview,
technical

3 June 2006) (Figure 111-12)." This same concern

competence was also evident

in Argibel's

reflexive

learning diary. Providing one example, Argibel described his diary entry as follows:
I'm having problems with this finger and this particular stroke, and I
think if I move my wrist in a different way, it would be better, and I
think my wrist is more relaxed now than before. And my forearm
shouldn't move from the drum. I mean, it's pretty much like that.
[Argibel, skype interview, 3 June 2006]

tingcr techniques used to perlorni on the lombak
(photograph provided); Bilbao (Basque country),
June 2006
14As the following
paragraphs are based on Argibel's experiences, I will refrain from repeating the
same reference in the main text. Where a quotation occurs separately to the main body of text, the
reference will be added in square brackets.
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Thus, before Argibel came close to discovering musical expressionand form
in Iranian music, he had to engagein the routinely practicing of the instrument'sbasic
playing technique.This also posedthe most difficult challenge,resulting in constant
efforts to improve the actual soundproductionon the tombak.
The reflexive learning diary was revealedto be pivotal in the learningprocess,
leadingArgibel critically to reflect on the skills and techniquesrequiredto masterthe
instrument.The learning diary thus supportedArgibel in focusing on music-as-music,
for example:
For me, the most important thing was having that attitude of analysing
everything I was doing. I was always practicing with my notebook
besideme. After eachlesson,of course,I would take many notes.And
then, while I was practicing, I would also keep an eye on those notes.
And I would take more notescertainly on what I was doing, not only
the exercisesthat I was doing, but also how I was dealing with them,
and how I was feeling about them, or what I could do. So I think that
was really, really effective not only as a learning tool, or as a tool for
research,but actually it was very effective to learn how to play the
instrumentmuch faster.... If I had done that with the drumkit, or with
my first instrument, I think it would have been much more effective
from the beginning. I think it forces you to have an attitude that you
wouldn't otherwise have while you are learning to perform an
instrument.[Argibel, skypeinterview, 3 June20061
The subsequentstepinvolved the discoveryof form. Here, Argibel learnt how
Iranian music is rhythmically organised,while 'combining the actual techniqueitself
with a few basic rhythms'. In preparation to the performance, Argibel learnt to
perform 'solo' in order to demonstratethe acquisition of technical competenceand
knowledgeof basic rhythms that were played 'in a row... starting with 6/4, then 4/4,
2/4,6/8'. The learning processwas shapedby an important landmark when Argibel
learrit to play more complex rhythmical accompanimentsto music performed on the
Iranian tar, which also formed some of the repertoire in preparation of the final
performance. This consisted of several compositions and songs in the radif, the
traditional Persianrepertoire.At this point, learning to perform on the tombakbecame
felt
intense
and
musically more complete.
and
rigorous,
more
Learning to perform the compositionsand songsin the radif also led Argibcl
to discover musical expressionin Iranian music. Considering artistic meaning and
expressivity,Argibel explainedthat:
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Tombak... belongs to that tradition... it's an accompanying
instrument.... After all, what the instrumenthad to do was accompany
the melodic instrument.... What I had to do was listen carefully to the
main melodic instrument, and try to evoke or expressthe samething
as the other instrument through my instrument. [Argibel, skype
interview, 3 June2006]
Discoveringexpressionalso resembledan implicit processof intemalising and
'assume'
Argibel
'feel'
to
to
the
the
rhythms,
patterns,
enabling
rhythmic
assimilating
what rhythmical pattern 'fits' the music. Here, Argibel entered into a process of
in
individual
his
to
the
music
which
and
responses
personal
own
experiencing
level,
but
discovery
also
at
cognitive,
motor-sensory
and
not
only
occurred
musical
instrument'.
This
led
'feel
in
the
that
to
the
with
you
can
more
express
ability
resulted
towards 'a deepfamiliarity' with the musical tradition as a performer.
I played all thesepatterns,and they would just come out so naturally,
so fluent. I don't know, I couldn't really think about them, they could
like
There
something
a motor-grammar that
was
as
reflex....
come
interview,
3
June
2006]
[Argibel,
skype
wasn't explicit.
Musical competence beyond mere technical skill

also enabled the

during
final
the
the
tar
player
with
understanding
musical
experiencingof a shared
involvement,
which ethnomusicologistsoften aspire
musical
a
state
of
performance,
to achieve.Argibel describedthat:
Persianclassicalmusic is not fixed... the songswere not going to
as
...
be sameas we had rehearsed....We just looked at each other, and I
for
last
The
him.
example,was much shorter than
song,
accompanied
we had rehearsed....We didn't have any problem to understand....
We weren't having any misunderstanding.... It was very nice!
[Argibel, skypeinterview, 3 June20061

Leaming to perform: reinforcing Eurocentrism?

More generally, learning to perform as a technique for research in
To
formed
to
students.
most
striking and profound experiences
ethnomusicology
James, for example, this experienceopened up possibilities for continued music
Here,
it
in
London.
the
European
Eastern
social
was
also
musicians
with
making
'they
levels
high
him
as
led
towards
competence,
to strive
of musical
aspect that
be
I
high
that
the
would
even
only
way
standard...
[other musicians] were of such a
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tolerated was... to achieve some level of what they consideredacceptable' (James,
skype interview, 4 July 2006). To Natalie, such experiences opened up her
perceptionsof acquiring musical competenceso useful for her own music teaching,
Indian
the
to
play
sitar togetherwith other Indian musicians.
continuing
also
whilst
Learning to perform also enabled students to 'become musical insiders...
[because] their musical involvement was much, much greater' (Hae-kyung Urn,
Belfast, 18 November 2003). They understood the music from the inside,
comprehendedit operationally, learnt somethingabout the music's ergonomicsand
the ways in which it reflects the human sensory-motorsystem, and apprehended
somethingabout the instrument'smorphology (Baily 2001). Studentsthus recognised
that learning to perform is a researchtechniquein ethnomusicologythat enabledthem
to developdeepermusical understandings,also summarisedas follows:
The best part was the opportunity of doing this performanceat the
end, so that they give you the possibility to specialisein something
and to spendone year to get deep into it. Becauseyou kind of know
that you only have one year and so you give everything. [Amaryllis,
Goldsmiths, II February20041
When you are trying to learn to play an instrument, you get so many
insights, you wouldn't have otherwise.I mean,if I wanted to analyse
rhythmic aspectsin Persianmusic, or actually the rhythms in tombak,
or a particular type of stroke or patternin this rhythm, I think it would
be impossible to do it properly without playing it. Then you actually
see the difficulties, and the advantages, and the different
characteristicsof the process.[Argibel, skypeinterview, 3 June2006]
In someinstances,I found that studentsalso learnt in ways in which a musical
tradition would typically be passeddown. Natalie, for example, leamt to perforrn on
the sitar by imitating and memorising scalesand musical passagesdemonstratedby
her teacherduring formal, individual lessons.She further explainedthat 'I beganwith
know
for
five
lots
to
my way around
technical
about
months...
exercises
of
practicing
just
by
learning
followed
one raga and composition at the time.
the sitar', which was
Natalie indeedfelt that 'my teacheris quite traditional in the way he teaches,so there
do
interview,
(Natalie,
telephone
to
you
can
when'
are very strict guidelinesas what
10 July 2006).
While students' experiencesindeed seemed profound, the application of
learning to perform as a researchtechniquein formal educationmay needrethinking.
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Students' heightened focus on music-as-music may put into question the
ethnomusicologicalvalue of learning to perform. For example, I found that students
often focusedon the routinely practicing of technical exercisesin order to acquire
musical competence.Some even suggestedthat 'strangely enough, it was like
learning any other [Western] instrument.... It was a long, slow process starting...
playing a line incredibly slowly and just slowly speeding it up' (James, skype
interview, 4 July 2006). James followed a rather formulaic routine of constantly
repeatingmore difficult musical parts with the help of a metronome.Such practicing
of exercisesresembledWesternways of acquiring musical and technicalcompetence,
learning
Eurocentric
to
whether
about
perform
may
reinforce
questions
raises
which
musical perceptions. James' preexisting ideas surrounding musical progression
through 'taking gradedexaminationson the piano' seemedfurther to contribute to his
adaptingof Westernlearning practices.
The appropriation of Western methods into performing ethnomusicologyis
problematicin the light of a thoroughethnomusicologicaleducation,and may put into
dissimilar
Western
71iis,
I
to
the
of
musics
art
music.
value
and
autonomy
question
believe, requires further considerationby ethnomusicologistsin the transmissionof
ethnomusicologicalknowledgeto studentsat universities.
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Excursion-Student

Experiences of Emotions

While musical experiencesare often describedas being extremelypleasing,I have so
far highlighted that this occurredmostly at thefirst performancelevel of discovering
For
example, returning to the mbira workshop mentioned earlier,
culture.
material
studentssurnmarisedtheir experiencesas 'interesting.... intriguing.... informative....
enjoyable.... memorable..., fascinating.... excellent..., horizon-widening' (group
discussion,Bangor, 6 March 2006). This seemingly resembleda welcome change
through interacting with a living musician and his or her music culture, particularly
Other
the
a
university
classroom.
studentssimilarly commented
of
confines
within
that:
It was fun to learn how to play the mbira.... It was amazing.I found it
far more interesting than I expected.... I really enjoyed the
I really enjoyed playing the
workshop.... Awesome fun! ...
instrument I thoroughly enjoyed the workshop. Playing the mbira
....
mademy day! [group discussion,Bangor,6 March 2006]
At anotheruniversity, while reflecting on the kora workshop,Jessicasimilarly
commentedthat:
There are only three classesthat I can clearly rememberfrom my first
year. The first was when a visiting musician demonstrateda kora and
then developedthe lessonfrom a classto a group of eagerparticipants.
There was a limited number of koras, so whilst some people were
demonstrated
by
the visitor, others were
a
with
pattern
experimenting
in
the style of the native people.
to
and
sing
along
clap
encouraged
This was very enjoyable, as it was both an extremely exciting and
interesting lesson, and it helped to bring the class mates together as
[Jessica,
before.
Sheffield, 20 September
had
spoken
never
us
most of
20041
Ethnomusicologists too were aware of the rise of enjoyment in these
occasionalperformanceworkshops,thus often wished to provide opportunities that
Sorrell,
bore
(Neil
like
I
them
'fun
to
teach
students,
not
sillyl'
would
mostly....
are
York, 17 May 2004). Other scholarsequally suggestedthat 'performing would be fun
for most students and they would learn from it' (Andrew Killick, Sheffield, 12
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November 2003), and 'motivation comes predominantly from the fun-factor'
(Wolfgang Schmiedt,Rostock,25 November2003).11
Yet at the subsequentperformancelevel during which studentsdiscovered
expression and form, performing ethnomusicology seemed to result in students'
heightened levels of anxiety. This was due to the final performance frequently
encounteredin such longitudinal performancepractices,and which formally assessed
students' technical and musical accomplishment as performers. Since such
performancesoften adoptedthe Westernclassicalconcertparadigm,they triggered in
students associations with formality, musical standards and talent. Argibel, for
instance,explainedthat:
After all, you have a performanceat the end of the year. It's open to
the public, and I have to do it right! So it's very easyto fall in that, I
don't know, in that fear of wanting to play very well, of focusing
mostly on learning to play, right. I think we all did that at the end of
the day.... You cannot avoid getting anxious or nervous about the
performance,and try to make a good performance.Even though, as
strictly speaking,the performancein itself wasn't that important. But
at the end of the day, it really was the most important thing, or the
central event. It was like a rite, so to speak.[Argibel, skype interview,
3 June2006]
Similarly, Jameshighlighted that 'it's not just performing.... It's about the
audience,the crowd... judging you.... My biggest concern was achieving quite a
good standard, although that's not really essential in using music as a research
technique' (James, skype interview, 4 July 2006). Such pressuresthus led most
studentstowards preparing performancesof a very high standard,even though the
level of performanceskills appearedlesssignificant in ethnomusicologicalstudies.
Yet 'there have beenfailures as well.... Last year, we had... a studentplaying
the Basquepipe and tabor. Unfortunately... half way through [the performance]she
cracked up and left the stage' (John Baily, telephone interview, 7 June 2006).
Performanceanxiety, thus, played a significant role in shapingstudentexperiencesof
by
John
Baily
follows:
summarised
also
as
ethnomusicology,
performing
Clearly, anybody is anxious about performance; it's part of the
fright...
it
We've
know,
You
we
call
stage
got this
experience.
"i Momentan werdendie workshopsauf Freiwilligenbasis angeboten.Studentenfinden das manchmal
schonziemlich hart, bleiben aber mit Spaßund Eifer dabei. Die Motivation kommt hauptsächlichvom
Spaßfaktor.[Wolfgang Schmiedt,Rostock,25 November2003)
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[performance]coming up on Wednesday... I expect I'll be... told
about a few nerves coming up. But I will just point out that I'm
playing a concerton Friday, and I'm feeling pretty nervoustoo. [John
Baily, telephoneinterview, 7 June2006]

Music and emotion
The experiencingof emotions,suchas enjoymentand anxiety during differing
levels of performing ethnomusicology,appearedto be profound to students.Yet what
led studentstowards experiencingsuch emotions? One view, notably by scholars
from musicology, assumes that the feeling of emotions is a predominantly
intellectual, 'higher' responseto affectionsof the will, a stirring and modification of
willing and not-willing (Budd 1992:93). This view also advocatesthat music cannot
only shapepeople's emotiveexperiences(induceemotions),but also representhuman
emotions(Cook and Dibben 2001:46). As a result, scholarsare often concernedwith
music's sonic structures and their meaning potential, while drawing heavily on
laws
derive
in
from
linguistics
to
theories
and principles about
general
order
serniotic
emotionalresponsesto music.
Another view claims more radically that 'music cannot representanything'
(Cook and Dibben 2001:60) as music expressessociocultural processes.Here, the
culturally conditioned aspectsof music and emotion stress individual cases and
interpretationbecause:
Emotions turned out... to be differently formulated in different times
and places. We learn how to feel, and how to deploy particular
emotions in ways and contexts appropriate to our situation. People
also learn the discoursesthrough which their emotions are more, or
less,verbalized,for conceptualisationsdiffer too. (Finnegan2003:183)
This view advocatesthat a deeper understanding of music and emotion
2001:
136).
hearing
is
(Becker
'every
functionalist
situated'
as
orientation
a
requires
Emotional responsesto music are understoodas cultural constructs,as taking place
'within complex systemsof thought and behaviour' (ibid.: 137). Emotions are thus
is
In
factors.
this
by
writings,
perspective
my
sociocultural and musical
shaped
deemedparticularly suitable to explain student experiencesof both enjoyment and
I
factors.
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it
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shaping
among
anxiety as recognises
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some
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impactedon studentexperiencesof emotionsduring the first two levels of performing
ethnomusicology.

The simple-difficult dichotomy
The point is... We want our students...to wonder at the otherness,the
foreignnessof most of the world's music; but we also want them to
think, 'I can sing that African song with the musical equipment I
have,' or 'I can learn to play on that gamelanin a couple of half-hour
sessions'.(Nettl 2002; in Skelton2004:173)
In this statement,Bruno Nettl highlights a paradox betweenthe provision of
musical encountersin education,and the level of performing ethnomusicologywith
the resources and time (un)available. This issue seemed equally pertinent at
universities included in my research,during which I found that studentsshowed a
dichotomousperceptionbetweensimple-difficult

performing of ethnomusicology,

Students
led
to
them
often suggestedthat
experience
enjoyment-anxiety.
which
seriousmusic is difficult to perform; it is professionalbut not fun. Simple music, by
contrast is easy to learn; it resembledfun and enjoyment, where mistakes did not
difficult-is-serious
Students
to
the
versus
simple-is-enjoyment
seemed
apply
matter.
dichotomy to perforrningethnomusicology.
Occasional in-class demonstrationsand music workshops often appeared
light'it
that
to
commented
was
all
very
who
often
students
enjoyable
and
simple
heartedand enjoyable' (group discussion,Bangor, 6 March 2006). Such workshops
immediate
and
and
generated
more
over
product,
musical
processes
emphasised
in
fun
Students
frequently
emphasised
and
enjoyment
musical
experiences.
enjoyable
the informal, non-patronisingatmosphereof such world music workshops, as the
'engenderedfeeling, spontaneity,and the conquest of inhibition' (Keil 1994a:55)
freedom
brought
a
of music-makingstudentswere previously unawareof.
often
At the sametime, most studentswantedto feel they have made good progress
Mills
(see
also
technique,
skills
and
confidence
their
practicing
musicality,
with
2002), albeit most of them started performing ethnomusicology from 'zero'.
Nevertheless, I found that occasional workshops enhanced such a sense of
levels
did
towards
of
these
extreme
strive
not
achievementrelatively quickly as
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achievement(by Western standards).Some studentsreflected on their experience
participatingin the mbira workshopandclearly felt sucha senseof achievement:
He taught us in steps which was good in order to take in a lot of
information in a short spaceof time. At the end of the session,I was
playing and singing;the whole thing soundedamazing.... I was really
surprisedand pleasedthat we were able to learn a piece so quickly. It
was brilliant and lots of fun! [group discussion, Bangor, 6 March
20061
Studentsparticipatingin the aforementionedkora workshop comparedthis to
being amateurs,rather than professionals,a differentiation often madein the West to
connotemusicianswho work hard to achievehigh musical standards(professionals)
and thosewho simply play for enjoyment(amateurs),while summarisingthat:
It was really good... to play at that level. Well, it wasn't that hard,
but... it soundedgood. You could get a tune out of it without too
much trouble, if that makessense.It soundedlike somethingvaguely
new.... It's sort of easy-going.It didn't matter too much, whetheryou
played it wrong.... It's more like playing it for fun rather than being
perfect. For us it was.... If it was a professionalmusician, you would
want to play it right. [group discussion,Sheffield, 12 December2003]
During some occasionalworld music workshops, students even compared
their musical encountersto childlike play with a new toy. A studentcommentedthat
'I felt like a toddler with a new toy.... I was able to imagine what a child receiving
the instrumentfor the first time would' (group discussion,Bangor, 6 March 2006). In
such novice music making, students seemed to experience a kind of euphoria,
inducing a childlike, untroubledand secureexcitement,and 'a return to the perverse,
polymorphous playfulness (and immediate gratifications) of childhood' (Keil
1994a:76).16 Meyer (1956; cited in Budd 1992:171) similarly describes such
"
At
'an
to
as
untroubled
secure'.
remembered
and
childhood,
appeal
as
experiences
this first level of performing ethnomusicology,most studentsquickly overcameany
initial anxieties,as reflectedin the following statement:

16While Keil relatesin his discussionsto iazz. he suggeststhat the sameis true for world music based
have
'first,
the
musical styles that
cultures
around
world
the
of
vast
majority
two
assumptions:
on
...
improvised;
least
dance-derived,
and second, that a
partially
and
at
are performance-oriented,
be
in
be
developed
theory
this
that
can
the
rudimentary
years
so
coming
processualmethodology will
tested,elaborated,and refined accordingly' (1994:76).
17While this claim is interesting and holds relevancein this context, Meyer has, however. also been
heavily criticised for dichotomising betweensophisticatedand primitive music.
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At first, I was quite nervous as I didn't know anything about mbira
music. As the workshop went on I began to feel much more
comfortable.[groupdiscussion,Bangor,6 March 2006]
Longitudinal performance practice at the second level of perfori-ning
ethnomusicology,by contrast,was often seenas difficult and seriousmusical study.
The requirement of a final performance created significant feelings of anxiety,
triggered by associationswith 'the academicenvironmentof the university' (James,
Western
formality
interview,
July
2006),
4
the
art music
and
standards
of
and
skype
individualistic,
being
been
has
to
self-centred,
compared
which
also
performance,
fixed, constructed, read, and 'pathologically perfectionist, pretentious, and an
2004c:
246).
(Solfs
anxiety'
unnaturally constructed generator of performance
Students' views seemedto be shapedby such Western notions whose main concern
do...
I
'being
to
can
and not to
show
what
of a certain standard...
revolved around
interview,
10
(Natalie,
final
during
telephone
the
the
performance'
pieceswrong
play
July 2006).
As a result, somestudents,such as Argibel at Goldsmiths, worked extremely
hard towardspresentinga final performanceof an excellent standard.Other students,
by contrast, felt very anxious, and thus dernotivated. Terrie, an undergraduate
for
instance,
QUB,
expressedapprehensionabout performing
student
at
anthropology
in the gamelanas shedid not regardherself as a performer, and performing madeher
led
feel
her
Attending
to
the
extremelyembarrassed,and suggested
gamelan
nervous.
id'
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just
I
it
in
interested
'I
at
am
not
good
myself.
that am not
perfon-ning
Belfast, 17 November2003).The associationsmadeto the Westernconcert paradigm
directly and actively engendered inhibition and perfectionism. She further
commentedthat:
It was the music, rather than the performancethat I wanted to learn
I
to
The
lectures
studies.
my
anthropology
much
very
relate
about....
don't think that the performancepart relates as much to me, probably
becauseI am just not a natural performer becauseit makesme really
learn
in
it....
I
interested
I
rather
would
nervous and am not really
November
2003]
Belfast,
17
it.
[Terrie,
up
about
aboutand read
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more
academic
also
not only students'performanceactivities
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general (see also Pitts 2005:17). Such pressures surely impacted on students'
experiencesof enjoymentand/ or anxiety.
While at this level of perfonning ethnomusicology students frequently
revealed anxiety, I also encounteredone instance in which a student who, while
learning to play kayagi7mfor the duration of one semester,describedkayagilm music
as simpler as it felt more 'down-to-earth',different as studentssat on the floor and
were more relaxed, and less competitiveas this music seemedmore inclusive. This
student's enculturation into Western standardscertainly impacted on his differing
experiencesof performingkayagam:
My most poignant experiencewas the kayagi7mworkshop First I
....
was taken a bit aback,then I felt that it seemsjust so relaxed.... Inok
[the ethnomusicologist]camein, askedus to take off the shoesand sit
down cross-leggedon the floor. This was unusual.... Iliere is almost
like an honesty about it, a sort of down-to-earth nature and quality
about it that took me aback. That then persisted,the down-to-earth
feeling although it's surroundedby a huge amount of rules. But it
doesn't seemso... pansy.It's elitist to an extent but it's aboutwho can
play it, not who can listen to it.... Western music is a lot more
inaccessible.The music itself excludesa lot of people who feel they
do not really understandit.... East Asian music hasn't got the same
weight of intellect behindit. [Stephan,Sheffield, 30 April 041
To this student, longitudinal performing ethnomusicologyfelt different and
'outside the norm' of the formality and seriousnessof musical study at university,
which seemedto provide Stephanwith pleasurableexcitement.While this issuewill
be further discussed in a subsequentsection, it must also be noted that such
experiences are problematic as they, yet again, seem to reinforce Eurocentric
assumptionstowardsthe exotic and authenticother.
The new-familiar dichotom
At the same time, I also found that students revealed dichotomous
became
those
that
they
towards
very
and
encounters,
new
musical
perspectives
familiar with, which may further explain why, at the first level of performing
Here,
frequently
enjoyment.
students
experienced
ethnomusicology,studentsmore
typically encountereddifference,leading them towards an enjoyable state of musical
discovery and exploration, an issue already discussedin Chapter 11 (Listening to
Ethnomusicology).Familiarity, by contrast (typically occurring during longitudinal
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ethnomusicology), somewhat denied students a sense of musical
adventure, leading instead towards musical 'normality' with which students

performing

level.
approachedthe world musicsat this subsequent
Musical encountersthat werenew andunfamiliar, and thus different, appeared
far more exciting and enjoyableto students.This occurred at the material, musical
and personallevel. At the material and musical level, studentsoften enjoyed 'to see
authentic instruments', and 'liked the fact that we actually played something
authentic,somethingdifferent' (group discussion,Bangor, 6 March 2006). Students
also commentedon their enjoyment'to clap and sing along in the style of the native
people' (Jessica, Sheffield, 20 September 2004). Other students highlighted
difference in the unusualperformancesetting, suggestingthat 'it feels to me quite
relaxed... sitting on the floor' (Sophie, York, 17 May 2004). Indeed, performing
ethnomusicology that felt different and outside the norm of the formality and
conventionsof the Westernperformanceparadigm seemedto provide studentswith
pleasurableexcitement.
Sarah,for instance,who participatedin a Taiwaneseensembleand learnt to
play the suona (a loud, oboe-type double-reed instrument) felt that the music's
sonoritiesand structuresseemedenjoyable.In particular, the more different the music
sounded in terms of harmony (out-of-tune) and loudness, the more exciting and
intriguing it seemedto Sarahwho expressedthat:
It was really good.... I liked playing... the loud things.... It actually
soundedquite bad becausethey weren't in tune with eachother.... It's
not the easiest music to listen to. It's quite horrible to listen to,
actually. But when you are playing it, you don't really notice.... It was
really good last night. I really like it... becauseI was playing really
hard.... You walk out and your ears are kind of ringing. You don't
know when you are actually playing well. You are all playing.
Becauseit soundslike we are playing out of tune.... So it's really fun.
[Sarah,Sheffield, 24 October2003]
In the African music workshops on kora and mbira, it seemedto be the
different rhythms createdthrough the interplay betweeninstrumentsand voices that
led studentstowards experiencingenjoyment. Here, the rhythmic emphasison the
off-beats notably inspired studentsto rhythmic participation and motivated them to
bodies
in
dance-like
feet
their
their
to
tap
motions, and
and
move
along,
clap and sing
harmonic
Such
triggered
and
experiences.
enjoyableemotive musical
to sing, which
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rhythmic discrepancies,'instead of a fretted, bored and well-temperedtaste' (Keil
1994b:98) seemedto createan excitedstateof enjoyment.
At the personal level, students frequently revealed heightened levels of
enjoymentwith teacherswho seemedinspiring, stimulating and imaginative, without
being intimidating. Here, students often commented positively on occasional
workshopswith guestmusicians'who havebeenquite enthusiastic....We've had one
from Cuba who I remember very clearly' (Emily P, Durham, 27 October 2003).
Studentsparticipating in the workshops on mbira and kora felt that 'he was very
encouragingand positive about our performance.... He seemedto praise us after
Bangor,
6
2006),
discussion,
March
if
it
(group
and 'he
even
was
wrong'
playing,
was really encouraging.... I was making so many mistakes, and he was "Oh, it's
December
2003).
Others,
Sheffield,
12
(Jessica,
more specifically, suggested
goodV
that:
I found the teachervery good, friendly, interesting.... He made the
workshop fun.... I liked his... passion for the music.... He seemed
very adeptand patient. He madethe sessionvery fun and informal....
He seemedto enjoy teachingus, and we responded.This came across
in the workshop through knowledge and enthusiasm. [group
discussion,Bangor,6 March 2006]
He was so enthusiastic,that was ace. He really got you into it as
well.... It was great. I would do that again, rather than sitting in the
lecture.... He was awesome,wasn't he?He wasjust really enthusiastic
about everything he had to say. [Graeme, Sheffield, 12 December
20031
During such occasional workshops, authenticity too impacted on student
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instance,that:
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played by natives rather than Westerners.[Leeroy, Bangor, 6 March
2006]
While such new encounterswith guest musicians seemed exciting and
enjoyable, during longitudinal performing of ethnomusicology,studentsseemedto
take a more critical stancetowardstheir morefamiliar teachers.Here, I found that
studentsoften preferredteachingthat was well-focusedwith clear objectives,and that
felt plannedand purposeful.At this level of performing ethnomusicology,enjoyment
developing
instead
focused
less
the
to
to
who
on
students
pivotal role
seemed play a
knowledgeand skills requiredfor passingthe final performance.At one university, I
found that an accomplishedIranian tar player studying on a postgraduatecoursein
ethnomusicologyrevealedconsiderabledissatisfactionwith his instrumentalteacher:
I am not happy about my teacherbecauseshe does not put enough
effort into teachingme. She is not ambitious in her ways.... I would
expect to learn more.... So I expectwhen I go to the class you know,
first of all you haveto haveenoughtime, at leastan hour, to talk about
the music becausethe piece itself is no problem. I can play it anyway
becausemy fingers are ready. I practice on my right hand... that's
fine. I can play. My technique is much better than my teacher's
herself.... But what I'm expectingis to learn about culture itself, the
don't
West]
here
[in
Over
itself,
the
terminology....
really
we
music
have enough time to do that. Maybe we need more time, or I'm
from
I
don't
know.
But
I
this
that's
too
what
expect
much;
expecting
postgraduateperformanceprogramme,to learn about the culture, to
learn more about the music, to learn about the philosophy of the
February
2004]
12
Goldsmiths,
[Tinoosh,
music.
In anotherinstance,studentstaking a 15-weekcourse on The Music of West
Asia revealedconcernsabout the transmissionstyle of the native specialistmusician
daf
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Figure 111-13:Iranian C(IIII0IIILINI,:
0I0'-'I!It
demonstrating the daj'drum; Note that this photograph was taken in
a different course than the one mentioned in my writings;
Liverpool, 12 October 2003

Performing ethnomusicology that seemedclearer and more understandableto
students, by contrast, was often highly valued. This included verbal explanations and
conceptuali sations, resulting in students' swifter grasp of musical expression and
form, and thus lessened levels of anxiety about their achievement in the final
performance (Figure 111-14). Sophie, for example, particularly appreciated that 'our
teacher is really stimulating with a nice balance between creativity and providing
good explanations' (Sophie, York, 17 May 2004).

I'Ic"LIIC111-14:Neil Sorrell providing verbal explanations about
the role of the spike-fiddle rebab in a gainelan; Note a female
listening
left)
to the conceptualisations;
(bottom
student
University of York, 6 May 2004
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Thus during longitudinal performing of ethnomusicology,students showed
increasingconcernabout the effectivenessof transmissionand frequently questioned
their actual learning. Students'experienceswere often shapedby their own musical
achievements,whereby enjoyment seemedless significant. The instructor's ability
both as a musician and educator profoundly shaped students' participatory
experiences. Transmission methods and strategies that featured clear, verbal
conceptualisationsmadestudentsfeel that they effectively learnt something.
Besidesmaterial, musical and personal factors, I also often found that oral
transmissionmethodsimpacted on student experiencesof emotions. Such methods
clearly differed to students'conventionalmusic learning, which typically entails the
routinely practicing of technical exercises." Sally, for instance, described that
'gradually I have managedto move away from learning by music to largely learning
by ear. And the way we were being taught the gamelan here and the Korean
drumming... certainly, my experiences... were all by ear' (Sally, Belfast, 18
November2003).
While some studentsfelt that such methods 'are a lot easier, you are not
thinking. We just did id', and others experiencedthese as a 'nice change' to the
literate musical transmissionin the West (group discussion,Bangor, 6 March 2006),
there were also studentswho struggledto adopt oral methods,causingthem feelings
of anxiety to participatein the performing of ethnomusicology,for example:
Henry Stobarthad an Andean band, ensembleof Andean music, so I
went there two or three times, and I gave up because...I found it was
quite difficult for me to follow becausethere is no notation; it's
aurally transmitted.So I didn't have Westernnotation to help me, and
I was always anxious to find where the note is, and I couldn't follow.
[ShengShi reflecting on her undergraduatestudiesat Royal Holloway,
Goldsmiths,13 February20041
Most students,however,regardedoral transmissionas a more informal way of
leaming, which was often experiencedas easy, and thus enjoyable. Here, student
experiencesmay have been shapedby the Eurocentric perception of literate cultures
less
Nevertheless,
being
thus
to
sophisticated
cultures.
oral,
researchhas
superior
as
'a In this statement, I particularly refer to the acquisition of musical skills in Western art music through
including
exercises,
scales, arpeggies, and the like, which is also
musical
of
practicing
repeated
integral to graded examinations of, for example, the ABRSM (Associated Board of the Royal Schools
of Music).
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equally shown that young musicians who learn their skills in oral, informal ways
often continue playing for enjoyment later in life (see, for example, Green 2002).
Somestudentswho participatedin the mbira workshopcommentedthat:
I really enjoyedthat we didn't read notation. Insteadof looking at the
paper,we could look at eachother and follow the instructor.... We sat
in a circle and could see and listen to everyonein the group. [group
discussion,Bangor,6 March 2006]
Here, oral learning allowed ensemblecloseness,which led studentstowards
comforting, relaxing and enjoyableexperiences.Jessicawho participatedin the kora
workshopsimilarly commentedthat 'it wasboth an extremelyexciting and interesting
lesson, and it helped to bring the classmatestogether' (Jessica, Sheffield, 20
September).

The social-individual dichotom
As Jessicahighlighted,students'perceptionswere also shapedby the ways in
which performing ethnomusicology provided an individual or rather social
experience.This formed yet anotherdifference in student experiencesof emotions.
Occasionalworkshopsallowed the forming of strong social bonds among students,
emerging from the collaborative and communicative quality of world music
workshops that generated enjoyable excitement in students. Here, performing
ethnomusicology,to many students,generatedprofound social experiences,which
dance
'dynamically
as
people
smile
at
or
with each other, beat
co-created...
were
time, move together,constructand reexperiencetheir recollectionslater - realizations
2003:
186).
(Finnegan
Emotions of enjoyment derived from
human
society'
of
involvement
of
and contribution.
sense
students'
For example, studentswho participated in the mbira workshop frequently
described
fact
'making
their experiences
the
as
music
a
group'
and
of
on
commented
as 'a fulfilling feeling of performing in an ensemble' (group discussion,Bangor, 6
March 2006). After the kora workshop, students equally commented that
human
'it
to
and
establish
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relationships
as
students
enabled
performance
20
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together'
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of
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way
and
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February 2004). Many students developed musical confidence through mediating
fellow
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with
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I hope to get more confidence in my performance abilities, and
performing in a group with two people that I know and trust seems to
be a good opportunity. [Jessica, Sheffield, 20 February 2004]

By contrast,longitudinal performancepracticethat was assessed
during a final
performanceoften generatedheightenedemphaseson individuality. The goal-directed
nature of such longitudinal performing of ethnomusicology led away from the
collaborative, communal processesof music making found in many non-Western
individualistic
towards
achievement-drivenlearning to perform
and
cultures,
music
discussedin the previous section.This was reflectedin a somewhatcompetitive zeal
among students, 'an attitude they have been forced to develop in the openly
Western
music culture' (Koskoff 1999:556). Students
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Performing ethnomusicologyoften concernsa more socially engaged,experiential
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Japanese shakuhachi during his undergraduate studies, learnt about playing technique
and music, and its cultural significance in Japan during private lessons with a culture
bearer, and mostly through these social interactions (Figure 111-15). Joe was able to
cherish and maintain the musical and social relationship with his teacher over a long
period of time.

Musical understanding became thus closely tied to cultural understanding
through the epistemological status of students' own musical experiences.This type of
performing ethnomusicology focused primarily on students' transformations both
personally and musically. Yet instead of working towards a final musical
performance, performing ethnomusicology became a means for the writing of
ethnographic texts, also often referred to as 'performance ethnography' (Kisliuk
1997:41). Here, students immersed as musicians into their chosen music culture
during which they learned something about the human processessurrounding musical
performance practices.

'lop

Figure 111-15: Joe piactising a pertormance piece or) his
principal instrument, the Japanese shakuhachi; University of
York, 17 May 2004

Performance ethnography: discovering music-as-culture

At undergraduate level, the conducting of performance ethnography typically
involved students' active musical participation in a chosen music culture 'at home',
for instance the local folk club, the music department's jazz band, or the local hip hop
in
band
brass
local
for
joined
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to
and
participate
in
order
a
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example,
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observe live music making as a comet player, while trying to understand the
perspectivesof the brass band players, and what their band participation meant to
them musically and personally.Hannah,by comparison,participatedas a singer in a
cathedralchoir, and as an oboist in a Baptist church's worship band. She hoped to
find out why people use particular musics in different churches,and 'what the music
meansto the people... and why they feel that music helps them with their worship'
(Hannah,telephoneinterview, 2 June2006).
In their performanceethnographies,most studentssoughtan understandingof
the role music plays in people's lives, and what the music means to the people
belonging to its music culture. In their role as social actors, students placed
themselvesat the heart of their performanceethnographies,which also provided some
with a more understandablerole and easieraccess.Victoria felt, for instance,that:
I myself, even in the short time I have attendedthe club have been
very warmly welcomed in my capacity as an ethnomusicologistbut
more so as another valued regular attendeeat the club as both a
listener and a performer. [Victoria, Bangor, 8 May 2006]
The concern with cultural understanding also led students towards true
Hannah,
for
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sense
make
I could use my own experiencesof how I felt when I was singing in
the cathedralor playing in the Baptist church.... What I felt helpedme
to worship best... and I understoodthat this happenedto other people
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well.
around me as
[Hannah,telephoneinterview, 2 June2006]
Students' timely immersion into their chosenmusic culture also led towards
forming friendships with other people who, as a result, were more vociferous in
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to be... a bit quiet but becauseI knew them... I just spoke to them
informally. It was a very unstructured, conversational type of
interview... just like a normal conversation.... It helped me...
approachingthem... as a researcher....I think I would have had a
much colder receptionhad I not beenpart of the band. It would have
been more difficult for me to approach them. [Ruth, telephone
interview, 3 June2006]
Some studentsalso felt that performanceethnographyenabledthem to 'see'
aspectsof a musical performance,including non-verbal and visual communication
that would otherwisego unnoticedby most observers.A male student,for instance,
who also participatedin a brass band 'noticed how many of the men make sexist
into
insider's
topics discussed,
the
throughout
view
and
gained
rehearsal'
remarks
which were 'quite coarseand masculine' (Tim, Bangor, 8 May 2006). In another
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people,
words
interview, 2 June2006).Here,Hannahrealisedthat singing helpedpeopleand herself
more directly in their worship as the sung words conveyed the meanings more
clearly:
When I sangin the choir the music produceda responseemotionally
from me, perhapsmore so than if I was just listening becauseI was
thinking about the words more in order to convey the meaningto the
congregation.I think that taking part in the music making does help
But
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to
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own
Through their musical participant-observations,other students similarly
intuitively:
the
more
culture
understood music
Through performing at the club myself, I have discovered it is
particularly conducive to relaxed performance as the audience are
[Victoria,
with
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Bangor,8 May 2006]
Ruth equally felt that only as a performer could she gain specific insider's
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majority of the occasions' towards 'a more serious persona of the band as the
competitionapproached'(Ruth, telephoneinterview, 3 June2006). Providing another
example,Ruth explainedthat:
had this band tradition of playing their hymn tune 'Onward
they
...
Christian soldiers' to end the final rehearsalbeforethe contest.I think,
hadn't I havebeenin the bandplaying that with them, I wouldn't have
sharedthat... the really strong emotions,a senseof belonging,a sense
of unity.... Very strong! [Ruth, telephoneinterview, 3 June2006]
In that particular context, the hymn itself, which Ruth describedas a quite
in
deeply
hymn
triggered
this
emotional
responses
all
participants
as
piece,
arousing
resembledtradition and triggered a senseof community. Clearly, being part of the
music culture, Ruth experienceda strong sense of shared musical and personal
identity. 'Being there' and 'sharing the atmosphere' enabled Ruth directly to
experienceand understandthe affect that the music had on peoplein shapinga strong
group identity and community spirit.
Most students, through performance ethnography, gained a deeper
felt
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could
relate to the
perceptions,
people's
of
other
understanding
musics and their makers, and share their musical and cultural experiencesat a very
deep and personal level. This impacted on students themselves who, instead of
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intensified her shared love for God 'becausethe music is so emotional' (Hannah,
telephoneinterview, 2 June2006).
At the same time, many studentshighlighted a more equal and reciprocal,
for
Ruth,
instance,
'more
than
which
made
comfortable'
relationship,
one-way
rather
in her role as a researcher.To other students,the notion of reciprocity seemedequally
pivotal, while one studentcommentedmore specifically on musical sharing:
Through the method of participant-observation, I have become
involved in this sharingof music in many ways. I perform music and
listen to others,therebysharingthe experienceof performing, sharing
the songsI play, and enjoying the music otherssharewith me. Also on
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[Victoria, Bangor,8 May 2006]
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Conductingperformanceethnographyalso shedlight into the specific ways in
which people belonging to a music culture communicatedwith one another, for
example:
I did understandwhat someof the membersmeant when they said...
the band didn't jell with the piece 'cause they said it was technical,
and it's not their sort of piece.... They preferred something more
romantic, something more pictorial or programmatic.... I could
empathisewith that becauseit was a very technical piece. [Ruth,
telephoneinterview, 3 June2006]
Students' deeper cultural understandingsoften dependedon their critical
reflection that triggered a more consciousawareness.Many studentsachievedthis
through logocentricprocessesof analysisand conceptualisationof their musical and
cultural experiences,necessitatedby the writing-up of their musical and cultural
discoveriesin form of ethnography.As a result, studentsoften brought a more alert
mind while participatingin and observingthe music making, enabling them 'later to
rememberimportantissuesin the rehearsal'(Ruth, telephoneinterview, 3 June2006).
Clearly, the ethnographicrequirement meant that critical analysis already
started at a cognitive level during students' musical fieldwork. Studentsgained yet
another level of understandingduring the making of fieldnotes and the writing of
ethnography.One studentexplainedthat 'when you actually go back and write it up,
just write up the event, you seeit in a different light again. And then, when I come
back to read my fieldnotes,I would seesomethingdifferent again' (Ruth, telephone
interview, 3 June 2006). To another student, such critical, self-reflexive processes
enhanced understanding as:

Doing this project... helped me to analyse... what I was performing
and what it did mean to me becauseI had never actually stoppedto
think about it before. I think it did help me to think more clearly and
helped
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some aspects of the music culture intuitively. At this level of performing
ethnomusicology,studentsgaineda deeperappreciationof a music culture (or some
part of it) through an insider's point of view. Hannah, for example, revealeddeep
insights into 'what the music meansto the Christian people and how it helps them to
worship God' (Hannah,telephoneinterview, 2 June 2006). To many students,the
conducting of performance ethnography impacted on a deeply personal level,
suggestingthat 'I intendto returnto the club regularly in the future... [because]it has
becomean importantpart of my musicaland social diaries' (Victoria, Bangor,8 May
2006).

Rethinking Performing Ethnomusicology

In this chapter,I have discussedthe ways in which student experiencesof
performing ethnomusicologyat universitiesled them towardschangesof attitude and
perspective.I found that the first type of performing ethnomusicology,during which
studentsdiscoveredmaterial culture, seemedquite at odds with ethnomusicology's
concerns. Occasional instrument demonstrationsand workshops were dislocated
outside of their true contexts,and were often essentiallyconservativein orientation.
Suchworkshopsindeedentertained,and servedthe purposeof generalanimation, and
even createdfurther interestand deeperappreciationin students.Yet suchworkshops
also reinforced students' Eurocentric notions of simplicity, exotic othernessand
authenticity about world musics and their cultures. As a result, difference was
maintained, which resonateswith a recent warning about the trivialising and
exoticising of cultural traditions at universities (Averill 2004:108). It is thus
imperative to challenge these essentialisms constructed in the performing of
ethnomusicologyat universities.
Longitudinal performing of ethnomusicology,by comparison, was not just
transplantedinto new settings,but also accommodatedand resonatedclosely with the
Western aesthetic and performance paradigm. For example, some students
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however, may also have assumedthat music is 'a medium sufficient unto itself,
abstract,nonreferential,communal.... transcendentof its immediate setting, not decultured but more regional than local and moving towards the panhuman' (Locke
2004:180). Focusing most and foremost on music-as-music, such longitudinal
performing of ethnomusicologyoften artificially separatedmusic from its culture,
which is at oddswith ethnomusicology'sfunctionalist orientation.
The third type of performing ethnomusicology, here referred to as
performance ethnography, reflected more closely ethnomusicology's fieldwork
paradigmduring which studentsexploredand discovereda music culture, and where
performing ethnomusicologytruly servedas a meansfor a better understandingof
music and its makers. Studentsbecamemusical and, of course, cultural insiders,
while - through ethnographicfieldwork and writing - seeking to understandpeople
making music. This transmitted to students ethnomusicology's perhaps most
significant aesthetic and political concern, namely to diminish the differences
betweenself andother.
Overall, I suggest that the performing of ethnomusicology is not
in
is
students'
primarily
ethnomusicological.
ethnomusicological enough-it
engagementwith world musicsthroughperformance,yet dislocatesthis into a highly
Eurocentric context, particularly at the first two levels of performing
ethnomusicology.Ethnomusicologistsshould thereforeengagein the (re)thinking of
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Composingethnomusicologyis perhapsthe most challengingand artistic stagein the
transmission of ethnomusicologicalknowledge at universities. More generally,
musical compositionis typically seenas a productof creativity, often understoodas a
specialkind of intellectualability, andas a function of personality,of 'having genius'
(Floyd 1999:1). Associatedwith the high arts, creativity is even still today associated
with musical processesthat involve the exploration of new relationships between
sounds.Seenas 'a direct product of the psycheof the creator', this romantic idea of
creativity 'as the outpouringof a tortured,solitary soul' (Toynbee2003:103,104) has
beenhugely influential not only in art, but also in jazz and rock music circles, and is
still actively embracedby manylistenersin the West.
Such a view of creativity 'as being reserved for the prodigies' (Barnes
2001:94) is sin-dlarlyevident in music education,here referring to originality and
imaginationwhen soundsareexploredand experimentedwith in the classroom,while
(or
both).
At
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that
student,
or
world
either
new,
producing something
one university, for example, popular music students learnt to use 'MIDI for
songwriting projectsin popularmusic in order to enhancetheir creativity' (Wolfgang
Schmiedt,Rostock,25 November2003).' Someethnomusicologistssimilarly strive to
encouragecreativity in studentsthroughmusical composition and performanceas the
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in
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Yet at most universities,leading the creation of world musics outside their
original socioculturalcontextsparticularly in the style of some world musics seemed
to be of little, or even no significanceto ethnomusicologistsincluded in my research.
While studiesin compositionexist at universities in the UK and Germany that may
indeed focus on world musics, in reality, no university has yet offered a separate
framework for accreditedcompositionin ethnomusicology.This form of composing
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Nonetheless,creativity may be aspiredto and achievedby studentsthrough
actively engagingin musical activities other than composition alone, for example
creative transcription and ethnographic writing. The title 'Composing
Ethnomusicology' is thereby used here to encompassa far broader spectrum,
including, more generally,written processesduring which a creator(here the student)
captures musical ideas for perpetuity, and, more specifically, creative musical
activities that built uponthe recreationof world musicsand ethnomusicologicaltexts.
The conceptof creativity is thus seenhere as a kind of 'symbolic creativity'
that animateseverydayactivities, and that 'is widely distributed through the cultural
practices of ordinary people' (Toynbee2003:102). This view understandsmusical
creativity as a cultural processand social phenomenonduring which creators and
listeners socially construct and shape musical form, structure and meanings.
Creativity doesnot dependon high levels of musical skill since all humanshave the
potential for being creative (see also Blacking 1974). This view also dispels the
Eurocentricnotion that musicalcreationmust be entirely, or mostly new, in order for
it to be termedcreative(Sangerand Kippen 1987:14).
Beginning with discussions on the recreation of world musics, student
experiencesduring the composingof a transcription will form the first part of this
chapter. Here, transcription is regarded as a certain kind of composing
ethnomusicology on the basis that musical analysis too (which is inherent in
transcription)may be consideredat the outset of creative thinking (see also Webster
1996:89). While transcriptionresembledthe constructingof a graphic map to melodic
and rhythmic componentsof the music, it is also understoodhere as a culturally
constructed process as students indeed actively negotiated their choices for
conductingthe transcriptionand makingit meaningful.
The advantagesof using transcription as an educational tool are obvious:
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Creativity may alsobe aspiredto by studentsduring the creativecomposingof
ethnomusicologicaltexts, which will form the basis for the chapter's secondpart.
Equally regarded as being socially and culturally constructed, writing
ethnomusicologyalso reflects the ethnomusicologicalcanon, and thus the ways in
which ethnomusicologyconstructsand disciplinesmusics.Focusingon ethnography
as a methodof researchandway of writing, studentstypically embarkedon fieldwork
projects during which they engagedin participatory observation and interviewing.
Posing significant challengesin unique ways, writing ethnomusicologyled students
towards active and deepengagementwith musics and their makers,experiencesthat
often seemedexciting and interesting,yet also new and challenging.More generally,
writing ethnomusicologyenabledstudentsculturally to construct very unique and
individual, yet profound, multidimensional knowledge, and thus an emic
understandingabouta musicculture.
While the composingof both a transcriptionand ethnographictext are indeed
creative processes,theseshould, accordingto ethnomusicologicalconcepts,discard
Eurocentrism.In other words,transcriptionsand ethnographictexts should reflect the
stancewhile stressingthe emic perspectivetowardsthe
researcher'sexperience-based
'
This sameconcept
to
wish
understand.
and
music culture ethnomusicologistsstudy
in
UK
the
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the
at
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and Germany. Here, ethnomusicologistsfrequently stressed to students an emic
discarding
transcription
while
to
the
and
ethnography,
of
composing
approach
Eurocentrism.Yet in reality, I found that studentsseemedto strugglewith discarding
their Eurocentricpreconceptions,particularly during the composingof a transcription.
This I will turn to in the following sectionof this chapter.

2 Such an understandingis often describedalso as occurring at a deeper cognitive level, reflecting an
ability to apply skills and knowledgein new situations.
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Transcribing
Music-Exploring
Reinforcing Eurocentrism?

Musical

Particularities,

Or

The transmissionof ethnomusicologyat universities frequently included students'
active learning in the form of composinga transcriptionfrom a recording of any kind
of world musics.A transcriptionproject occurredmost frequently at undergraduate
level in the UK, andduring the Grund-or Hauptstudiumin Germany.At postgraduate
level, studentstypically opted to composea transcription for the preparation of a
' Florian, for example,
dissertation,yet this dependedon their disciplinary allegiances.
omitted musical transcriptionsin both his Magister- and Doktorarbeit (the latter is
currently still being written), as he 'prefers approachesfrom social and cultural
anthropology' (Florian, telephoneinterview, 5 July 2006)." In my discussions,I will
thus focus exclusivelyon the experiencesof undergraduatestudents.I will also draw
mostly on the experiencesof studentsfrom the UK, necessitatedby the constraintsof
conductingmore substantialresearchat Germanuniversities,and the resulting lack of
opportunitiesfor encounteringsuchtranscriptionprojectsin their music curricula.
In the UK, as preparation for the composing of a transcription,
ethnomusicologistsoften aimed at transmitting to studentsthe skills and knowledge
necessaryfor writing musicsthat were new and different, particularly addressingthe
challenges to be encounteredin the transcription of non-Western world musics.
EthnomusicologistAndrew Killick describedsomeof its aims as follows:
What I'm really looking for in students'work is an approach to doing
transcription. I'm not looking for the small details.... I'm more
concernedwith how they thought about it, and especially thought
about the problemsof notating music that doesn't readily conform to
Westernnotation.[Andrew Killick, Sheffield, 28 November2003]
This statement reveals an underlying concern with the composing of a
transcription that discards Eurocentrism.Ethnomusicologistsindeed often wish to
highlighting
in
those
to
take
perspective,
transcription
emic
musical
an
order
utilise
being
important
deemed
to
the
that
are
people
whose
musics
are
musical aspects
transcribed. Transcription is thus often seen as a research tool that enables
3 Taught postgraduate courses of study encountered during my research usually omitted the
requirementfor the composingof transcription.
4 Nein, also ich mache keine Transkriptionen, hab ich auch nicht in meiner Magisterarbeit gemacht,
herangehe
die
Sache
(Florian,
Anthropologie
der
ich
an
von
sozialen
culturellen
eher
und
weil
telephoneinterview, 5 July 2006).
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ethnomusicologists to gain a further level of understanding of oral, event-centred
musical cultures as 'to them, music is something that sounds' (Bowen 1999:425).
Ethnomusicologists deem transcription particularly useful when it enables them to
draw conclusions about musics as reflector and generator of social meaning. During
students' composing a transcription at universities, ethnomusicologists seemed to
highlight this same concern. Ethnomusicologist Neil Sorrell, for example advocated
that:

Transcription is really a shortcut for the things you really want to
know whetherthey haveunderstood....You want them to demonstrate
a direct relationshipto the music.... If you understandwhat's going on
in the music, then you can show that you have understood it.
Transcription does that.... If you are asked to transcribe what you
hear, you can only do it if you have understoodit during the course.
Do I actually transcribe everything I hear? No, you are actually
transcribing the essentials.... It's a way of demonstrating an
understanding...and to be able to do that, you don't only have to hear
it, but understandwhat belongswhere,evenif you don't hearit. It just
showsso much aboutbasicgraspof all the important things.... It is a
demonstrationthat they had a one-to-oneconfrontationwith the actual
music. [Neil Sorrell, York, 17May 2004]
EthnomusicologistHae-kyung Urn concurs, while suggestingthat 'I would
use a score as a kind of map to show certain aspectsof this music.... So the
transcription itself is just a tool to lead us to a bigger picture and understanding'
(Hae-kyung Urn, Belfast, 18 November 2003). Transcription thus necessitates
indeed,
cultural understandingto transcribethe
complete
musical
and,
more
students'
most important musical elementsof a particular music culture. This in turn requires
students' musical knowledge and understandingfrom the perspectiveof the people
whose music they wish to transcribe. According to most ethnomusicologists,the
composing of a transcription should indeed enhance and reflect students' emic
perspectiveand understanding,or enhancetheir listening to musics in particularly
involved
Such
learning
researchingthe social, cultural and political
often
emic ways.
deeper
levels
leading
is
in
towards
of
students
embedded,
which
music
context
musical and cultural insight. Neil Sorrell summarisedthat:
With gamelan... if you transcribe, you can only do it if you
understoodthe things in the course.... You are actually transcribingthe
basic
just
It
in
the
that
shows
so
much
way
essentials
particular
....
had
is]
demonstration
[It
they
that
things....
some
these
a
graspof all
confrontation with the actual music.... You may not understandthe
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social dynamicsof the music; you may not have anything like emic
perception.On the other hand, transcription,in many ways, you are
getting towardsthat, you haveto start listening in a different way, in a
Javaneseway. [Neil Sorrell,York, 17May 2004]
Some studentsincludedin my researchconveyedan understandingof these
principles. At QUB for example,Sally pointed out that recognising the melody in
Irish traditional music requires an understandingof stereotypical embellishments,
suggestingfor instance:
It's very ornamented SometimesI try to hear the tune behind the
....
ornaments,and I can't.... I have seenthe tunes written out, and it's
uselessbecausewhat the personis singing can diverge so much. You
have to understandreally what's going on before it does make sense.
[Sally, Belfast, 18November2003]
At the University of York, Joeundertookfurther researchinto tuning, rhythm
and melodic structure in gamelan performance,revealing that 'I start by reading
about the possibletuningsfirst and decidewhich tuning is used in the piece. Then I
try to decide wherethe gong is coming in, and again, I get a good idea from reading
aboutgamelanmusic in books.Then I try to work out the shapeof the melody' (Joe,
York, 17 May 2004). Gaining a more complete understandingbehind the music,
students gradually leamt to differentiate between essential and not so essential
elementsin musics' sonicstructures.SomeSheffield studentsunderstoodthat suchan
do:
approachreflectswhat ethnomusicologists
Although it seemsquite daunting,it is good for us becauseit's doing
what ethnomusicologyis. [Rachel,Sheffield, 31 October2003]
It is quite useful... with a transcriptionyou actually do what peoplein
the world of ethnomusicologyactually do. It's a useful practical skill.
[Graeme,Sheffield, 19December2003]
While most ethnomusicologistsadvocated students' emic approach to the
composing of a transcription, I often found that students' creative composing of a
transcription remainedwithin rather familiar terrain, somewhatreaffirming what (to
them) felt familiar and safe.Most studentstherebyutilised musicological approaches
and representedEurocentric (thus etic) perspectives,rather than being informed and
Ethnomusicologist
Andrew
by
assumptions.
concepts
and
ethnomusicological
shaped
Killick commentedthat 'in general,I got the impressionthat most of thcm were more
interestedin the details of the musical sound' (Andrew Killick, Sheffield, 7 May
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2004), which indeedhighlights students'concernwith music as sound, and reflects
their backgroundin musicology.
During my research,I found that students'expressingof Eurocentrismwas
particularly evident in four ways: (a) while ethnomusicologistsintroduced world
musics that were significantly different, students, however, typically returned to
'easy' musical examples (that resembledWestern musical construction) for the
composingof a transcription;(b) while ethnomusicologiststransmittedto studentsa
bottom-up strategy to composing a transcription, in reality, however, students
typically adapteda top-down approach;(c) while ethnomusicologiststransmitted to
students to composethe transcription aurally, I found that most students instead
utilised tools, such as musical instrumentsand technologies, which were mostly
Western,or designedto facilitate the composingand playing of Westernmusics; (d)
while ethnomusicologiststransmittedheightenedlevels of creativity in the use of
non-Westemor innovative notation, yet in reality, studentstypically relied on their
Westernliterate skills, andparticularly the useof familiar Westernstaff notation.
In the following sections,I will turn to discussionsof student experiences
during their composing of a transcription according to this four-partite
conceptualisation,taking into accountethnomusicologists'formal instructions, and
students'own discoveryandexploration.
Returning tofamiliarityfor the composingof a transcription
In Chapter 11,1highlighted the fact that the world's musics often resembled
difference, which clearly impacted on students' feeling of anxiety and uncertainty
The
composingof a transcription seemedto
musics.
strange
such
about approaching
bring about similar experiences,and across universities, most students found
transcriptions of the world's musics 'quite daunting and frightening' (group
interview, Sheffield, 17 October2003), 'quite hard actually' (Amaryllis, Goldsmiths,
II February 2004) and 'complicated; interesting but hard' (Jessica,Sheffield, 20
February2004). Other studentssimilarly commentedthat:
That was painful! I did some transcription when I was at Royal
Holloway.... I lost confidence in transcription. (Shcng Shi,
Goldsmiths,13 February2004]
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Even thoughI readmusic,I found the transcriptionvery, very difficult
and quite confusing.... I find it quite challenging. [Argibel,
Goldsmiths,12February2004]
Ethnomusicologist Andrew Killick suggested one reason for students'
difficulties, namely that 'in most cases,studentshad chosen music that was quite
different to any music that they would perform, or know how to write or analyse,as
in Western music' (Andrew Killick, Sheffield, 7 May 2004). Yet my researchhas
shown that most studentsselecteda musical example for transcription that 'is the
easiestto transcribe'(Melinda,Sheffield,20 October2003).
More specifically,I found that an 'easy' musical example often consistedof
melody and accompaniment,similar to the construction of much Western music.
Among the Sheffieldstudentsincludedin my research,Rachel,for instanceselecteda
track with Persianney to the accompanyingsound of the player's humming voice,
Sarah chose an hish folk song with banjo in the accompaniment,and Graeme
selected a flamenco piece featuring vocals and accompanying guitar. Thus most
studentsselectedworld musics that reflected Western conventions, notably a clear
harmony
(rather
than
tones
that
and
semitones
microtones),
and
consisted
of
melody
chords,and a clearly distinguishablerhythm (without syncopation)and time signature
(in triple or duple time).
Samantha,for example,similarly selecteda musical exampleof Andean flute
featured
Western
familiarity
to
that
melody,
musics,
and
particularly
music
resembled
harmonyandrhythm. Samanthaexplainedthat:
I listenedto lots of CDs in the Archive and chosea track that was the
easiest,well... or that would suit what I had in mind to do.... Yeah,
but I wantedto choosean examplethat I thought would be fairly easy,
and not somethingthat would be too daunting,but I didn't just want to
do somethingthat hadjust one single-line melody... somethingin the
key
in
it
fairly
It
or
wacky
wasn't
some
easy;
was
middle....
somethinglike that. [Samantha,Bangor,25 May 20061
Criteria for selection thus revolved around clarity as Samanthaselected a
distinguishable
lines
in
the
clearly
music,
and
audible
musical examplewith clearly
featured
be
that
There
instruments.
a
to
on
music
a
strong
emphasis
seemed
musical
clear melody, while avoiding rhythmically complexexamplesas:
I am really bad at rhythm. So I knew I'd have so much trouble if I
deliberately
I
drum
avoided that, so
with
rhythms....
something
chose
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I chose something melodic. Although the piece I chose did have a beat
to it and I actually notated Out but.. it "asnI in any strange rhqhms
that I couldn't notate. [Samanta, Bangon 25 May NW61
Equally Kevin, another student who selected a Hungarian 1'()Ik tune entitled
Khosi(I Wedding Dances in order to compose a transcription (Figure IV- I ), seemed to
apply these sarne criteria. This fast dance tune features a fiddle playing the melodý it)
the accompaniment of other stringed instruments, such as viola and douhle bass. The
folk tune clearly reflects a Western musical construction that features a melody Lindel
which lower-pitched instruments provide simple harniony and rhythin in duple time.
The double bass itself provides the rhythmic framework while seemingly imitating a
continuous drone oil the tonic and related pitches in the same key.
Transcription of"'Khosid Wedding Dances"

;
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011111fingtile accolllpajlýjjlp
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plewillatIM),
11INtrullIC111%
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Bangor, 15 ( ktober 2005.

21 1

ChapterIV: ComposingEthnomusicology

Kevin selectedthis musical exampleon the basis of his perceptionsthat 'this
would be the easiestto transcribe.... Rhythm-wise, I suppose... less syncopated...
but more melodic'. To Kevin, as in Samantha'sexample, an easy musical example
seemedto dependon rhythm, and the easeto 'count the beatsin my head and write
the pulse up. I would think it would be easybecausepitch is just a matter of time....
You can just find that out by pressing the keys into the right note'. Kevin thus
selectedKhosid WeddingDances as 'there wasn't much difficulty in the rhythm
and it is quite repetitive as well' (Kevin, Bangor,25 May 2006).
Applying top-down approaches to composing a transcription

My researchhas also shown a disparity in the transmitted approachesby
by
for
taken
then
the composingof a
the
students
and
approach
ethnomusicologists,
transcription.More specifically, I often found that ethnomusicologiststransmittedto
studentsa bottom-up strategy,which may also be describedas an inductive approach,
from
to
transcription
the music itself
the
emerge
analysis
and
musical
allowing
hypothetical
by
ideas.
hampered
In this
being
preconceived,
musical
without
in
detail
linked
individual
the
then
the
are
specified
of
music
and
parts
approach,
togetherto form larger components,which are in turn linked until a completemusical
transcriptionis formed.
In a course on Indonesiangamelan at the University of York, for example,
bottom-up
Sorrell
Neil
this
transmýitted
strategy to compose a
ethnomusicologist
transcription in cipher notation that would facilitate (to students,different) musical
in
Here,
had
determine
to
music.
students
gamelan
encountered
characteristics
unfamiliar musical elements,such as rhythm and tuning, the texture of new musical
instruments,the overall musical form and structure, and musical development(i. e.
first
leant
identify
beat
Listening
to
the
the
to
students
music,
overall
modulations).
and rhythm underlying the composition:
First work out what the beat is.... It almost becomesa process of
diminution. Try to hear the gong, which might give a clue that it is an
8-bar or 16-barphrase.[Neil Sorrell, York, 6 May 2004]
Subsequently,studentswere instructedto identify the tuning of cithcrpelog or
inclusion
in
the
or exclusion of semitones:
siendro, recognisable
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What's the tuning? You can hear five tonesbut this does not tell you
really. The relevant question is whether the tune used any
semitones.... Without would be slendro; with sernitonespelog. [as
above]
Students then learnt about the importance of singling out the instruments
soundingin the recording,particularly thoseof key relevanceto the overall texture of
gamelanmusic,providing cluesregardingthe tempo of the piece:
It's important to know what kempongand pelong are, and label them
in your transcription properly.... It's about the sound of each
instrument! So, first get the tuning and then the characterof the
...
piece,the senseof tempo! [as above]
Deconstructinga piece of gamelanmusic into its elements,while applying an
inductive approach that allowed the transcription to emerge from the music itself
ideas,
hypothetical
the ethnomusicologist
musical
any
preconceived,
without
subsequently instructed students to recognise the gendhing (two sections in a
balungan, the skeleton melody).' Listening to the rebab (a spike-fiddle, also the
melodic leaderof the ensemble),studentswere requiredto transcribethe melody and
for
(modulations,
instance)
in
listen
but
to
to
to
clues
changes
also
ornamentations,
the performance.Through this bottom-up strategy,studentsleamt how the individual
fitted
in
togetherand constructedas a whole.
are
music
parts gamelan
Other bottom-up strategiesto the composing of a transcription frequently
included attemptsto count and comparephraseswith each other (for repetition), to
line
to
the
sketch
or graphic score,and
a
contour
music,
sing along with or perform
finally to becomemore precise with the score. Sophie clearly understoodthe steps
by
deemed
the ethnomusicologist,commentingthat:
necessary
and
advocated
I listen to the whole piece as much as possible to get it into the
head.... I try to derive the framework from listening to the whole
line
down
I
Then
time,
the
each
on
one
and
write
concentrate
piece.
bare bones.... Then I listen to the individual instruments,and what
type of instruments.[Sophie,York, 17May 2004]
At other universities, ethnomusicologists often similarly transmitted to
discarding
transcription,
thereby
bottom-up
to
an
a
composing
strategy
a
students
5 Music is not notated in a score for all the instruments, so a transcription generally shows the
balungan, or melody. Other parts can be notated but this can be difficult to read; it is often easier to
learn how to derive one's part and use one's own shorthand notation for reminders.
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Eurocentric perspectiveand enabling studentsto derive the transcription from the
music itself. Some students seemingly understoodthis approach. Yet during my
research,I indeed found that most studentsadopteda rather top-down strategywhile
trying 'to fit' the non-Westem musics into their preconceived Western, thus
Eurocentric musical understanding.In the top-down approach,an overview of the
music is formulated first, which typically occurredin form of Westernstaff notation.
Each staveof the notation is then refined and re-refined until the entire transcription
is detailedenoughto representthe musicalexample.
Samantha,for example,'fitted' the Andean flute music into her preconceived,
hypotheticalmusicalideasin form of Westernfour-part harmonynotation, featuringa
flute (melody) on the first stave,charangochords(harmony)in the secondstave,and
rattle and bongo drums (rhythm) in the bottom two staves. During the actual
line
Samantha
first
transcribe
the
the
transcription,
to
started
melodic
of
composing
played by the flute, followed by defining its note values. Subsequently,Samantha
identified both the accompanyingcharango chords and rhythm in relation to the
Samantha
listened
heart
Finally,
latter
the
the
the
of
music.
at
placing
clearly
melody,
to the piece as a whole to illuminate the phrasing,and 'find how it all interrelatesand
how it all works together(Samantha,Bangor,25 May 2006).
Familiarity with the Western notation system clearly shaped Samantha's
because...
it...
into
Western
involved
'putting
that
score
music
which
considerations,
is the easiestway to do it' (Samantha,Bangor,25 May 2006). The processas a whole
involved the initial separating and breaking down of the musical example into
Westernmusical elements,followed by reassemblingtheseand checking the accuracy
Applying
transcription.
the
such a top-down approachto the composing
complete
of
of a transcription, students reconstructed the world's musics with strongly
Eurocentric preconceptions, evident in their adapting of Western musical
(melody,
Western
for
elements
the
musical
of
out
separating
example
conventions,
harmony,rhythm) and the useof the Westernnotation system.The latter aspcctI will
turn to in the following section.
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Adapting musical literacy to composing a transcription

Most studentsincluded in my researchfound the composingof a transcription
daunting, an issue echoed by ethnomusicologist Caroline Bithell who also
feel
I
bit
'sometimes
think
that
that
they
a
more secureif they have got
emphasised
stuff on paper' (Caroline Bithell, Bangor, 15 October2003). Most studentshavebeen
acculturatedin the literate West, which seemedto make many studentsreliant on
their musical literacy. Yet during my research, I frequently encountered that
ethnomusicologistsencouragedstudents to utilise different, non-Western notation
systems,or to invent new ways of writing musics. Indeed, an ethnomusicological
approach to the composing of a transcription of world musics should facilitate
in
Western
that
are
unusual
musics, such as microtones,
elements
musical
heterophonic
textures, thus truly adopting an
or
metres,
polyrhythm,
asymmetrical
emic perspective.
At the University of York, studentslearrit to read different gamelanbalungan
in cipher notation. Here, studentslearrit that the melody is written in numbers(I=C;
2=13;3=E; 4=F; 5=G; 6=A; 7=13),wherebyoctavesare distinguishedby placing a dot
below the number (indicating that the tone rings one octave below) or above the
Sharps
flats
(indicating
tone
that
the
one
octave
rings
above).
and
were
number
typically omitted as the relative pitch of sound is used. Students also leamt that
lines
indicated
by
below
be
the numbersconcerned,whereasno
of
means
can
rhythm
line indicates a crochet, a single line indicates quavers,and a double line indicates
lines,
indicated
Iby
Longer
tones
such
are
adding
short
as
sounding
serniquavers.
for a minim, I--

for a dotted minim, and I---

for a sernibreve.

Similarly at anotheruniversity, ethnomusicologistJonathanStock introduced
demonstrations
folk
during
traditional
song
of
a
musical
to studentscipher notation
in
Students
to
transcribe
the
this numbcrcd
then
song
required
the
were
erhu.
on
notation system,while the ethnomusicologistrepeatedlyplayed the piccc on the erhu.
In fact, most ethnomusicologistsadvocatedalternative ways of writing musics, and
Demonstrating
transcriptions
circular
notation.
musical
of
means
alternative
stressed
inventing
tcxturc
drum
of
musical
African
representations
graphical
or
rhythms,
of
bc
for
their
transcriptions
tools
would
forrn,
the
musical
that
studentsrecognised
and
inevitably different and individual. Samantha,for instance, rcmcmbcrcd that 'you
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mentionedthat we can try it ourselves,it didn't necessarilyhave to be Westernised'
(Samantha,Bangor,25 May 2006).
As a result, some studentsinvented new and alternativeways of composinga
transcription of world music. One student, for example, adapteda rather graphical
representationof vocal notation used in Tibetan monasteries,which was suitable to
reflect the three styles of chant, ta (fast chanting,clearly pronouncingthe words with
frequent glottal stops and using the anhernitonic pcntatonic scale), gur (slow
chanting) and yang (very slow chanting, producing guttural and deep voices that
in
uninterrupted
a restricted pitch range). Reflecting on their
and
continuous
sound
experiences,someSheffield studentscommentedthat:
The first thing I thought I'd do is to go aboutit in the classicalsenseof
writing it out. But then he said that you don't have to do that at all.
You have to write it out how it best suits it, and it could be in any
strangeway. So we havegot quite a bit of freedom.[Jessica,Sheffield,
31 October2003]
We discussedhow my exampleis different when transcribedthan that
of the other two people.... It's very difficult to transcribe.I think it's
different for everybody.[Rachel,Sheffield, 31 October2003]
The more innovative methods were also suitable to students without
knowledge in Western notation. To Stella at Goldsmiths College London, this
resembled an enjoyable experience who commented that 'I really like the
transcriptions.Yesterdaywe transcribedthree Inuit songs.... I don't know how to use
I
had
I
in
to
Western
use
a
system
could
create
order to
so
the
notation system,
transcribewhat is most important' (Stella, Goldsmiths, II February2004).
While ethnomusicologiststransmitted heightenedlevels of creativity in the
in
innovative
yet
notation,
reality, most students typically
or
use of non-Westem
familiar
Western
literate
Western
the
use
and
particularly
of
their
skills,
relied on
for
instance
Rachel
that:
commented,
staff notation.
I have chosena piece... for ... Persianney.... I havc done about half
keyboard....
it
It's
bit
transcription,
strangc....
out
on
a
the
working
of
It is slightly sharperthan our tones.... I think I will havc to make a
Western
it
to
as
possible
to
nonnal,
as
close
make
note or so
Wcstcrn
it
just
I
to
to
as
possible
tried
as
close
get
notation....
October
2003]
24
Sheffield,
[Rachel,
notation.
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Thus not all students included in my research made use of*altcrnativc notation
systems and instead tended to rely oil Western conventions. For example, vhilc at the
University

of

York,

the

ethnonlusicologist

transmitted

lo

"(11dent" an

ethnomusicological approach to the composing of a transcription through CIpllCl
notation, all students completed the transcription in We,,tcrn musical notation.
The Bangor students equally remained within the rcmi(,, of' We-,tern notation
systern, yet also utillsed sortie inventions and innoNatlow, Dclýtll. for example,
transcribed a Latin American music track entitled Camino al Sol (Road to tile Still)
featuring nature sounds, such as birdsong and sounds of' birds flying. Latin gul(al and
panpipes, and other instrunients, such as rainsticks, raules and toin-tonis (1-iguic IV2). Reflecting oil the transcription. Dclyth commented that.
I Found it hard but also interesting to figurc ho%kI() ýkwc out the bild
whistles, rattles and rainsticks in it conventional staýc Maybe allothel
notation system may be better to show thC.SCSounds moic accuiately.
[Delyth, in-class presentation. Banvor, 15 OL-ti)fm
-'(WI

j
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Particularly at the start of the music, which featuresbirdsong and rainsticks,
and occasionallyan 'oriental' guitar, Delyth used rather innovative ways to indicate
the occurrenceof nature sounds to establish the general feel of the music. Only
towards the end of the piece did Delyth transcribe the pitch of birdsong more
specifically. Delyth also commentedon the difficulties finding a steady pulse, and
thus to determine the time signature, or identifying the tonality of the musical
example,and thus to establishthe key signature.She indicated this by omitting bar
lines and addingthe Latin expressionad lib at the beginning.
Reflecting on the use of Westernnotation more generally,Delyth emphasised
that she found Western staff notation inadequate,particularly for transcribing 'the
twiddly bits' in theseparts (Delyth, in-classpresentation,Bangor, 15 October 2005).
Other students also often commented on their difficulties accurately transcribing
differed
these
to the Westerndiatonic concept,or
often
and
as
rhythm
melody
pitch,
the duple and triple time signaturestypical in much Western musics. Jennifer, for
from
Buddhist
Sri
Lanka,
transcribed
chant
a
and experiencedparticular
example,
problemswith the non-conventionalpitches and intervals in the melodic line (Figure
IV-3). 6The transcription showsthat Jennifer similarly aimed to 'fit' the non-%Vcstcm
Western
in
invention
into
the
the
stave,
reflected
of additional signs, symbols
pitches
and lines (the wavy lines and symbols representtrills and vibrato) while assigninga
diatonic conceptto the music. In reflection, Jenniferexplainedthat:
The notes and intervals are not simple tone or Scmitonc Values,
although I have identified them as being so as these arc the smallest
values I know to write.... I used chromatic patternsof notes as these
are the smallest intervals used in NVestcmmusic. llo%%,
cvcr the
intervals on the recording are smaller. [Jennifer. in-classpresentation,
Bangor, 15 October2005]
The music is typically free-flowing, which, to Jennifer, meant that there exists
indicated
by
this
to
the
piece,
completely omitting
of
organisation
structure
no clear
time signature and bar lines. At the same time, Jennifer made sonic attempts at
identifying

an underlying metre by using scmiquavcrs, quavers, crotchets and

is
'it
To
that
the
sketch
only
a
rough
of
rhythm.
acknowledges
yet
sernibreves,
indicate the long-held note, I used a scmibrcvc. With no time signature it is very hard
Western
As
in
length
the
determine
usual
when
writing
music
the
true
notes'.
of
to
6 Sri Lanka, Buddhist Chant 11Various Rituals; this track featuresNampadaor vitadra-aradhana.
October
2005ý
Bangor.
15
(in-class
Buddhist
presentation.
viharas.
praiseof
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notation, Jennifer also considered symbols for indicating rc,.t,, III
transcription, yet found it difficult to determine whether 1lic quick- sciatclics ()I bicýjjjj
at tinies ... are rests' (Jennifer. in-class presentation. Bangor, 15 October 2(X)5).
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During our conversation,Samanthaalso highlighted a seminarduring which
studentspresentedthe transcriptions to their classmates,and which enabledher to
gain insights into the various possible ways in which to composea transcription.
Clearly recalling Delyth's transcription (Figure W-2), Samanthareflected on the
her
in
in
to
the
this
opened
mind
example
ways
which world musics
which
ways
in
Samantha'sopinion, servedas a useful stimulus
The
be
transcribed.
seminar,
could
to further developtranscription skills, suggestingthat 'it would havebeenreally good
to probably have done, like once we'd openedour minds to it, once we'd seenwhat
have
done
had
done,
gone
away
another one, something
perhaps
and
everyoneelse
that was quite contrastingto what we had alreadydone' (Samantha,Bangor, 25 May
2006).
Reflecting on studentexperiencesas a whole, most studentstypically utilised
familiar Western notation, and focused on the melody in relation to an underlying
harmonyand rhythm. Yet while the Westernnotation systemis very suitableto notate
Westernconceptsof pitch, melody and harmony, it may pose significant challenges
for transcribingmusical elementsof non-Westemmusics.As a result, many students
found that 'the most difficult problem was in transcribingthe subtlerhythmic nuances
October
for
Bangor,
15
2005),
instance
in
Kevin's
(Barbara,
and embellishments'
transcriptionof the fiddle's upward glissandos(Figure 1; note that theseare indicated
by gracenotes).
Some students thus realised that their approach reflects a rather etic
into
its
put
question
autonomy and
which
may
to
culture,
music
perspective a
develop
heightened
Samantha
Indeed,
to
a
self-critical stance
seemed
sovereignty.
towardsutilising an Eurocentricperspectiveto the composingof a transcription:
The only drawbackwas that I did think about it in a Westemisedway,
I
have
just
it
for
drawback....
taken
I
do
that
should
think
was
a
and
it
But
I
didn't
just
it
transcribe
to
tried
as
was.
really
what was and
know how to do that at the time, you know, so the only way I thought
I could do it is to put it into the Westernisedway.... I didn't really
know how ethnomusicologistswould have approachedthis, and that
I
have
done
have
the
way
my
changed
probably
would
transcription.... So the only way I thought I really could do it was
it
definitely
Yeah,
be
Westernised
would
useful to go
the
way.
through
through an ethnomusicologist's way to transcribe the music,
definitely!... It would havebeenreally interestingto find out how they
2006]
25
May
Bangor,
do
it.
[Samantha,
would
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Utilising toolsfor composing a transcription

Ethnomusicologistsoften advocatedan emic perspectivethrough composinga
transcription aurally, yet most studentscommentedon the difficulties of an aural
approachas 'I find the transcription tricky becauseI can't pick up things by ear very
well' (Chris, Sheffield, 20 November2003), concernsalso sharedby Joe and Sophie,
I
find
hard
'the
because
I am not very good at it
that
very
part
aural
commented
who
anyway' (Joe,York, 17 May 2004), and 'sometimesit is quite difficult if you arejust
listening.... Transcriptions can be quite hard, to start ofr (Sophie, York, 17 May
2004).
As a result, most students utilised tools to support the composing of a
transcription,for instancethrough checking it on musical instrumentfor accuracy.At
the University of York, for example, students' composing of a transcription of
involved
instruments
transcription
their
the
on
actual
probing
music
of the
gamelan
Sorrell
Neil
Ethnomusicologist
transmittedto studentsthat:
gamelan.
When you have written an approximatebalungan, check whether you
Play
The
best
the
transcription!
your
on
gamelan.
part
each
play
can
Sorrell,
York,
6
May
[Neil
2004]
is
live.
do
to
this
way
The York studentsconveyed that their actual experiencing of gamelan was
fully
it
to graspand understandthe music's structureand
them
enabled
as
significant
better
discussed
develop
in
Chapter
Ill.
to
aural
aspects
skills,
already
and
workings,
Sophie,for instancecommentedthat 'when we are actually playing, that helps a lot in
best
is
definitely
help
it'
Playing
the
to
way
you
understand
my understanding....
(Sophie,York, 17 May 2004).
The advantagesof checking a transcriptionthrough performanceare obvious,
instruments
Gamelan
the
the
the
actual
of
through
of
use
music
culture.
particularly
is
likely
feature
fact,
in
to
(and,
world
musics)
other
musical
much
music
Western
fall
The
the
that
outside
norm.
use of the
conventions,such as microtones,
being
from
transcribed
instruments
the
whose
culture
musics
are
can
music
actual
indeed accommodatethe tones,pitches and melodiesthat do not readily fit into' the
Western notation system. The use of the actual instruments thus often enabled
deemed
from
of
transcription
an
emic
perspective
such
to
a
compose
students
importancein ethnomusicology.
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In reality, however, not all universities possess a broad
range of' norl-Western
musical instruments, and as a result, most students utilise(I tficil- owl, Western
instruments for probing the transcription for accuracy
I play the pliano.... Yeah, I tried to work it out Inanually on tile
keyboard
I have listened to them and tried to play thern on [fie
....
keyboard, and then put it on tile computer. [Kevin, Bam-,m-, 25 %II\
2006]
The only way I really got around the iranwi-iption
to 11"k,l) to it
and trying to play it back on the piano, and trying to find (fie pitch of
it.... I listened to it and tried to play it back, and then write it down.
[Samantha. Bangor, 25 May 20061
Indeed, the piano was often utiliscd to assist students in the composing of' a
transcription in (typically) Western notation, enabling them to convert sound into
notation, especially since many students felt that they lacked pcrl'Cct pitch. Yet the
use of' Western instruments may reconstruct students' Eurocentric view-, of world
musics, which seemed also evident in Kevin's composing of' a transcription ()I Khasiil
Weel(fing Dances (Figure IV- I). Utilising more innovative tools (a keyboaid 0-calivi,
Pimlikeys

(Figure IV-4),

and Software Cakewalk Sonar (Fi,,-,mc IV-5)),

Kcým

explained that:
it into the computcr, you know, from the mim di"c
I
I ý.kmcd
put
...
....
it down...
to hear the pitches and everything. Then I Just got a
manus,cript paper out and, each hCat, just worked thl-migh ir... The
Yeah
Ll"I. It's a
tCCh11iLlUCis very useful
it
ý%as
quile
quick
....
...
...
great tool. So you can keel) [tic pitch the sanic and slow 11down, you
clon't need to worry about that. I Kevin. Bangor, 25 May 2W61

\%4\St\
I iý,tjjc 1% ; K, ''.; i, ý(,
kc)hoaid uscd to pla) Ilic
Bangor. 25 Maý 2000
C01111)(Iter.

ii-

.

Smular to other students, Kcvill also aimcd essentially at 11,111"clihing
[lie
Millc
Wcstcrn
im-,
Western
Ilius
11111"Ical
onivClItIMIS,
notation.
applN
in
inclody
Illore inflovative to(ds. fie 11-anscribcdtlic Illelmly 1)), llý,tclllllp lepcatedly to III(-

222

Chapter IV: Composing Ethnomusicology

slowed down track, which enabled Kevin accurately to determine its beats and
pitches, further explaining that:
I usually start with the rhythm.... It is so slow that I can take each beat
to work out the rhythm first, and then do the pitch next while playing
along on the keyboard.... I wasn't entering the notes the first time
though.... I wrote them down like that... by hand.... I go through it
starting with bar I .... I use notation like this... and the first thing I did
is identify the pulse, and that is usually 4/4, and then I split the bar
into four like that, and then, the rhythm would be my first thing, you
know just crosses.... Then I go back and do the pitch. [Kevin, Bangor,
25 May 2006]
Kevin's approach to composing a transcription of Khosid Wedding Dances
(Figure IV-1) clearly focused on the fiddle's melodic line, while disregarding the
possibility of rhythmic cycles or phrasing in the musical example. Kevin explained
that 'the accompaniment was quite basic' (Kevin, Bangor, 25 May 2006), and thus
perhaps not an interesting consideration. The transcription thus omits those features
that reflect the tune's true character, namely music played by Hungarian gypsies at
weddings and otherjoyful occasions.

Figure IV-5: Computer window showing Kevin's software C, A-1111A
down
is
the niusic while
to
slow
manually
used
smaller window
May
2006
25
Bangor,
original pitch;

(lit'
thc
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My analysis of Khosid Wedding Dances revealed that the fiddle features
frequent upward glissandoscharacteristicof gypsy fiddle playing, which lends the
music its joyful and uplifting feel. Under the fiddle's continuous melodic line, the
accompanyingviola alternatesrhythmically with the double bass- while the higher
pitched viola emphasisesthe off-beats, the double bass accents the main beats,
providing a solid rhythmic foundation for the dancers-which is equally uplifting.
Another characteristicin the recordingis the resemblanceto rondo form, wherebythe
folk tune continuously alternatestwo sections,each lasting four bars in a different
(albeit related) key signature.Typically accompanyingcouple or circle dances,the
two alternatingsectionsindicate to the dancersa swap betweendancepartners,or to
changethe circle's dancingdirection.
Focusing on these aspects,rather than on melody only, would have shown
aspectsof a specific Hungarian music culture from an emic perspective.While the
utilisation of tools, such as keyboardand softwarecan clearly enablestudentsto gain
transferableskills, and 'a deeper appreciationlistening to things and start picking
things up when hearing things' (Kevin, Bangor, 25 May 2006), thus developing
mostly practical skills, Kevin's composingof a transcription,however, did not lead
towardsa more completeunderstandingof a music culture.
My researchhas shown that studentsoften relied on their existing knowledge
when composing a transcription. They typically focused on musical examplesthat
Western
musical construction,and adopteda top-down approachin order
resembled
'to fit' the world's musics- with the help of tools - into the familiar Westernnotation
system.Educationally, studentsrightly built on this existing knowledge, yet from an
ethnomusicological perspective, this seems problematic. Students' existing
experiencesare often chargedwith certain cultural valuesand perspectives.Tlese are
obviously rooted in Eurocentrismso that the composing of a transcription, without
from
transmitting ethnomusicology's antigo
astray
may
any conceptualisations,
Leaming
heightened
levels
thus
activities
should
also
necessitate
of
concerns.
canonic
how
inter-rogation
the
and why of musical transcription so as
of
and
critical reflection
to develop in studentsa truly ethnomusicologicalperspective.Such an approachto
better
lead
deeper
towards
transcription
students
may
a
the composing of
understandingof and tolerancetowardsworld musics.
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Writing Ethnography-Strategies,

Influences, Impacts

Composing ethnomusicology at universities also concerned students' creativity
during the constructingof ethnographictexts. Ethnography,here understoodas a way
of writing about people, is a highly individualistic and subjectiveprocess! The texts
createdby its scholars(and their students)often draw heavily on the ethnographer's
experience-basedposition inside the music culture studied. Here, the ethnographer
typically writes himself/ herself into the ethnography,entering a processof actively
recomposing the self. Composing ethnography also corresponds to deep-level
learning that enablesthe ethnographerto transfer newly gained knowledge into a
broaderawarenessof musics' placein both other culturesand his/ her own.
Ethnography'ssocial dimensionis equally significant, advocatedalso by John
Blacking who suggeststhat 'the sourceof cultural creativity is the consciousnessthat
springs from social cooperation and loving interaction' (Blacking 1973:115).
Composingethnographyled many studentstowards an awarenessand understanding
of musical structures,peoples' behaviours,and conceptssurroundingthe making of
musics. In the following sections,I will illustrate both generaltrends acrossa larger
student population in the UK and Germany, and the ways in which writing
ethnographyenabledsix studentsculturally to construct very unique and individual,
yet profound, multidimensional knowledge about a music culture. Yet what does
ethnographymeanin the context of university education?
Studentexperiencesof the ethnographicencounter
Ethnomusicologistsoften advocatethat one of the best ways to understand
is
their
through exposure.Most ethnomusicologistsfocus on
and
musics
people
other
ethnographyas a method of researchand style of writing, which involves 'as many
signifiers as possible to represent a single signified' (Bohlman 1992a:132). The
ethnographic text symbolises ethnomusicology'semphasison the study of musics,
field
described
through which ethnomusicologistsdiscipline
as
a
methodological
also
features
field
descriptions
The
typically
report
of the
ethnographic
music.

7 Ethnography is often used interchangeablyto mean both a method of researchand way of writing.
Since this chapter's emphasisis on 'Composing',I will confine my writings to the latter.

225

ChapterIV: ComposingEthnomusicology

researcher'sparticipant-observationsand openinterviews, togetherwith analysesand
interpretationsderived from the ethnographer'sown critical, self-reflexive
stance.
At universities too, students often encounteredthe composing of
such an
original ethnomusicologicalresearchproject, while trying to gain an understandingof
the perspectivesof the peoplestudied,and the meaningsgiven to and placedon music
making and listening. The student-researcher
was the primary tool for data collection,
ideally using methods of musical (and, of course, cultural) participant-observation
and open-endedinterviewing, while becoming musical (and cultural) insiders. The
ethnographicprocesstypically included the collection of text-baseddata including
fieldnotes, transcribedaudio- and video recordings and images. Studentswere also
required to apply an inductive/ groundedand recursive approachto the analysisand
interpretation of collected data.' The open-endednature of writing ethnomusicology
led studentstowards active discovery and exploration deeply anchored within the
ethnographicapproachitself.
Students leamt that at the heart of discovering a music culture during
fieldwork is 'the experiential portion of the ethnographicprocess' (Cooley 1997:4).
Studentsunderstoodthat fieldwork is an active, interpretative, and thus subjective
method that distinguishes ethnomusicology from other disciplines, including
musicology.To many students,composingethnographythus offered hands-onand indepth experienceswith musics and their makers in the otherwise formal university
environment.
In the following sections,I will turn towards more specific discussionsabout
the experiencesof six undergraduateand postgraduatestudents (myself included)
engagedin the composing of ethnography who were chosen for specific reasons.
Among the undergraduatestudentsincluded in this research,the selection aimed at
breadth of experiences,and thus concernedprojects that were conductedin various
locations, including (a) a music culture at home, (b) a remote music culture, and (c) a
virtual music culture, since I expected that this would surely impact on student
8 An inductive/ grounded approach is also often described as a bottom-up analysis, i.e. abstracting
abstract/ theoretical principles from more concrete data. The data collection and analysis in
It
is
typically
a cyclic processduring which the two research
occurs
recursively.
ethnographicresearch
steps impact upon another. Data collection, analysis and interpretation form an ongoing, cyclical
process,whereby conceptualand cognitive processesoften begin with the researcher'sfirst encounters
in the field.
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experiencesin unique ways. At postgraduatelevel, I aimed at illustrating the varied
and unique experiencesof studentsat different stagesin the researchprocess,and
thus included (a) one studentat MPhil level, (b) one studentat PhD level, and (c) one
studentwho had successfullycompletedher Phl).
The discussions will be complemented by students' voices from across
universities in the UK and Germany, and include, for example, Florian who, after
completing a Magisterarbeit at the University of K61n that was 'a literature study
about the colonialist representationsof African cultures', embarked on doctoral
research at the Hochschule fdr Musik und Theater Hannover, during which he
conducted 'fieldwork in Berlin... into specific culture groups... among them also a
group from Ghana.... That's why I'm in Ghananow' (Florian, telephoneinterview, 5
July 2006).' By comparison,Martin, anotherHannoverstudent,has beenconducting
doctoral researchinto African, and specifically Ghanaiancommunitiesin the German
Ruhrgebiet (area around Diisseldorf) after completing a Magisterarbeit about
'intellectual property and copyright in the Cote d'Ivoire [Ivory Coast]' at the
University of K61n (Martin, telephone interview, 8 July 2006)." Other students
included undergraduatesand postgraduatesfrom across universities in the UK,
including Richard, a postgraduateat the University of Sheffield who completed a
PhD thesison British brassbandculture.
Before drawing such cross-institutional comparisons, however, first I will
briefly introduce the researchprojects of the six undergraduateand postgraduate
studentspreviously mentioned.

9 Ich hab meinen Magister in Köln gemacht... und meine Magisterarbeit Ober die kolonialistischen
Räpresentationen von afrikanischen Kulturvölkern geschrieben.... Genau, das war mehr ne
Literaturstudie.... Zum Beispiel... das afrikanischeFestival, dassirn Zoo stattfand..... Dann hab ich in
Hannover meine Doktorarbeit als Teil eines größeren Projektes angefangen.... Dafür hab ich
Feldarbeit in Berlin gemacht... in spezifischenKulturgruppen... unter anderemauch einer Gruppe von
Ghana. Darauf hab ich mich dann mehr spezialisiert und bin auch deshalbjetzt in Ghana. [Florian,
telephoneinterview, 5 July 2006]
' Bei meiner Magisterarbeit ging's um geistiges Eigentum und copyright in der Elfenbeinküste. Da
hab ich im Grunde die Geschichteder Verwertungsgesellschaftin der Elfenbeinküste aufgearbeitet.
[Martin, telephoneinterview, 8 July 20061
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Six ethnographic encounters at undergraduate and postgraduate level

Writing ethnography at undergraduatelevel, while aiming at discovering and
documenting a world of music, usually involved a small-scale fieldwork project 'at
home'. For a short period of time that ranged from four weeks to one semester,or
longer, students were required to select a music culture and conduct
ethnomusicological fieldwork while presenting their findings in from of ethnography.
For example, Laura composed ethnography about the culture of music students in
Bangor's music department. As Laura felt a strong sense of belonging to the music
student community, and regularly socialised with other music students who
essentially became her informants (Figure IV-6), the ethnography particularly
focused on understanding students' experiences (herself included) of being a music
student.

Figure IV-6: Laura (far right) with other music students who
were her informants during the research; photograph taken at
the 'after-concert party' held by the Music Society (photograph
provided by Laura); Bangor, 12 March 2006.

Leeroy, by contrast, selected the topic of Philippine popular music,
particularly OPM (Original Philippino Music), a musical style that connotes
Philippine
by
people express their
means
which
significant nationalistic pride, and a
identity. The composing of ethnography focused strongly on 'getting across that
feeling' about what music means to the people of the Philippines, while describing,
25
Bangor,
impressions
(Leeroy,
first-hand
his
through
own, personal
experience,
May 2006). Charlotte's project differed considerably from the previous two examples
due to its virtual dimension. Focusing on international singer Tom Jones, Charlotte
fan
club, whose members communicated
virtual
a
ethnography
about
composed
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through an online messageboard (Figure IV-7). The ethnography particularly focused
on understandingthe role that Tom Jonesplays to his fans as:
I just wanted to find out why these people come together online to
discuss Tom. Obviously there are a lot of messageboards online... but
what was it that made people want to get together and talk. There has
got to be initial desire to talk about something, so I was trying to look
into why Tom had the effect on these people that they wanted to form
a group to discussTom. [Charlotte, Bangor, 25 May 2006]
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Figure IV-7: Home page of Tom Jones online fan club; Charlotte conducted participantobservation on the site's lively message board for the duration of the research project and still
continues to do so; Bangor, 25 May 2006; http:IAaunch.groups.yahoo.com/group/TomJones/.

At postgraduate level, writing ethnomusicology often required long-term
immersion (usually for one year) into a remote music culture, or relied on longer (and
These
home'.
'at
fieldwork
immersion
conducted
was
even permanent)
when
become
for
directly
to
training
aspiring
students
as postgraduate
activities served
academics in ethnomusicology. Carla, for example, wished to compose ethnography
Initial
UK.
in
in
diasporic
living
the
to
communities
the
role music plays people
about
Sheffield
in
in
involved
the
the
refugees
young
ways
which
research
understanding
area make music meaningful in their lives (Figure IV-8).
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Figure IV-8: Carla (front row, second from right) together
with young refugees and asylum seekers during a MUSIC
PROJECT at the St Matthews (Hall) Carver Street
(photograph provided by Carla); Sheffield, 17th June 2003.
The project was run in collaboration with Connexions and
Darnall Music Factory.

By comparison, my own composing of ethnography has been concerned with
the ways in which university students experience and make sense of their
ethnomusicological encounters. This focus resonated well with my personal
experiences, enabling me frequently to draw on my own experience-basedpositions
as ethnomusicology student and (later) lecturer. Lindsay, by contrast, composed
ethnography about The Folk Viola in England that was concerned with 'making some
historical record' (Lindsay, Sheffield, 24 May 2006) (Figure IV-9). On selecting a
topic for composing ethnography, Lindsay emphasised the necessity of having a
passionateinterest, while commenting that:
You have to have something you want to find out about first... that
You
from
learnt
I
want
the
thing
experience....
my previous
one
was
to have to... know about that thing awfully badly, otherwise you're
2006]
24
May
Sheffield,
finish
it.
[Lindsay,
never gonna
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Figure IV-9: Lindsay playing folk viola; Sheffield, 24
May 2006; (date of photograph unknown; source
http://www. folkviola. conVIinds.htm])

All six students' immersion into their chosen music culture considerably
heightened their appreciation of and tolerance towards its musics and makers. Their
ethnographic encounters helped students towards appreciating the perspectives of the
people studied, yet the extent and depth to which this occurred dependedon students'
strategies of composing ethnography that typically involved a two-step process of
analysis and interpretation, and the factors impacting on this process.These strategies
and shaping factors will be illustrated in the following sections, while making broad
generalisations between undergraduate and postgraduate students. Composing
ethnography - through self-reflexivity - inevitably led students towards a deepened
awareness and recomposing of the self. This will be discussed in the final section,
while illustrating how the locally specific composing of ethnography transformed
students in unique (personal, intellectual, musical or professional) ways.

Strategiesfor

composing ethnography: forming perspectives, or understandings?

The composing of ethnography often involved writing 'about making music in
relation to society' (Jonathan, Manchester, 9 May 2005), which required students to
transform collected 'raw' data into a full-fledged ethnographic portrait. This was
achieved through a two-step processof analysis and interpretation. Both analysis and
interpretation typically involved a series of stages in which a whole phenomenon is
dissected, and then reassembledto make the phenomenon in question meaningful to
self and others.
While analysis and interpretation (thus, composing ethnography) often
I
into
insights
deeper
develop
their
also
chosen
music
culture,
to
enabled students
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discovered a significant difference: undergraduate students usually gained
from
inside),
('seeing'
developed
deeper
the
while
postgraduates
often
perspectives
'knowing').
This
from
kind
(a
the differing degree to
of
resulted
understandings
interpretation:
in
of
analysis
and
processes
undergraduate
which studentsengaged
interpretation
lax
basic,
brought
to
and
attitude
remained
at
a
a
more
often
students
interpretation
level,
applied
more rigorously.
while
postgraduates
analytical
As a result, the first group found composing ethnography far easier and
for
Leeroy,
'I
found
that
than
example,
cominented
writing
postgraduates.
enjoyable
difficulties'
Bangor,
have
(Leeroy,
25
May
I
did
any
and
not
easy,
really
my essay
2006) as undergraduatesoften merely 'scratchedthe surface' (Laura, Bangor,25 May
2006). Postgraduates,by contrast,often commentedthat 'I don't know how to write
Sheffield,
'
(Richard,
8
December
2003).
Lindsay
hard!
It's
quite
ethnography....
it...
it
feels...
in
doing
'when
feelings,
up
actually
you
are
as
such
revealedsimilar
the air and all your ideas turned on their heads', and 'I hadn't a clue of what I was
doing, and I didn't know what I was supposedto be thinking about it' (Lindsay,
Sheffield, 24 May 2006).

Strategiesfor the analysisand intetpretationof data
During data analysis, studentsoften reduced and crunched raw data into a
be
divided
into
four
in-the-field
form,
that
may
stages:
process
a
more manageable
level
level
level
item
of
analysis;
and
structural
of
pattern
analysis;
of
analysis;
"
During
data
1999b).
Schensul
LeCompte
(see
of
processes
and
also
analysis
interpretation, studentsoften aimed at going beyond the results and making them
meaningful.
It must be noted, however, that, whilst the differentiation into theseresearch
in
the
in
stepsof analysis
style,
reality
is
writing
to
clear
a
achieve
order
steps useful
Florian,
or
even
occurred
simultaneously.
interpretation
typically
recursive,
were
and
for example, did not see the researchprocessin the separatistlight, in which these
interpretation
both
he
felt
Instead,
that
in
analysis
and
will be portrayed my writings.
II This categorisationof the analytic processhas beenderived from LeCompte and Schensul's(I 999b)
four-step categorisation,which includes item level, pattern level, structural level, and complex analysis
includes
in-the-field.
data.
In
also
steps
analysis
writings,
levels
my
and sources of
with multiple
it
involve
(quantitative
research)
last
surveys
as
would
analysis
complex
the
of
step
omits
yet
analysis,
and other statistical measures.
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'somehowhappenautomatically... and together' (Florian, telephoneinterview, 5 July
12

2006). The separationthus merely servesthe purposeof organisingmy results.
In-the-field analysis
At the basic level, students both at undergraduateand postgraduatelevel
engagedin the processof data analysis in order to composeethnography.Tlis was
typically recursive,and often beganas soon as studentsenteredthe field in order to
collect data(in-the-field analysis).
Carla, for example, experienced some challenges during data collection,
which shapedher in-the-field analysis.Her initial approachingof refugee centresin
the Sheffield area 'made my life very hard' (Carla, telephone interview, 21 May
2006) as the contact people (voluntary workers) eschewed her building of
(refugees).
While
her
informants
initial field experiences
with
potential
relationships
insights
instant
Carla
in-the-field
through
pivotal
gained
confusing,
analysis
seemed
implications
into
her
into
the
of
conducting
and
ethical
sensitivity
research
chosen
focus
As
the
of composing ethnography shifted towards
a
result,
culture.
music
'professionalimmigrant musicians'. Yet during her discovering of the importanceof
living
in
DJs)
local
(featuring
to
the diaspora,Carla realised
people
a radio station
that in popular culture, 'it doesn't matter if it's amateur or professional... because
for
lot
important
is
too
a
of people' (Carla, telephoneinterview,
very
music
amateur
21 May 2006). This experienceshifted the composingof ethnographyin such a way
that this issuehasinsteadbecomethe central themeof one whole chapter.
In-the-field analysis thus often occurred when making inscriptions (mental
during
fieldnotes
in
form
'Ibis
the
composing
evident
of
equally
written
was
notes).
(records
(scratch
description
transcription
and
of speech)of raw data,often
notes)
of
data
form
by
organisation and management.Leeroy, for
of
some
accompanied
hours...
24
he
think
'would
the
and
after
about
within
aspects'
notes
make
example,
inscribed his observationsand informal conversationswith performers in a Videoke
bar in the Philippines (Leeroy, Bangor, 25 May 2006). Other studentssimilarly felt
in
'aids
fieldnotes
creating questions that I haven't asked already'
that making
(Richard, Sheffield, 8 December2003).

12Ich sehe die Analyse und Interpretation nicht als getrennt.... In meiner Erfahrung laufen beide
interview,
5
July
20061
[Florian,
irgendwie
telephone
ab.
automatisch
gleich, und

233

ChapterIV: ComposingEthnomusicology

In Charlotte's example of composing ethnography, in-the-field analysis
occurredduring the reading of online messageson-screen,while 'spendingso much
time with them', so that, as a result, Charlotte 'had a good idea.... They prompted
what I endedup writing about' (Charlotte, Bangor, 25 May 2006). This necessitated
immersion
in
full
the music culture, also exemplified as follows:
students'
It was a caseof you've got to do it first-hand and you've got to come
to your own conclusions,basedon what you do. And it really... you
had to spendthe time going through.It's like the messageswere books
and you had to go through them in order to get the information
needed.[Charlotte,Bangor, 25 May 2006]
Item level of analysis
Data analysis also occurred outside the field both during and after data
inductive,
bottom-up
Here,
typically
applied
an
students
approach,starting
collection.
They
item-level
the
of
analysis.
often employed a written 'coding' processthat
at
involved reading and organisingthe data into categories(items), while deriving short,
descriptive names to represent a group of similar items, ideas or phenomena
identified in the data.Leeroy, for example,who surveyedthe different kinds of OPM,
including
data
his
to
categories,
radio, TV, karaoke/
collection
according
coded
bands.
Providing
from
CDs,
an
example
and
my own research,by
malls,
videoke,
comparison,I grouped students' expressionslike 'strange', 'unfamiliar' and 'weird'
(used to describe their perceptions of world musics) into the item entitled
'difference', which, in pragmatic terms, was written next to the interview passage
data
Other
(using
highlighted
throughout
vast
collection.
colour)
my
and consistently
'familiarity',
included
'taste'
items
and
which were similarly colour-codedand
such
written in the right-handmargin.
Pattemlevel of analysis
Subsequentto the item level of analysis, studentsfurther theorised the data
items into more abstractcategories,while identifying the relationships among them
(the deriving of themes).While ethnographershave suggestedthat how such themes
Schensul
1999b:
45,46),
(LeCompte
is
and
students often
unclear
often
emerge
intuitive
involved
higher-order
into
items
which,
patterns,
again,
organisedrelated
for
Leeroy's
Returning
to
composing
of
ethnography,
thinking.
and systematic
'CDs'
'TV'
'radio',
term
items
the
were
under
umbrella
of
grouped
and
the
example,
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'mass media', while Taraoke/ videoke', 'malls' and 'bands' formed a group entitled
'live performances'.Charlotte,by comparison,derived patternsdirectly from in-thefield-analysis,which included, for instance,the happy family atmosphere;the use of
fun and humour; the fans' identity; the role of the messageboard; and the role of the
media.Thesepatternsessentiallyformed the structureof their ethnographies.
At postgraduatelevel, the often vasterdata collection led me, for example,to
apply a similarly paper-basedapproachfor the deriving of themesand patternsin my
data. Readingthrough my stacksof fieldnotes and interview transcriptions,I linked
and groupedtogetherthe items 'difference, 'taste' and 'familiarity' (identified at the
item level of analysis) into higher-order patterns that explained more abstract
concepts, such as 'identity' and 'authenticity'. These formed the headings of the
chapter's subsections during the subsequentcomposing stage. By comparison,
Lindsay's analysis and deriving of patterns was heavily shapedby the use of preexisting, semi-structuredresearchquestions.Other studentsseemedto derive patterns
in the data from the frequency with which items occurred.More generally, students
often engagedin a tedious processof reading, comparing and contrastingtheir piles
dissimilar,
data
to
clump
similar,
or
so
as
or correlateditems together.
of collected
Structurallevel of analysis
The previous steps in the analytical process often involved some form of
composing ethnography.Yet at the structural level of analysis, the composing of
ethnography became more organised, more structured. Here, students typically
finding
in
linking
together
consistentrelationshipsamongpatternsso as to
or
engaged
into
higher-orderstructures,and to abstractfurther conceptualisations.
them
assemble
Reflecting on my own experienceof composingethnography,I initially engagedin a
processof organisingmy writings:
The beginning of the writing or composing of ethnography was
basically very descriptive, somehow picturesque, and also quite
felt
like
I
My
all-over-the-place.
somehow tried to
writing
confused.
identify some themes or some connectionsin my interview data in
basically,
it
down,
to
which,
was an organisingand putting
write
order
things together.[self-interview, Liverpool, I July 2006]"
" The writing style of this self-reflexive accountis a deliberateand consciousdecision of the author in
from
I
I
thus
and
conversational
reflection.
a more
to
of
personal
refrained
a
sense
convey
which wish
descriptive and analytical style of writing.
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Yet how exactly did studentsapproachthe organised,structuredcomposingof
ethnography?During my research,I encounterednumerousstrategies,one of which
involved the focusing on specific researchquestionsthat enabledstudentsto draw the
focus back to the most important issues.The structure of Laura's ethnography,for
instance,emergeddirectly from her strongfocus on specific researchquestions:
The points I focused on in my ethnographycame from my research
questions.So I askedwhat was people's initial influence on becoming
a music student.... and the next step was to ask about other
influences.... And so I was just concentrating on these research
questions,and also saying what I went through, and thenjust backing
it up by saying how other peopleagreedto it. [Laura, Bangor, 25 May
20061
Similarly,

Lindsay's composing of

ethnography was modelled by

predetermined serni-structuredresearch questions that were derived from 'own
experiencebefore I started, becausethey were things I wanted to find out about'
(Lindsay, Sheffield, 24 May 2006). Here, Lindsay worked directly at the computer,
interview
into
involved
the thesis, while
the
and
of
excerpts
cutting
pasting
which
trying to organisethemesinto somekind of overall structure:
So a lot of the processof the writing involved cut and paste.... It was a
question of pulling out the themes from all the interview material.
How did you do that? By readingit, and putting them togetherin a file
in a sort-of completelyjumbled-up, random order, and then trying to
But
then again, you've got to
the
the
computer.
sense...
on
most
make
arrange them in a way that it makes logical senseto a reader, you
know, and develop some sort of argument.It's quite hard. [Lindsay,
Sheffield, 24 May 2006]
Studentsalso often applied the strategyof standardnarrative form (as in story
telling) by structuring the ethnographychronologically from the earliest eventsto the
Some
the
student's
own
research
experiences.
reflecting
somewhat
most recent,
fourty....
I
have
build
'I
tried
to
that
at
page
a
already
am
students suggested
Firstly,
I
Africa
beginning....
to
the
what
means
write
me...
at
starting
structure...
then I introduce the network, how I got to know the people... the first contacts....
Then comesmy first... conceptualpart in which I illustrate the history of immigration
in Germanyduring the last 120years.... The rest dependson what I'll fi nd out.... But
interview,
8
July
(Martin,
be
telephone
it
chronological'
roughly speaking, will
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2006)." Here, Martin also drew on his own experienceswith immigrants and (socalled) foreigners,and comparedand contrastedhis own understandingwith that of
his participants.
Leeroy similarly composedethnographyin a chronologicalorder, in which he
simply divided 'all the key subjectsinto a... logical structure':
I sort of implemented,linked it all together... as if I had done it on a
daily basis...even though I did it over a spaceof four weeks.The end
result made it look... as if it is like a diary-type of project, which is
what... a fieldwork project should sort of resemble.... I sort of tried to
recreate something like the guy [David Fanshawe] in the video.
[Leeroy, Bangor, 25 May 2006]15
Lindsay, by comparison,composedher ethnographyfrom:
the audience'spoint of view to make it coherent,so basically looking
at turning part of your researchinto something that's a story, you
know, with a beginning, a middle and an end. You've got to make
some reason why the person listening wants to get to the end. You
obviously try to give information... and your spin on that infon-nation,
but in a way that people are going to rememberand understand,and
24
Sheffield,
May 2006]
[Lindsey,
listening
to.
enjoy
Students also often used a strategy that involved the description of social
into
behaviours
interesting
insights
people's
and concepts.
revealed
events, which
Again, using Leeroy's example, his ethnographyresembleda descriptive survey of
the various ways in which music is distributed and consumedin the Philippines. His
descriptionsof one social event, namely the social consumptionof television music,
formed one sub-sectionin his ethnography:
When I go there [to the Philippines], I stay with these people's
families and always experienceit for myself.... I have seenwhat it's
like, you know, people sitting around the TV, watching these
14 Ich bin jetzt bei Seite vierzig immerhin.... Im Grunde... hab ich versucht, ne Gliederung
ich
für
bau
ich
Erstmal
ist...
dann
Afrika
schreib
was
mich
vorne
angefangen....
und
aufzustellen...
langsammein Netzwerk auf, wie ich zu den Leuten gekommenbin... die erstenBegegnungen....Dann
kommt mein erster mehr oder weniger wissenschaftlicherTeil, wo ich die Immigrationsgeschichtenin
Deutschland während der letzten 120 Jahre darstelle... und das misch ich eben... mit meiner eigenen
Kindheit... und meinen eigenen Ausländererfahrungen....Danach... hängt das von den Einzelheiten
das schonchronologisch. [Martin, telephoneinterview,
Geschichte
in
der
wird
Allerdings
groben
ab....
8 July 20061
15During this undergraduatemodule, students viewed David Fanshawe'sdocumentary The Musical
Mariner, depicting Fanshawein PapuaNew Guinea 'fishing' (collecting and documenting) soundsand
Leeroy's
impacted
on
understandingof the purposeand methodsof
that
seemingly
an
approach
music,
fieldwork.
ethnomusicological
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programmes... and music performances... with famous artists on
there. So one part of my essay described that. [Leeroy, Bangor, 25
May 20061

Charlotte too used descriptionsof social events,for instancethe organisation
of fans' attendanceat a Tom Jonesconcert in the UK. Here, Charlotte composedan
ethnographic section in which she conveyed the light-hearted and humorous
atmosphereso typical for this music culture. The narrative focusedon the following
event:
One of the ladies that I was speaking to, she comes from America,
when the... concert happened,a group of them came over to come to
the... concert, and from the airport they had a coach... to the concert
and back to the airport.... We sharedour experienceson the board....
This woman got lost in the woodland area of the park... and was
walking pretty slowly, and the coach driver wanted to leave without
her becausehe couldn't wait any longer, but she couldn't walk any
faster becauseshe needed a walking cane, and the driver couldn't
understand.... Then the others were saying, you know, laughing at
'you had too much champagneand hoped that Tom would find you in
the forest. [Charlotte,Bangor,25 May 20061
Some studentsalso borrowed narrative form, such as insider stories from the
in
order to reflect people's cultural norms and practices.This strategy
studied
people
has been particularly useful for conveying emic perspectives and meanings.
Charlotte, for example, included some examples of fans' narratives, which were
helped
These
board.
the
yet again to convey the humorous
message
on
posted
During
Charlotte
in
her
of
ethnography.
our
conversation,
composing
atmosphere
describedthe narrativeas follows:
They discussedone particular article... published about how Tom
admittedthat he dyed his beard.Now, everyoneknew that he dyed his
beard becauseit's purple by now. But basically, they wrote that the
article said that if Tom didn't dye his beard, it would be a grey and
him
Santa,
So,
beard.
to
they
and one of the women...
compared
white
wrote to everyone 'He can come down my chimney this Christmasl'
[Charlotte,Bangor,25 May 20061
Another strategy frequently deployed for the composing of cthnography
involved the creating of descriptive summaries of organisational structures,
(including
interviews
quotations), which, when placed together,
and
observations
formed considerable chunks in students' ethnographies. Laura, for example,
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composedher ethnographyusing descriptive summariesof observations,since 'it
neededto be... descriptive;it was kind of like a story because,you know, it is a story
of your research...the time you've spentlooking at people.... It was a bit more like a
narrative story, rather than sort of another type of essaywhere you'd be analysing
someone'smusic. It isn't factual.... It was more, "Oh, I also found out this... (Laura,
Bangor,25 May 2005). Similarly in my own ethnography,I have frequently drawn on
descriptive summaries. Chapter I (Disciplining Ethnomusicology), for example,
features a description of the whole music culture in terms of its function and
structuralorganisation.
Students, particularly at postgraduate level, also frequently derived a
theoretical framework, while abstracting conceptualisations and building local
theories. Reflecting on my own strategiesof composing ethnography,I derived an
framework
(the
thesisstructureas a whole) that encompasses
theoretical
overarching
the varied ways in which ethnomusicology is transmitted and experienced at
universities.The chapters' sectionsand subsectionsreflect the patternsand items that
have been derived from the data. 'ne structural level of analysis helped to integrate
initiate
the
to
the construction and
of
study
the
and
parts
components
various
all of
organisationof resultsinto a whole ethnographicportrait.
In many instances,studentsalso utilised the creation of a visual framework in
order to representsuch a theoretical framework. Lindsay, for instance, tackled the
composing of ethnography with the aid of mind-maps. Beginning with the
constructingof chapters,thesewere representedon:
large sheetsof paper covered in spider-diagramswith lots
many,
...
and lots of connections.You couldn't make any... logical senseof the
data;there were aboutfive different ways of ordering the data, noneof
better
than the other.... I pulled it out in
was
particularly
which
themes.[Lindsay, Sheffield, 24 May 2006]
One resultant chapter discussed the transmission of folk viola, which
transmission
and classical transmission,which
two
on
self-taught
sections
contained
items
in
data.
More
the
the
further
and
patterns
representing
subdivided,
were
during
to
composing
ethnography
enabled
students
the
analysis
of
process
generally,
formulate coded data, and to assemble these into coherent, descriptive stories.
Reflecting on the processitself, most studentsfelt that 'it naturally made sense....
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Once I startedwriting... it fell into place really well' (Laura, Bangor,25 May 2006),
and that it was 'such a good fun, yeah, that was the best bit. It really was!' (Lindsay,
Sheffield, 24 May 2006). Yet how did studentsapproachthe interpretation of their
(now organised)stories?
The inte!pretation of data
The composingof ethnographynecessitatedsubsequentinterpretationin order
to make the stories meaningful to self and others. This meant going beyond the
broader
highlighting
into
the significanceof
them
context
and
a
placing
while
results,
the findings. Data interpretation differed significantly to the analytical stage of
deeper-level
it
students'
necessitated
understandingof the
as
composingethnography
biased
Here,
through
their
explained-often
subjective,
students
culture.
music
be
drawn,
conclusions
the
what
might
what
mean,
may
results
stance-what
high
levels
Such
be
reasoning
conceptual
necessitated
of
gained.
may
understandings
original and creativethinking.
The step of data interpretation was particularly pivotal to students at
Lindsay,
Carla
Drawing
level.
the
and myself,
experiences
of
on
mostly
postgraduate
I encounteredsome strategies used for interpreting the data. In my example, I
in
from
times
to
the
a
order
move
away
numerous
process
typically repeated analytic
descriptive and towards a more interpretative writing style. During this process,I
final
drafts
in
I
(what
thought
were)
chapter
order truly to
constantly recomposed
importance
to
that
patterns
otherwise may seem
and
meanings
attribute
and
unpack,
by)
for
their
(and
taken
and
ethnomusicologists
granted
to
are
perhaps
obvious
highlight
broader
helped
interpretations
to
Here,
the
significanceof the
my
students.
in
for
future
its
implications
the
transmission
of
practice
and
results,
describes
in
I
following
The
the
ways
which
approached
statement
ethnomusicology.
the interpretationof data:
The more I have edited thesethings, coded them again, and thought
itself
has
helped
this
me to get clear
them
composing
again,
about
thoughts,to develop a clarity of thought.This helped in making sense
data
[self-intcrvicw,
interpret
data,
the
to
means.
what
the
and
of
Liverpool, I July 2006]
Each readingof my composedethnographyhelped me to 'see' new meanings.
The
interpretations.
generated
new
Each reading of my composed ethnography
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constant recomposingof results obviously shifted the theoretical framework with
which I organisedand explained the results. Such interpretationsof data often begin
intuitively. Carla, for example, abstractedthe issue of 'fragmentation' in order to
interpret the meaningsof her findings that involved people's hybrid, sociocultural
identities in urban spaces.Carla explainedher thinking processas follows:
I was having these questions and thinking of these words, which
perhapshaven't been called that so far. And I thought this is what I
was talking about, this is what this information can help me with....
For example,fragmentation;that was somethingthat really struck me,
how I... felt completely fragmented;even our musical side of life is
just a fragmentation.... It's a huge problem, everything is
fragmented....This is just somethingthat came up, for example from
meeting these particular people and the way they use their music...
and the way I could find them in... a city as well, and thought,
everything is really fragmented.[Carla, telephoneinterview, 21 May
20061
Laura, by comparison,used an interesting strategyfor interpreting her results
that involved the presentingof contrastingemic and etic perspectives.She explained
that 'I have friends who aren't musicians... and got their perspective of music
different
This
Laura
to
the
to
they
as
norm.
enabled
often
perceived
who
students'
'understandwhat we are like... and look through their eyes' (Laura, Bangor, 25 May
2006). Laura then contrastedthis etic perspectiveto music students'emic perceptions
(herself included) of themselves.This led her towards interpretations about music
identity
the
of
a
strong
sense
existence
of
and
and community
otherness,
students'
amongthem.
Another way of interpreting the data during composingethnographyinvolved
the considering of the audience.The readersof students' ethnography(supervisors,
examiners)were often ethnomusicologistswho themselvesapproachthe making of
for
Considering
for
this
in
readership
my
ethnography,
ways.
meaning particular
interpreting,
I
style
of
analysing
ethnomusicological
and
a
similarly
example, applied
Lindsay
Carla,
Both
too, analysed and
and
thus composing my ethnography.
interpretedthe data with referenceto the ethnomusicologicalaudience.71iis typically
involved an anthropologicaltake on ethnographyas a method of researchand way of
writing.
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More generally, the step of interpreting data revealed to be far more
challenging than analysis as it involved 'taking leaps beyond the data, or beyond
what the crunchedresults actually portray, or trying to set the results in a broader
context' (LeCompte and Schensul 1999b:213). Indeed, most students found it
discomforting to depart from the results, and to draw their own assumptionsand
conclusions.They continuously highlighted that the writing process'was just such a
struggle... getting in a flow of writing.... It just never ever happened' (Lindsay,
Sheffield, 24 May 2006). Personally,while I felt gradually more confident as a writer,
Lindsay, by contrast,felt that 'I don't think it did becomeeasier! No, it didn'd That
wasjust light relief to get to the end!' (Lindsay, Sheffield, 24 May 2006). Shefurther
describedthe inner hurdlesto overcomeas follows:
feeling that you're sitting there and you've got a
that
of
sort
...
mountain of words to put together,and everything you're writing is
complete rubbish, and it has no style, no flair, and it's all repetitive
and boring, and you can't say what you think, and then you try to say
it and it doesn't fit together,and then you read your chapter,and you
haven't said what you said you were going to say at the beginning,and
all that stuff... Horrible process![Lindsay, Sheffield, 24 May 2006]
Carla agreed that the stage of data interpretation is 'very, very hard' as it
necessitatedhigher levels of original and creative thinking, and sufficient time and
patience:
But actually when it comesto writing, you need to have sparetime in
your hand. You need a whole moming where you might not write
anything. But you are already thinking about it... and eventually you
are fit by the aftemoon.So it's very hard... you needa lot of time. But
it doesn't mean you're going to producea lot. You just need to have
this frame of mind, this spacefor it. And then also, it's slow; it's very
slow. You question yourself, every time I question myself many
times.... You write and think this is great and I'm working to hundred
percent. But then eventually that stops... and you think, o my god,
it's
it's
Because
slow,
really slow. Three or four years,it's
what now?
a hell of a long time for me to finish a task.... It's very difficult for me
[Carla,
interview,
have
telephone
to
always
nearby.
result
an
end
not
21 May 2006]
At undergraduatelevel, by contrast,studentsrarely engagedin the processof
data interpretation. As a result, students often revealed a heightened sense of
fundamental
during
the
which
marked
a
ethnography,
composing of
enjoyment
difference in the experiencesof studentsat postgraduateand undergraduatelevel.
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While postgraduatesoften struggledto come to terms with the challengingprocessof
data interpretation,undergraduatesoften remainedat a basic, descriptive level, thus
found the composingof ethnographyto be enjoyable,exciting and interesting.
Difference, Ownership,Enioyment
At undergraduatelevel, studentsoften enjoyed the fact that they were given
'the chance to do fairly independentstudy' in the otherwise prescriptive musical
environment.Composingethnographythus 'provided somelight relief', and 'made a
in
Western
from
subjects
classical music'. Other students
normal
essay
change
nice
particularly valued the experientialportion of the ethnographicprocess,commenting,
for example that I really enjoyed the practical and social aspect of conducting
fieldwork', and 'conducting the fieldwork was immensely enjoyable and a very
discussion,
Manchester,
9 May 2005). Here, students
(group
too'
valuableexperience
lot
different
is
in
'this
than
the library at a pile of
that
sitting
a
research
realised
books' (Charlotte,Bangor, 25 May 2006). This senseof differenceled many students
towardsheightenedfeelings of enjoymentduring composingethnography.
At the same time, students often found enjoyable that their learning was
from
they
their
that
understanding
own flrst-hand experiences.
gained
active, and
This seemed more 'real and concrete' (Charlotte, Bangor, 25 May 2006), and
developedin studentsa senseof musical ownership. Leaming that seemedreal and
relevant to students'own lives thus appearedto be more enjoyable. One Manchester
became
'the
that
very close to me, which made it more
subject
student explained
interesting' (in-class discussion, Manchester, 9 May 2005). Leeroy similarly
explained that 'it's a lot easier for me to talk about something like OPM music
becausefirstly, I'm interestedin it, and secondly, it's a kind of music that makes
(Leeroy,
Bangor,
25
May
2006).
Laura
know,
too
to
music'
popular
you
me,
sense
found particularly enjoyableto make her own choices,and to take own responsibility
for the composingof ethnography:
I think it was the fact that it was completely what you were doing.... I
think it was the fact that... you were doing it all yourself. It was your
I
liked
fact
it
findings....
It
the
that
was all
really
work. was your
finding
I
it's
I
doing,
I
think
was
out....
a sense
what
about what was
I
did
in
that research,nothat
the
can
go...
you
end
of achievement
it,
I
liked
I
Yeah,
it
for
did
that's
think
what
most
about
me.
one else
the fact that it was my own work.... That's what I liked about it, it's
the freedom,and that it wasmy work. [Uura, Bangor,25 May 2006]
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Factors impacting on the composing of ethnography

While the previous sectionhighlighted the various strategiesusedby students
for composing ethnography,there also existed numerous factors that impacted on
these strategies. These typically included (a) the reading of ethnomusicological
discourse;(b) the consideringof ethical issues;(c) the feedbackfrom supervisors;and
(d) the formal processof examination. Each factor will be further discussedin the
following sections.

Ethnomusicologicaldiscourse
Students' composing of ethnography was frequently shaped by their
literature.
Students
often commented, for
ethnomusicological
with
engagement
'the
I
that
way
carried out the research...was probably very much modelled
example,
by the books I read... like Shadowsin the Field [(Barz and Cooley ed. 1997)]' (Carla,
telephoneinterview, 21 May 2006). Thus in-the-field analysisduring data collection
literature
by
by
indirectly
the
encountered
students.
ethnomusicological
shaped
was
Laura, for instance, 'found Titon's chapteron fieldwork [(Titon ed. 2002:447-474)]
1992:
23-49])
[(Myers
introduction
Myer's
ed.
quite useful' (Laura, Bangor, 25
and
May 2006) as it enabled her to understandthat data collection and analysis are
inextricably linked.
In someinstances,I also found that reading ethnomusicologyhelped students
to develop and shape ideas for explaining their results during the composing of
'the
literature
has
influenced
ideas...
Some
that
quite
commented
my
ethnography.
"
(Florian,
interview,
5
July
2006),
telephone
theories'
poststructuralist
specifically
in
discourse
'moved
the
which
ethnomusicological
ways
on
reflected
others
while
feminism
into
I'm
boundaries
disciplinary
things....
gender,
and
other
across
...
finding so much to help me... to making shape of my dissertation' (Jennifer,
Newcastle, 16 March 2004). Reflecting on my own experience,for example, some
texts, such as those found in Clayton et A

(2003), were particularly

useful in

helped
identity
that
thus
ideas
explaining,
and
and
authenticity
about
generating
literature
helped
felt
Carla
that
the
shaping and
similarly
composing my own results.
'6 Ja also, Literatur im allgemeinenhat Ideen herausgebracht,
und mein Denkenbeeinflusst....
interview,
5
July
2006]
[Florian,
Theorien.
telephone
Insbesondere
poststrukturelle
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focusing the ethnographic process,particularly upon encountering specific issues,
themesand lines of thinking relevantfor her composingof ethnography.
Reading ethnomusicology also helped some students to compose their
ethnography in a particular writing style with one postgraduatecommenting that
'literature is quite important to develop my own writing style. For me, that is
probably most important, and the flow of the writing' (Florian, telephoneinterview, 5
July 2006)." Martin similarly commentedthat 'reading, to be totally honest, only
influences me when I think about writing... and how to do that well' (Martin,
telephoneinterview, 8 July 2006)." EthnomusicologistRUdigerSchumacheragreed,
and advocated that active engagementin the reading of texts helps students to
developwriting skills that are appropriateand attractivefor the discipline:
Reading is necessary.... Even when later the majority of students
work in journalism, then it is especially necessary.One can basically
just, write in an appropriatestyle, an attractivestyle, when one hasread
a lot, that means when one has absorbedthe language,and knows
varied and rich ways of expression,and that is only possible through
reading.[RUdigerSchumacher,K61n,22 July 2004]"
Studentsoften agreed,and suggestedthat 'the more you read the better you
write... at the end' (Amaryllis, Goldsmiths, 12 February 2004), and 'the readings
have helped very much... to write up my research' (Richard, Sheffield, 8 December
2003). Yet not all writing styles appearedrevealing. For example, one style of
ethnomusicologicalwriting was often perceivedas 'very difficult' (Yue, Sheffield, 15
November 2003) and challenging becauseit seemed'more self-analytical and selfthoughtful, and self-consciousand self-destructed...[which] is not quite as opento an
innocent reader' (JonathanStock, Sheffield, 6 October 2003). By contrast,the more
descriptive writing style often encountered in ethnomusicological monographs
appearedmore understandable,for example:

17Also Literatur ist schon wichtig für mich, einen eigenenSchreibstil zu entwickeln. Das ist fur mich
[Florian,
interview,
der
Lesefluß.
5 July 2006)
telephone
und
am
wichtigsten,
wahrscheinlich
18Das Lesen, um ganz ehrlich zu sein, beeinflußt mich nur, wenn ich mir Gedanken mache über's
Schreiben... und wie man sowasgut macht. [Martin, telephoneinterview, 8 July 20061
19Lesen ist notwendig..., selbst wenn nachhern'Großteil der Studententätig sind im journalistischen
Bereich, geradedann ist es wichtig. Man kann im Grunde genommennur in einem vernünftigen Stil
schreiben, attraktiv schreiben, wenn man auch viel gelesen hat, d.h. wenn man Sprache in sich
aufgenommenhat, und vielfältige und reiche Ausdrucksmöglichkeiten kennt, und das geht nur durch
das Lesen. [Rüdiger Schumacher,Köln, 22 July 2004]
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I quite enjoyed... reading about folk dance and the Hardanger...
which wasn't factual.... It was more a story about the journey to a
concert, and I thought that's really bizarre... but really interesting...
as opposedto datesand facts. [Alex, Durham,27 October2003]
My researchhas shown that most studentsimitated the latter descriptivestyle
for composing their ethnographyas they were able to 'understandwhat the author
means,so they learn from his example' (JonathanStock, Sheffield, 13 October2003).
Florian, for example,preferredthe writing style of JohannesFabian (2002) in his Im
Tropenfleber.,Wissenschaftund Wahn in der Erforschung Zentralafrikas, and hoped
to adopt a similarly 'interpretative and hermeneuticstyle' in the composing of his
Doktorarbeit.' Lindsay, by comparison, imitated the 'approachableand creative
writing style' by Paul Berliner (1994). She particularly liked his 'biased approach',
thus the ways in which 'he dispersedtext with his own thoughts' (Lindsay, Sheffield,
24 May 2006).
Other students felt that reading ethnomusicology helped them better to
understandtheir own research scope and methods within the ethnomusicological
'it's
like
One
that
coming out of a tunnel, gradually
commented
student
paradigm.
more and more light, and at the end, you come out, and it's just like.... wow! '
(Richard, Sheffield, 8 December2003). To Charlotte,more specifically, the literature
helped to locate herself within ethnomusicology,particularly since her ethnography
had a virtual dimension. Reading an article by Bruno Nettl (1980), Charlotte
understoodthat ethnomusicologyalso encompassesmusic cultures 'at home', and
that:
it meansdifferent things to different people. It could meangoing... to
a village in Africa, or it could mean... a culture in your own town that
is a little bit foreign to you.... It's not just about going to Africa, going
to a village and staying there for a year.... Culture is anywherein the
for
because
it
influential
That
me
summedup the actual
was
world....
feeling that I had beengetting when I did my own research....I could
understandwherehe was coming from.... I could understandhis point
of view. [Charlotte,Bangor,25 May 2006]

» Ich find JohannesFabian ganz gut... und zwar sein Buch Im Tropenfieber. Wissenschaftund Wahn
in der Erforschung Zentralafrikas. Das gibt es auch auf English und heißt Out of OurMinds: Reason
Ich
Africa...
in
Central
Exploration
in
Madness
versuche
auch
so
schreiben...
the
zu
einern
of
and
interpretativen,hermeneutischenStil schreibt. [Florian, telephoneinterview, 5 July 20061
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Carla, by comparison,similarly felt that readingethnomusicologicaldiscourse
somewhat helped her finding a researcheridentity as 'it sets your mind'. More
specifically,
By reading books... you identify yourself,... you define yourself by
agreeingor disagreeingwith them. You sort of find what you really
think, what you agreewith, what you are doing.... In every book, you
search for what you are doing, what you think. [Carla, telephone
interview, 21 May 2006]

Ethical considerations
The composing of ethnography was also often shaped by ethical
in
issue
a
particularly
researchthat involves human beings.
pertinent
considerations,
Students'ethical concernsoften emergedfrom their desireto protect their participants
financially,
in
harm
terms of their reputation
emotionally,
or
physically,
any
against
To Florian, for example, 'ethics are
the
through
composing
of
ethnography.
caused
more a questionof generalstandpoint... and attitude towardspeople.... I treat people
in the field just like I would treat people normally... most of all open and honest'
(Florian, telephoneinterview, 5 July 2006)."
Whilst most studentsrevealedsucha generalconcernwith sensitivity, respect
and integrity to the people studied,I also encounteredmore specific strategies.These
included, for example, gaining consent, permission and approval about students'
(if
that
the
people
understand
risks
any) that may arise
and
researcher,
presenceas
from the research.Such initial pennission-seekingalso often included the option for
in
the study, or to refuse the presenceof the
their
to
own
participation
refuse
people
for
initially
Charlotte,
in
the
example,
posted a consent
culture.
music
researcher
letter to the messageboard (Figure IV-10), upon which she receivedoverwhelmingly
positive replies:
I got massive responsessaying things like 'yeah, yeah. We don't
lab-rats
forT
So
do
long
How
they welcomed this;
us
you
need
mind.
it wasn't a problem. [Charlotte,Bangor,25 May 2006]

21Ethik ist für mich mehr ne Fragevon allgemeinerEinstellung gegenüberden Leuten... ne Sachevon
Attitüde.... Also ich behandeldie in der Feldforschunggenausowie ich mit denennormalerweiseauch
interview,
5
July
2006)
[Florian,
hauptsächlich
telephone
offen
und
ehrlich.
umgehenwürde...
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Theseresponsesinstantly shapedthe composingof Charlotte's ethnography
as this experienceformed the basisfor the essay'sintroduction in order to convey the
humorousatmosphereof this music culture.
Tomlones: Message:University StudentPropsalFor ResearchProjecton FANS ofTomf

PageI of I

co -ký
ý. Iwpy-365days-a-yewgyahw
$1W"-. 3mXW.
k'O%.
ott. Thu Mar 23.2008 1126 Pin
Uýmfty Studnt Propaid For R-"smh Project on FANS of T=1
5-d em"
&&jý
Hello! My name is Charlotte, I'm 18 and come from Pontypridd. like Toml I am Currently studying Music at Bangor University.
lhavebeenafanofTornJoneaforn
in Kave
3ý: rs, but I have only recently found out about (and joined) your Tom Jones'fan club. (I
ining one because: I
always had someone around who was also interested in his music and his lite. ) I am really
never considered' Pag
fascinated by the
that you are true and devoted fang ofTom! I can truly share with you what a great man and performer he isl

it is because
of this fascinationthat I havedecidedto conducta little researchpr?ject andwritea shortessayon TomJones'fknclubas
In a fangroup- readingmessages,
engagingin discussions
andasking
partof mymusicdertes.Thisbivalvesmyownobservations
0 csasexperiences
at concertsandpeople'sfavouritesongs.
questionsaboutsuc top
I wantto askyourassistance,
andmyownasa
asa group,to allowmeallowmeto write a short2ooowordessayon yourexperiences
but neverbejud" or
andobserysations
myexperience
memberof youronlinegroup.Theessaywill discussyour messages,
critisizing
I wish =
t0 yo ýD(e
(if
p

the d
tutor

ss
e

I ama fan ofTom. Evenwithoutoutyourpermission,I still
I respectthefactthatyoumaythink I aman outsiderbut I joinedbecause
of thatandI reallyhopeyoudo not objecLI will answeranyquestionsandtakeinto account
wantto bea memberandjoin in because
youmayhave.my mainpriority at all timeswouldbeto respectyourconfidentialityandanonymity,andagainressiffm
anyconcerns
byanyoneon mycourse,not bepublishedor put online.
youthat this projectwill not harmanyone,will not bediscussed
Ifyou haveanyfurtherquestionsor wishto raiseyourconcerns,
pleasecontactmeat mutizsgýbarigor.
acuk at anytimal
I wouldbetruly greatfulfor yoursupportwith myresearchl
With bestwishes,
Charlotte

http;/Aý]Lgmps.

yahoo.com/gýp, 'romJonWntewmcV25379

23/0S/2006

Figure IV-10: Charlotte's letter asking the messageboard members for consent and permission to
undertakeresearch,while informing them about scopeand methods,what she planned to do with the
results. She also reassuredmembersof their rights to confidentiality and anonymity; Bangor, 23 May
2006.

Students' ethical considerationsalso often involved respectingthe rights to
Reflecting
the
of
studied.
or
anonymity
people
on my own
confidentiality
privacy,
found
in
for
I
UK,
that
the
the
university
at
one
example,
experience,
feelings
his
interviewing
negative
about
explicit
my
of
made
ethnomusicologist
idea
including
in
discarded
instantly
I
the
this
of
thus
example
my
students.
from
informant
her
Lindsay
similarly
excluded
one
ethnography.
composing of
for
her
in
to
confidentiality and anonymity.
wishes
order
respect
ethnography
Respectingpeople's rights also shapedthe composing of ethnographywhen
became
bluffed,
to
which,
some students,
relationships
and
personal
professional
becameproblematic in the light of ethics.As a result, Florian, for example,discarded
he
informants
into
the
idea
of
with
whom
experiences
the
of continuing research
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developedcloser friendships.Somestudents,suchas Carla, tried to maintain a rather
'professional' relationship with her infonnants in order to protect their privacy, and
further explained that:

I did spent a lot of time with these people, but I didn't have any
intentions; I had a purpose.And I did like meeting them, I don't mean,
of course, my relation, my feelings towards them got deeper,but it
was supposedto be my work. So it all becamevery difficult, I think. It
is a matter of boundary, isn't it? You can't avoid people liking you,
and you liking people. But that's not why you went there in the first
place. [Carla, telephoneinterview, 21 May 2006]
People'sright to privacy, confidentiality and anonymity also impactedon the
ways in which participants' voices were referenced.Some studentssuggestedthat
referencesto 'people's commentarywill remain anonymous'in the composedthesis,
'
instances,
In my own ethnography,
in
students
also
used
pseudonyms.
some
while
by contrast,most studentswere referencedby their first name to ensuresomedegree
of anonymity, while also providing a more personal acknowledgement.In some
instances, students' names have been completely omitted (as this was explicitly
desired) so as to guaranteeanonymity. Ethnomusicologistswere referencedby their
full name after having gained verbal permission. Martin similarly named the
participants in his writings in order to convey a senseof 'knowing my informants,
and that my informants got to know myself, yet also ensuredthat participants were
aware about the scope and purpose of his research(Martin, telephoneinterview, 8
July 2006)."
Another important ethical issue shapingstudents' composingof ethnography
involved the sharing of the final report with participants, so as to gain feedback
Some
have
been
they
accordingly.
represented
students, for example,
whether
information
'I
to the people, and they can say what they
the
that
showed
explained
think about it' (Richard, Sheffield, 8 December2003), and 'I simply show it to them
because
do
drug
I
(Martin,
there
that,
exist
some
stories'
can
write
whether
and ask

1' in meiner Doktorarbeit werdendie Kommentarevon den Leuten anonym gelassen.Ich sehedas auch
in
Eindrücke
das
ja
Also
ich
allgemeine
wiedergeben
möchte....
macht
nur
weil
so
wichtig,
nicht als
der Regel nichts aus,ob das nun der oder der gesagthat. [Florian, telephoneinterview, 5 July 20061
23S0istja auch meine ganzeForschungangelegt,sonstwürd ich einfach mit nem Mikrofon bewaffnet
durch's Ruhregebietziehen.... Meine Forschungist aber explizit dafür, daß meine Informanten mich
kennenlernen,und daß ich meine Informanten kennenlerne.[Martin, telephoneinterview, 8 July 2006)
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telephone interview,

8 July 2006). 24Personally, I have shown
my ethnography

(or

parts thereof) to some participants, yet this did not directly impact on my composing

of ethnographyas their feedbackhasbeenpositive.
The notions of reciprocity and reward seemedyet another ethical issue that
impactedon students'composingof ethnography.Charlotte,for instance,felt shewas
giving somethingback to the fanclub when, on one occasion,she watched the UKbased programme The Jonathan Ross Show, and reported it back to the message
board since the American fans could not receive the programme. This, in turn,
informed the composingof one sectionof her ethnographyin which shedescribedthe
ways in which fans 'gossiped' about the programme. In my own research,by
comparison,reciprocity impactedon the composingof ethnographyin form of an
official acknowledgementcomposedat the beginningof the thesis.

'Don't write... !': The feedbackfrom supervisors
At the sametime, I found that the feedbackstudentsreceivedfrom supervisors
impacted on the processesof analysisand interpretation,and thus the composingof
ethnography.At universitiesin the UK, supervisionwas similar at undergraduateand
postgraduatelevel in that studentshad regular (often weekly) individual tutorials with
their supervisor.(In rare instances,particularly where a project was interdisciplinary,
studentshad more than one supervisor,yet, as in my own example, tutorials were
mostly held individually.) Suchtutorials were semi-formal,and typically involved the
discussingof written drafts, ideasand methods,and the agreeingon subsequentsteps
in students' work. In my experience,tutorials were documentedand signed by both
supervisorand student,which capturedthe progressof composingethnography.
At universitiesin Germany,by contrast,students'experiencesdiffered. Whilst
during the Grund- andHauptstudium,studentswere able to arrangeregular individual
tutorials with the ethnomusicologist, during the writing of the Magister- and
Doktorarbeit, however,ethnomusicologistsoften expectedhigher levels of autonomy
and self-supervisionfrom students.While some German music-ethnologistsoffered
(seminars
for Masters and
Doktorantenkolloquien
Magistrantenund
occasional
24Wenn's wirklich mal eng wird, dann frag ich den einfach, ob ich das schreibendarf, weil es gibt da
paar Drogengeschichten[Martin, telephoneinterview, 8 July 20061
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doctoral students), the Betreuung (supervision), however, occurred
more
occasionally,and appearedto be of a more informal and generic nature.Florian, for
example,while emphasisingthe excellent (and personal)relationship to his doctoral
supervisor,commentedthat 'he offers more general advice.... He helps me more
generally to make my way.... When I have a problem... he somehow helps
intuitively' (Florian, telephone interview, 5 July 2006)." Martin reflected on his
supervisor in similar ways, as he also received more generic, rather than specific
advice and support.He also describedhis overall experienceof the doctoral process
as 'little institutionalised' (Martin, telephoneinterview, 8 July 2006).1
Reflecting on my own experience,by contrast,the supervisor'srole seemedto
revolve around reading drafts of composedethnography,and to comment on its
quality and rigour. At the most basic level, supervisor's feedback related to the
standardof written English. Here,the supervisoroften insertedgrammaticaland other
corrections into written drafts, which led many studentsto feel a strong senseof
exposure and vulnerability. To Carla, for example, 'this was a painful time, the
beginning of the writing and the showing for the first time' (Carla, telephone
interview, 21 May 2006). In my own experience,supervisor StephaniePitts often
commented more generally on the progress made with my written English, for
example:
On the whole, I think the chapter'sstill a bit rambling: it's got a sense
of direction and argument now, which is excellent - and it's really
interestingstuff - but I do think you'll be able to condensea fair bit of
it.... It's getting much, much better in this respect- but don't stop
pruning and condensing;it's not quite tight enough yet! [personal
email, StephaniePitts, Sheffield, 14 February2006]
At a more conceptual level, the supervisor's feedback pushed students'
thinking beyond mere results so as to gain a deeper understanding - through
continuous interpretation- of the music culture studied. Reflecting on my personal
frequent
for
the
questioningof the meaningsbehind presented
example,
experiences,
25 Ja, also ich hab ne sehr persönliche Beziehung zu Raimund Vogels.... Die Beratung ist eher
finde
Grammatik
Ich
dass
im
Detail....
und Rechtschreibungvon jemand
so
nicht
allgemein, also
kann....
Er
hilft
im
korrigiert
Betreuer
dem
mir
mehr
werden
allgemeinen, meinen
anderen als
ich
Problem
hab
dann
hilft
finden...
Weg
ein
oder
nicht
wenn
weiterkomme,
er
und
zu
persönlichen
irgendwie intuitiv, da wieder rauszukommen.[Florian, telephoneinterview, 5 July 2006]
26Wenn wir in Hannover sind, dann schlafen wir halt bei ihm, und es wird n'bißchen erzählt, was es
dieses
[Martin,
institutionalisiert,
Ding.
ist
Es
telephone interview, 8 July
aber
wenig
neues gibt....
20061

251

Chapter IV: Composing Ethnomusicology

data led me to recompose my ethnography again and again,
resulting in three and
sometimes even four 'final' chapter drafts. Each time, the supervisors commented on
the written drafts in terms of writing style and content, thus pushing me through
their critical and constructive feedback - to develop clarity of thought, and to derive
the conceptual explanations composedin this ethnography.
The following is an example of feedback given by JonathanStock on a
written
draft of Chapter 111,and exemplifies the intricate detail and extent to
which he
commented on my composing of ethnography (Figure IV- 11). The page contains (a)
comments on the correct spelling of names; (b) suggestionsabout the use of certain
words in order to convey meaning more effectively; (c) suggestionsabout the cutting
of unnecessary terms; (d) comments on the effective use of quotations; (e)
suggestionsabout further explanations to convey an argument; (f) questioning of used
terms; (g) comments on grammar and punctuation; and (h) questioning of the actual
content. Indeed, such deep-level feedback was absolutely crucial for editing my
writings, revisiting the literature, rethinking arguments, and, more generally, for my
own constructing of knowledge. Indeed, this impacted significantly on my composing
of ethnography.
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Figure IV-1 1: Example page of draft chapter III containing Jonathan Stock's feedbacký Note
that the different kinds of comments from (a) to (h) are indicated wherever they occur in the
page, Sheffield, 25 March 2006
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More generally, some studentpraised their supervisorfor 'giving me... a lot
of interesting ideas,... always pointing me into a relevant direction,... [and]
suggestingareas I haven't thought of' (Richard, Sheffield, 8 December2003). In
other instances,supervisorsshapedthe foci aroundwhich ethnographywas composed
more indirectly. In my personalexperience,for example,I often found it positive that
supervisorsdid not so much suggestwhat to compose,but ratherhighlighted what not
to composein the ethnographicportrait. This allowed a certain freedomto have core
in
Other
for
the
composing
autonomy
process.
studentssimilarly
and
responsibility
felt that 'he has got a great way of pointing out not deficiencies, but the actual
holes... which you don't see at the time... [and] then I realised I just go down the
8
2003).
Sheffield,
December
(Richard,
track'
wrong

Formal examination
At universities in the UK, processesof formal examination (at the end of a
for
PhD
Master's
level,
both
and
and
students'
at
postgraduatecourse of study
impacted
PhD)
MPhil
from
to
on students' composing of
often
also
upgrade
in
Germany,
Yet
also
occurred
at
universities
such
processes
while
ethnography.
less
impacted
significantly on students' actual composing of a
examinations
Magister- or DoWrarbeit. Comparing both systems,I found that - in both the UK
involves
two
typically
the
Germany
advance
of
appointment
examination
an
and
independently
the
thesis,
(other
the
than
and
prepare
who
read
supervisor)
examiners
in
UK;
Verteidigung
in
(viva
it.
Then,
the
examination
an
oral
on
written reports
Germany)is arrangedat which the examinerstest the students'knowledgeof matters
relevantto the thesis' subjectmatters.
The possible outcomesdiffer considerablybetween both countries: after the
final
five
Masters
German
of
a
result
on
a
scale
or
receive
students
oral examination,
fail, whereas
from
Bundesldnder)
between
to
differs
the
(this
excellent
six marks
doctoral studentseither passor fail. In the UK, by contrast,both examinerspreparea
joint report and give a recommendation,such as the degree may not instantly be
PhD
level)
Masters
(both
the
and
at
student
awarded as examiners might require
to
substantial
(specified)
more
or
make
amendments,
minor
to
undertake
either
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(prescribed)revisions of the thesis." As a result, the UK-specific recommendations
obviously impactedon the extent to which studentsre-engagedin processesof critical
analysisand interpretation,and thus the re-composingof ethnography.
In order to be awarded the degree of MMus, Carla, for example, had to
undertake corrections that required further research and the composing of more
substantial conceptualisations.Reflecting on my experiencesof upgrading from
MPhil to PhD, I was required to revisit additional literature since, at that time, my
be
biased
to
appeared
and limited. The
research
view on educational
broaden
knowledge,
intended
to
thus
my
understanding
and
and
recommendations
insights
into
in
the
taken
to
various
approaches
more
substantial
gain
me
enabled
educationalresearch.As a result, I drew more extensivelyon educationalresearchin
By
Lindsay's
comparison,
examinersrecommended
of
ethnography.
my composing
in
form
literature
She
further
to
the
thesis
of
a
revisited
review.
amendments
minor
in
books
(Lindsay,
'I
had
to
time'
that
a
short
seven
space
of
read...
explained
Sheffield, 24 May 2006). Reading such relevant literature obviously shaped
Lindsay's critical analysisand interpretationof results,which in turn impactedon her
(re)composingof ethnography.
While this section illustrated the factors that have impacted on students'
in
final
I
impact
discuss
the
to
the
that
section,
wish
composing of ethnography,
had
upon students.
ethnography
composing
Recomposing the seýf

Earlier I have suggested that in ethnomusicological discourse, the
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the
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ethnography,enteringa process
writes
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During
that
the
my
research,
composing
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actively
of
Florian,
for
self-reflexive
processes.
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ethnography similarly necessitated
deeply
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level,
'it
doctoral
the
a
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that
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personal
process
example,revealed

" Other recommendationsat MA level include: the degree be awarded; the degree may be awarded
degree
be
has
been
held;
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not
oral
examination
thesis)
another
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after
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PhD)
degree
Master
(instead
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be awarded;the degreeof Master be awardedafter submissionof a revised thesis with/without oral reStudents and Supervisors 2002-2003, University of
for
Research
Guidebook
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Sheffield)
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has becomepart of my life' (Florian, telephoneinterview, 5 July 2006).2' To Martin,
by comparison,composingethnographyimpacted not only on a musical level
while
playing in a band, but also on a personallevel, as participants 'have simply become
my friends.... It has also been a very intensive experience,since I have spent very
much time by myself (Martin, telephoneinterview, 8 July 2006).11
Here, studentsoften reflectedon their social and musical encounters,whereby
people's reactionsresembleda mirror-image of students'own behaviours,valuesand
conceptsthrough which they could gain a deepenedunderstandingof the self. This
experienceimpacted on many students,yet in distinct and individual ways as music
cultures were highly variable and locally specific. In this section, I will illustrate the
unique ways in which composingethnographytransformedthe six undergraduateand
postgraduatestudentsintroducedearlier, and led towardsrecomposingthe self.
More generally, I found that the postgraduatestudentsoften voiced academic
concerns related to the stages, which they were at in the PhD process, and
experiencedconsiderabletransformationsat a personal level. By comparison, the
undergraduatestudents, who had all completed the composing of ethnography,
emphasisedimpacts at a similarly personallevel. Laura, for example, becamemore
musically confident through her increasing awarenessof the myths surrounding
musical talent, while Leeroy conveyedenjoymentabout his newly gained statusas a
researcher.By comparison,Charlotte developedconsiderableempathyand tolerance
towardsthe people (that is, Tom Jones' fans) shebefriended.

Laura
In Laura's case,composing ethnographyraised her self-awarenesswithin a
music culture with which shewas alreadyvery familiar, describedas 'stepping out of
bit
little
better'.
Perhaps
the most significant
a
understand
myself
and
myself..
impact emergedfrom her emerging awarenessabout the myths surrounding notions
of musical talent in the competitive atmosphereof a Western music department.
Feeling increasingly confident as a musician, Laura realised through composing
28Die Feldforschungund Doktorarbeit hat mich schonaus sehr persönlicherEbenebeeinflußt.... Es ist
interview,
5
July
2006)
[Florian,
Lebens
Teil
telephone
geworden.
meines
ein
2' Ein grosser Einfluß vor allem, daß die Leute in der Band auch einfach meine Freunde geworden
sind.... Es war auch eine sehr intensive Erfahrung, zumal man auch sehr viel Zeit mit sich selbst
interview,
[Martin,
8
July
2006]
hatte.
telephone
verbracht
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in
lacking
that
were
confidenceabout their musical
music
students
most
ethnography
be
to
those
excellentmusicians:
students
who
appeared
even
and
skill,
ability
I think that made me relax a bit more... to think that people may say
one thing to make themselveslook good in front of other people. But
we are all secretly sat there going 'oah, oah', and are worried about
our status as performers and musicians.... It relaxed me a lot as I
felt
the sameway as I do.... I'm much more
that
people
other
realised
at easenow in the community, I think.... I didn't expect it; I didn't
think it would affect me at all.... I really think I'm a lot more
feelings
[Laura,
Bangor,
I
know
what
people's
are.
now
comfortable
25 May 2006]

Leeroy
To Leeroy, while the research had little impact on him musically or
intellectually 'becauseI do know a lot about the music already', his experiencesof
being a researcherseemedmost significant, since he interpretedthem as lending him
interest
Leeroy
fieldwork
Reflecting
the
process,
recalled
people's
on
a certain status.
That
"I'm
'saying...
in
his
was a new
a
researcher".
when
research
and recognition
kind
before',
done
have
I
because
that
thing
for
which made
of
never
experience me
him 'feel a little bit more special'. This seemedindeed appealingto Leeroy as 'you
do get slightly specialpreferential treatmentbecause...you are a researcher....So it
does make it a little bit easier when you try to make that approach... as if I was
importand' [laughing] (Leeroy, Bangor,25 May 2006).

Charlotte
Charlotte,by comparison,adoptedthe fans' empatheticand protective attitude
in the light of the media's frequent attacks against Tom Jones, yet turning this
board
found
Charlotte
the
the
that
fans
people
on
message
themselves.
towards the
by
fans
depicted
Jones'
Tom
the
kinds
typically
media,
the
of
necessarily
not
were
Charlotte
females'.
that:
horny
'aged,
recalled
namely
I read an article that at BuckinghamPalace,three ladies they cameout
in pink, knee-lengthovercoats,and they were in their 70s; two sisters
And
friend.
the
best
they
was
were
wearing
all
their
was
and one
The
took
article
underneath....
naked
they
completely
were
overcoat;
it
focused
fans
because...
Tom's
these
on
Mickey
of
all
the
about
threeladies. [Charlotte,Bangor,25 May 2006]
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Through her research,Charlotte felt increasingly 'fascinated... how they can
get so obsessed'and, most importantly, found that 'at the end of the day, they arejust
normal' even though initially she thought 'they were all bonkers'. While Charlotte
found the fans' attitudes amusing at times, composing ethnographyenabled her to
realise that the people are indeed 'unique and individual'. Gaining a deeper
understandingof the fans' love and loyalty to Tom thus led towards a heightened
appreciationand tolerancefor the fans themselves.This seemedalmost inevitable as
composingethnographynecessitateda certain attitude and right frame of mind from
Charlottethat shecan learn somethingfrom the people shewished to understand.

Carla
At postgraduatelevel, students frequently emphasisedacademic concerns,
which impacted on them at a deeply personal level. This is not to say that
deeper
develop
did
understandings,awarenessand tolerance
such
not
postgraduates
Yet
by
the
what seemed most significant to
undergraduates.
as expressed
postgraduateswas the processof personal changethat was brought about by the selfThis
led them better to understand,and
the
ethnographic
process.
of
portion
reflexive
thus recomposethe self. Carla, for example, experienceda transformation towards
becominga more autonomousperson:
I think it changedme in the sensethat I had to do it myself. Before
that... I always had... teachersteachingme, and I would do whatever
tasks they would ask me to do.... The Master's was all very different
becauseI had to do it myself-,I had to push it myself. Although there
is a supervisor,there isn't... the lessonevery week... and an essayby
the end of the month. It wasn't like that. So it changed the way I
I
looked
It
the
way
at perhaps books, and even
changed
studied.
lots
having
of motivation for myself. [Carla,
myself as perhaps
telephoneinterview, 21 May 2006]
Postgraduates,although they have a supervisor, had to become very
independentas studies at this level are typically self-supervised.Here, composing
'it's
thinking
and
creativity
as
constant
not somethingthat
ethnographynecessitated
is set [fixed] for you.... You've got to invent yourself, and invent the things you do
find
had
I
lot
it
for
the
to
time...
ways
all
to
and
make
time
a
work....
of
the
all
decisions'. Reinventing (thus, recomposing) ethnography also resembled an
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experiencethat 'is very, very hard!', and made Carla 'think and stress,and feel in a
way that otherwise would just be normal'. Clearly, pushing beyond intellectual
comfort zonestransformedCarla's senseof selfI get all subjective.... I sometimes get completely tangled with
thoughts,and I can't be practical anymore,which is very hard because
I am a practical person.I've becameall this thoughtful being, which I
wasn't before, if that makes sense. And... it gets me fucked
sometimesbecausethings become too complicated, or they become
not clear anymore.... On a personallevel, I'm getting to know myself,
The
PhD
is
difficult....
is
somethingvery hard, and if you
very
which
go through difficulties, you get to know yourself... There are
different ways of getting to know yourself, and going through hard
times is one of them. [Carla, telephoneinterview, 21 May 2006]

Simone
Carla's self-reflexive concerns at the (relatively) early stage of the PhD
for
my
apprehensions,
with
personal
which
resonate
pertained
closely
a very
process
long period of time during the composingof ethnography.Thesetransformedmy self
level.
Intellectually,
I became more
intellectual,
and
personal
professional
at an
In
following
developed
thinking.
the
way
and
a
strategic
of
structured,
and
organised
I
describe
the transformationthat has emergedfrom the
will
account,
self-reflexive
depth:
in
more
composingof ethnography
At the beginning, it was all quite confusing. I have read many things,
have done my research,have spoken to students, have spoken to
beginning,
it
Yet
the
was all quite confusing. I
at
ethnomusicologists.
didn't know where to start; I didn't know what to think. At times, I
have somehowintuitively, somehow,I don't know, I sensedthings or
so, I don't know how best to describethat. Somehowtherewere things
like the canon, for example, if there is a canon in ethnomusicology.
And of course, identity in the sense that world music somehow
it
showssomethingto the studentswho thought
something,
represents
'Oh, this is so different, this is so cool, this is so hip'. So somehow,I
important,
things
that
seem
which I wanted to look at.
some
realised
But I didn't know directly how and in which way they are relevant,
und how they could be interconnected.That was quite confusing! For
I
I
was totally excited, and
the
still
remember,
can
canon,
example,
found it great and interesting,and have soakedup everything that has
beenwritten aboutthe canon.I realisedthat Jonathandidn't like it that
it,
because-even
Jonathan
had
I
but
though
to
with
engage
much,
I
should stop thinking about the canon
point
at
some
suggested
(probably becauseit startedto nervehim that I somehowtried to prove
that such a canon exists)-in hindsight, I had to go through these
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thinking processes.I had to think first that there maybeexists a canon
basically to find out that it is somethingcompletely different than I
originally thought. So I believe this internalisation, this process of
having to think it through myself,rather than being told about it by a
supervisor or another person, was important. I had to clarify this
myself. And that lastedfor so long, it took so much time! It took easily
two or threeyears,until I sat and wrote it down. The composingitself,
and particularly the interpretationof data has helped me to get clear
thoughts, to develop a clarity of thought. This process I had to go
through has given me this ability, so my mind feels far more
organised.Basically, I feel more organisedin my mind. The way I
think about things is basically the way I now write, almost like in
terms of a, b, c, so first of all to pull a bit of theory out of situations
and phenomena.It made me more organised in my thinking, and
clearer,and more systematic.So basically, I think my way of thinking
is much more structured, and also more strategic. [self-interview,
Liverpool, I July 2006]
At a professionallevel, the composingof ethnographyenabled me to 'gain
quite a lot of knowledge about what and how ethnomusicologyis being taught, and
how studentsfind it' (self-interview, Liverpool, I July 2006). Ibis in turn shapedthe
in
lecturer,
transmission
own
as
a
music
utilised
my
and
methods
matters
subject
Finally,
I
felt
between
teaching.
that
strongly
and
research
a
nexus
reflecting
clearly
the ethnographic experienceitself impacted at a deeply personal level. Through
critical self-reflection, I recognisedand discardedmy own biased constructingof an
in
initially
that
world
musics
exotic
other
attracted me to
and
authentic
ethnomusicology. The ethnographic experience, and particularly its human and
humanitarian aspect, also enabled me to develop stronger social skills, and a
heightenedinterest in and tolerance towards people more generally. I have come
better to understandand appreciatelife, both my own and others'. I becamemore
Ethnography
became
life.
self-confident.
part
of
my
and
aware
emotionally

Lindsay
By comparison,Lindsay, having passedthe PhD processone year ago, felt
in
her
three ways, namely musically,
transformed
self
that composing ethnography
intellectually and personally.As a musician, Lindsay improved technical skills and
folk
More
belonging
to
the
felt
culture.
music
of
sense
stronger
a
mastery,and also
impacted:
ethnography
specifically, composing
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it's
lot
better,
it...
on
me
as
a
musician,
made
me
an
awful
and
...
made it very much easierfor me to understandand work with other
musiciansbecause...I was very... worried aboutgoing and asking for
advice, particularly becauseof not having had training, or whatever.
So I feel much easierabout that now, and also, I feel I understand
more about how other musicianswork becauseI have talked to and
interviewed quite a lot of people, so again, getting some insight. So
it's mademe better as a musiciantechnically, but it's also made me
better as a musicianin terms of working as part of a team with other
musicians,which is really nice.And it's mademe feel more confident,
and at the same time more sort of humble. [Lindsay, Sheffield, 24
May 20061
At an intellectual level, composing ethnography led Lindsay towards
developing a questioning mind, and not to take anything for granted, while
considering several different perspectives and approaches. Students obviously
acquired a significant body of knowledge. Yet their intellectual transformations
seemed also to happen at a deeper level, highlighted by Lindsay who clearly
developedmore generic(andthus,transferable)skills, suchas critical thinking:
A lot of the thinking... gets turned upside down for a long period of
time. And everythingthat you... take for granted about the area that
you're researchinggets a question mark attachedto it, and all over
sudden,you feel like, everythingyou have thought and done for years
is all like sort of quicksand,which is quite disturbing. But I think it's a
good process to go through... becauseit teaches you not to take
anything for granted, but it can also make you like chronically
indecisive.... It just feels like you go on a sort of ride in your head...
and then you end up sort of where you startedoff from, but different.
[Lindsay, Sheffield,24 May 2006]
Finally, to Lindsay, the PhD also impactedon her experiencesin a third (and
indeed, significant) way. The successfulcompletion of the thesis and viva resultedin
gaining the official title 'Doctor', which 'I think it's hilarious. I think it's really
It just makes me laugh!' This is not to say that Lindsay ridiculed the
funny!
...
Lindsay
humble,
While
the
appeared
somewhat
she
on
contrary.
quite
achievement,
proudly surnmarisedthat:
I'm really pleasedI did it! ... I was absolutelydeterminedI was gonna
finish! But I did questionwhy, and whetherthere was any point lots
...
I
I
have
finished,
had
I
No,
was
pleased,
very
pleased
times.
after
of
doneit! [Lindsay, Sheffield, 24 May 20061
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Appropriating and Representing World Musics

In this chapter,I have discussedthe ways in which studentsengagedin the
composing ethnomusicologyin form of transcribing world musics and writing
ethnography.As in the previouschapters,I was particularly interestedin the ways in
which the composing of ethnomusicology transformed students' attitudes and
perspectives.I specifically found that the composing of transcription reflected a
processof appropriationof world musics.While ethnomusicologiststried to transmit
world musics as autonomousmusical styles, studentsinstead retreatedinto familiar
and safe territory by appropriatingworld musicsinto the Westernclassicalparadigm.
Here, most students used musical examples that resembled a Western musical
constructionin order to adapta top-down approach,and to appropriateworld musics
into Westernstaff notation.
As suggestedearlier, from an educationalperspective,studentsrightly build
upon existing knowledge and skills. Yet from an ethnomusicological viewpoint,
students' appropriationof world musics into a Western concept of transcription is
problematic as it underminesthe autonomy and sovereignty of music cultures not
from the West. Clearly, the tokenistic transmissionof transcription is simply not
enough.Instead,the transmissionmay be done in such a way so as to open students'
eyes to differences in methodology and musical style so that they develop a true
it
being flawed by Eurocentric perceptions.
without
of
world
musics
appreciation
Transmitting the composingof transcription can facilitate students' transformation
into culturally more aware and tolerant human beings through critical reflections
about the inherent problems that the appropriation of world musics brings. In this
way, studentsmay learn aboutpossiblemeansby which transcription can truly reflect
social and cultural meaning,and thus emic perspectives.
By contrast to transcribing world musics, the composing of ethnography
The
concepts.
to
representing
with
ethnomusicology's
closely
more
resonate
seemed
for
their
and
gratifying
experience
was
a
profound
most
musics
of people and
develop
They
to
a senseof care and responsibility towards the
seemed
students.
by
be
They
developed
truly
which
a
emic
perspective
could
strategies
people studied.
issues
important
by
impacted
Their
such
as ethics, which
was
composing
gained.
for
At
level
further
the
the same time,
people
studied.
consideration
of
added a
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composingethnographyled towardsstudents'transformationsof self. The composing
of ethnographytruly impactedon students'attitudeand perspective.Transmitting this
kind of ethnomusicological knowledge is an excellent means by which
ethnomusicologistscantruly challengeEurocentricprepositions.
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Ethnomusicologyhas the power to createa revolution in the world of
music and music education, if it follows the implications of its
discoveries and develops as a method... of study. (John Blacking,
1973:4)
I have come to believe that what John Blacking, in his well-known How Musical is
Man? (1973), had in mind when voicing this claim is a model for music education
that recognisesuniversal musicality and questions the elitist concepts that have
dominated (and often still dominate)musical learning in the West (see also Green
2002:210 for similar discussions).His ideas about a revolutionary model for music
View of all Music' Reflectionson
educationare further illustratedin 'A Commonsense
Percy Grainger's Contribution to Ethnomusicologyand Music Education (1987), in
which he reminds us of the importance of transmitting 'an universalist attitude'
towardsall musics.This is achievedby focusing on musics' sonoritiesand the social
aspectssurroundingmusical performance,while promoting a music education that
combinesboth musicaland socialexperiences:
It is, in fact, as ridiculous to say that knowledge of a culture is
necessaryfor appreciationof music that has been createdby people
rearedin it, as it is to say that music helpsus to understandthe culture
of the people who createdit. What music tells us about the culture of
the music-makerscan only be known when we have studied their
culture... and try to make connectionsbetween this knowledge and
my experienceof the music. (Blacking 1987:126)
Blacking's ideals seemclosely to resonatewith more postmodernperspectives
on music education that celebrate multiplicity of position and perspective, and
promote an inclusive and democratic stance towards all musics and their makers.
Indeed, ethnomusicologyas a discipline itself has been shapedby debatesabout
canon, postmodernism, globalisation and multiculturalism that have profoundly
transformeda senseof what music is, and how it should be understood(Auner 2002).
The growth of acceptanceof postmodern concepts has had similar radical anti'the
in
implications
education,
while
reflecting
growing
music
canonic
democratization of an ever more heterogeneoussociety, within which various
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minorities compete for equal status' (Morgan 1992:60).' The democratisationof
music educationalso resonateswith recentdevelopmentsin UK universities 'in their
contribution to a better society... [in which] the primary vision of educationis much
more abouthumanity and a languageandideasthat derive from philosophicalthought
and developing the common good' (McGettrick 2005:7). These emphasespoint
beyond curriculum and compliance, in which 'the objective is the autonomous,
thoughtful and thinking student, and not some form of human encyclopaedia'
(ibid.: 5). John Blacking agreesthat:
The ultimate goal is personaland social transformation:music-making
must be used to enhancepersonal consciousnessand experiencein
community.(Blacking 1987:131)
Education,and more specifically music education,should thus no longer be
just about imparting knowledge, but also about preparing studentsfor life, and to
instil in them compassionand care for others.Such a music educationalso involves
discarding prejudice, and recognising cultural differentiation and difference. John
Blacking seemedto sharethesesameconcerns,whilst advocatingan inclusive stance
towards universal musicality and the study of musics as both sonic and social
expressions.This is also at the heartof the epilogue,in which, while drawing on prior
discussions,I will proposea model for ethnomusicologypedagogythat promotesin
studentsa globally, contemporaryand democraticallysenseof world musicsand their
makers,and is concernedwith meaning,experienceand expression.

1 In the late 1990s, the ubiquity of its concept has led to debates about the applicability of
Some
(particularly
Marxist)
have
in
the
classroom.
critics
music
viewed
creative
postmodernism
postmodernism's eclecticism and relativism with suspicion, characterising postmodern culture as
'depthless, ephemeraland valueless' (Stanbridge 2003:107), while others, particularly from cultural
heterogeneity
'liberating
diversity
have
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and empowering'
and
postmodernism's
regarded
studies,
(ibid. ). Yet with the recent reintroduction of postmodernconceptsinto contemporaryeducation, music
2004:
346).
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(Fautley
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of
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education
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2000:111). As a result, since the early 90s, creative music in education was in decline, and together
been
has
Only
term
to
the
creativity
readmitted
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term.
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mentions
all
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2004),
towardsa rethinking of the term postmodernism.
(Fautley
thereby
also
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Framing or modellingmusiceducation?
Before I begin my discussions,however,I wish briefly to illustrate the need
for a 'concisemodel' for ethnomusicologypedagogy.My choice of this term reflects
a deliberate attempt to highlight my differentiation between a model, which puts
forward conceptsin rather descriptiveways, as opposedto a framework, that may
better serve to illustrate prescriptive ideastowards ethnomusicologypedagogy.The
latter may also be described as a blueprint of how ethnomusicology shall be
transmittedto studentsat universities.By contrast,a descriptiveor conceptualmodel
for ethnomusicologypedagogyseeksto portray the transmissionof ethnomusicology
as an embodimentof the actualconceptsheld by ethnomusicologists.A model is thus
particularly appropriateto illustrate the ways in which ethnomusicologyis actually
being transmitted.It is interestingto note that this also reflects a general trend in
ethnomusicology away from objectivist discovery and towards problems of
conceptualisationsseen from within a culture. A model is thus better suited to
representemic perspectivesto the transmissionof ethnomusicologyat universities,
and is a suitable means for exemplifying the ethnomusicologicaland educational
conceptsessentialto ethnornusicologists.
But why do we need a model for ethnomusicology pedagogy? In prior
discussions,I have alreadyhighlighted that ethnomusicologygreatly lacks a coherent
knowledge.
During
transmission
the
my research,
of
ethnomusicological
about
vision
I heard some ethnomusicologistssuggestingthat 'I don't think that there is such a
thing as an ideal ethnomusicologyeducation' (Hae-kyungUrn, Belfast, 18 November
2003), or 'ethnomusicology education... is regarded as too exotic' (Rodiger
Schumacher,K61n,22 July 2004).' John Baily even commentedthat 'I don't believe
in music education....The way in which we do music educationcan tend to be elitist
Baily,
Goldsmiths,
13
(John
being
those
as
gifted'
we
regard
who
and singles out
February 2004). Such statements clearly indicate ethnomusicologists' varied
for
for
the
model
ethnomusicologypedagogy,and
concise
a
need
perceptionsabout
the form that sucha model may take.

2Musikethnologie... als Forschungsgebiet....Da wird man einfach sagen,das ist zu exotisch. [Rüdiger
Schumacher,Köln, 22 July 2004]
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Yet whilst I agreethat 'without pedagogicalmodels,how we teach and what
we teach are highly individualized, shapedby our accumulatedmusical experiences
and adapted to particular locales, institutions, and human resources' (Witzleben
2004:139),there neverthelessseemto exist significant similarities acrossuniversities
as to the what and how of ethnomusicologytransmissionand learning, seemingly
shapedand modelled by the ways in which ethnomusicologyis being disciplined.
Therefore I suggestthat a model for ethnomusicologypedagogyis neededso as to
represent general trends in the transmission of ethnomusicology as they were
encounteredacrossuniversities.Such a model may help ethnomusicologists,old and
new alike, 'to get a senseof direction in teaching', and to negotiate'our way through
the thickets of educationaladministrationand politics' (Swanwick 1979:5). A model
usefully 'draws together in a simple structure what previously may have been
disconnectedand fragmented'(ibid.:50), thus enablingethnomusicologiststo identify
and fill any gaps in their transmissionof ethnomusicology.A conceptualmodel for
ethnomusicologypedagogy may also illustrate convincing rationales to heads of
schoolsand departmentsfor including various forms of ethnomusicologicallearning,
such as live musical making and performance,which are still often absent(due to
institutional and financial constraints)in formal university music education.
Towards a modelfor ethnomusicology pedagogy

A model for ethnomusicologypedagogy may be built on two fundamental
principles, namely developing an appreciation of universal musicality, and
understandingmusicsas both sonic and social expressionso as to promote in students
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experiencewith the educationalconcern 'for strengtheningthe relationship between
pupils and music [through] increasingattentionto and the level of involvement with
music' (ibid.:42).

L IL
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Listening to Music
as Sonic Experience

Listening to Music
as Social Experience

Performance
Ethnography

P

P
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Performance
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Conceptual
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Creative
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Figure V- 1: A ConceptualModel for EthnomusicologyPedagogy
(L = Listening; P= Performing; C= Composing)
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267

Epilogue: Modelling EthnomusicologyPedagogy

literature studies of musical and extra-musical
aspects, original discovery
(ethnographic research), skill acquisition during listening (transcription)
or
performing ('learning to perform'), among others, are seen as being central to the
transmissionof ethnomusicology.At the same time, and contrary to Swanwick's
model, which focuseson music as sonic expressiononly, in the proposedmodel for
ethnomusicology pedagogy, the study of music as social experience forms a
significant portion in the transmissionof ethnomusicology.
Secondly,the model is circular in shape,thereby denoting an inclusive and
holistic (rather than hierarchical)approachto the transmissionof ethnomusicology.
Whilst each or any one of the encounteredactivities were (or, may be) utilised by
ethnomusicologists,their usewould simply dependon the educationalobjective, that
is, either to developin studentsinsightsinto music as social experience(music in and
as culture), or to enhanceunderstandingsof music as sonic experience(music as
sound). In my discussions,I have specifically shown that the study of extramusical
aspects, performance ethnography, and writing of ethnography and conceptual
transcription led students to understandand appreciate the role music plays in
people's lives. Theseactivities are representedin the left-hand sphereof the circle.
By contrast,the study of musical aspects,participation in occasionalworkshopsand
'learning to perform' in preparationof a final performance, and preparation of a
descriptive transcriptionled studentsto learn and come better to understandmusic's
sonic structures.Theseactivities are representedin the light-hand sphereof the circle
respectively.
It must be notedherethat the model also includes 'creative composition' as an
activity in the transmissionof ethnomusicology,which refers to 'all forms of musical
invention [and] the act of making a musical object by assemblingsound materialsin
an expressiveway' (Swanwick 1979:43). This was, as shown in my discussions,an
uncommon practice acrossuniversities in the UK and Germany, yet I believe that
creative composition deserves a central position in the transmission of
ethnomusicology.This I will turn to more fully in forthcoming discussions.
Thirdly, the model focusespredominantlyon world musics as subject matter,
as transmitting conceptsand theoriesaboutethnomusicologyare seento be tangential
to students' direct experience of music. However, this is not to say that the
transmission of theoretical ethnomusicological issues is not important in
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ethnomusicologypedagogy.This subjectmatter is understoodas being integral to the
model. So insteadof transmitting the two subject matters as separateentities, each
musical activity shouldbe accompaniedby conceptualunderpinningsdrawn from the
disciplining of ethnomusicology, whether this occurs at undergraduate or
postgraduatelevel.
The integration of subject matterswould serve studentsbetter than, as I have
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hierarchies.... Opening up. [Hartmut MbIler, Rostock, 25 November
2003]3

For these reasons,the proposed model deeply embeds ethnomusicology's
concernwith an approach to the study of all musicswhile actively involving learners
in the experiential portion of the transmission process. A model based on these
principles is thoroughly ethnomusicological,as it builds on meaning,experienceand
expression.In the following section,while making referenceto all activities as they
are embeddedwithin the model, I will propose some new directions in modelling
ethnomusicologypedagogyat universities.
New directions in ethnomusicology pedagogy

New directions in ethnomusicology pedagogy necessitatea rethinking of
current educationalpractice as it occurs across universities. Here, I found that the
transmissionof ethnomusicologyat universities embracednotions of modernism,as
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conservative function and orientation of the first two types of performing
ethnomusicology, which seemingly resembled the mimetic nature and 'musical
transvestism' of performing ethnomusicologyso heavily criticised by Gage Averill
(2004:100).
While this may have the effect of reinscribing a canonof some sort, mimesis
of music culturesand reinforced
equally led, in someinstances,to misrepresentations
students' Eurocentric conceptions. Equally, students' constructing of binary
oppositions between simple-complex, new-familiar and social-individual
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Each stagein the transmissionof ethnomusicology,and eachparameterin the
model for ethnomusicologypedagogy,thus necessitatesan inclusive and non-elitist
curriculum that accommodatesstudents'transformations,and changesin attitude and
perspectivetowards self and others. Whilst such a model (in idealistic terms) may
pose significant challengesin institutionalised music education,ethnomusicologists
may nonethelesstake into consideration some key issues when planning and
preparing their transmission of ethnomusicologyto students at universities while
facilitating a multiplicity of approaches,and promoting cultural, social and musical
inclusion and eclecticism.

Transmitting world musicsas socialand sonicexj2erience
One such key issueemergesfrom John Blacking's emphasison blending the
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As ethnomusicologists,we agreethat any conceptof music culturally
located so even the conceptof music that studentshave is culturally
...
located The study of music for them just means the music they
....
play, or the music they listen to.... At that point, you just have to
challenge this, but you have just to propose over and over again
different possibilities to the definition, the methods,etc.... They have
preconceptions,they have stereotypes,they have ideasabout music....
For someof them, it doesn't work in any case... but you just have to
acceptthis.... There is no such educationthat works for everyone....
The main thing is to give them the possibility to think in a different
way! [Goffredo Plastino,Newcastle,16 March 2004]
This resonatesclosely with my findings in Chapter11,which have shown that
ethnomusicologistsoften transmitted to studentsa concern with and placement of
meaning in the listener rather than in scores,performancesor composers.Some
students even found meaningful resonancesin (and identified with) some of the
world's musics they encountered. Expressing notions of democracy, students
developedcompassionand broadenedperspectivestowards all sorts of differences,
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research,I also found that consideringrecordingsof local and global world musics
challenged students' frequently voiced preconceptionthat people in non-Westem
culturespasson their music throughoral tradition only, which completely ignoresthe
commonpractice of copying and learning from soundrecordingsthat prevails much
of today's musical learning around the globe. At the sametime, careful listening to
musical recordingsenhancedthe developmentof aural skills, as it 'can make us more
conscious of the music that is being played, becausewe can listen in intimate
surroundings without the interference of external elements' (Blacking 1987:122).
This can provide students with opportunities for reflection so as to make more
intelligent judgments about sonorities,including timbre and sound quality, and gain
richer understandings'of people'smusicality' (ibid.: 125).
Yet during my research,I often found that listening to world musics as sonic
experiencedid not featureexplicitly at undergraduateor postgraduatelevel, or outside
the formal environment. There were some exceptions, such as the undergraduate
courseEthnomusicologyat GoldsmithsCollegeLondon, or Music of the World at the
University of Sheffield, which necessitatedstudentsto listen to sound recordingsin
preparation to a formal examination. Yet this activity simply tested students'
memorising ability, during which they were required to 'recognise' the origin or
instrumentationof a particular piece of music, rather than truly instilling in studentsa
deeper understandingof the music's sonic structures.This clearly underminesthe
purpose of deeper-level listening, and may require further consideration by
'
ethnomusicologists.

Leaming ethnomusicologyby doing
As suggestedearlier, at the heart of the model for ethnomusicologypedagogy
is the recognition that it does not really matter what musics are being studied or
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on subject matter and instead towards students'approach to understandingthrough
doing. This resonates closely with what ethnomusicology is, and what
ethnomusicologistsdo.
The model for ethnomusicologypedagogyillustratesthat within the two broad
educationalobjectives, the three activities of listening, performing and composing
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and 'picking up skills and knowledge' (Green2002:5). Yet in reality, I encountered
different approachesusedby ethnomusicologistsas comparedto invited guest tutors,
which I particularly discussedin Chapter III. Ethnomusicologistsoften tended to
adopt more formal educationalapproachestowards transmitting world musics during
listening, performing or composing,regardlessof the style being transmitted. Yet
informal learning may be significant to learnersat both a personaland educational
level, as was shown in Lucy Green's How Popular Musicians Learn: A WayAhead
for Music Education(2002).
For example, informal learning involves high levels of learner autonomy,
peer-directedlearning, group learning and choice. The social aspectis particularly
important, as it createsa musical situation that is sharedand integrative, non-static
and non-formalised. John Blacking agrees that 'the interaction of minds... is a
stimulus to invention in a new, sharedsituation, provided that the situation really is
becomes
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If
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or
or disintegratesaltogether,
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benefit from having that diversity of students.... It's a challenge, but it's a good
challenge!' (David Hughes,SOAS, II November2003).
Somecurriculum examples
As suggested,the proposedmodel for ethnomusicologypedagogydiscardsan
emphasison subject matters, while coursesin world musics and ethnomusicology
may better revolve around doing. Examplesmay include courseson Listening and
Contextualising to transmit a cultural emphasisin students' listening encounters;
Performing for Research to denote an emphasis on performance as a research
technique in ethnomusicology; Research Techniquesin Ethnography to describe
more generally the activities surrounding the conducting of ethnography; or even
Listening and Transcribing, albeit aiming for conceptual (rather than descriptive)
transcription.
In this category, which also reflects the left sphere of the circle, thematic
approachesthat are concernedwith the cultural study of world musics would be
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a whole continent may be a daunting undertaking, yet is perhaps a more realistic
prospectthan transmitting to studentscomprehensivelya survey of the world musics
from aroundthe globe.
Reflecting the right sphere of the circle, a course entitled Listening and
Analysis (or similar, and that is grouped under 'Listening to Music as Sonic
Experience') may be included in the transmission of ethnomusicology at
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At a more advancedlevel, suchas in year 2, students'listening may be more
thoroughly channelledand focused during a transcription project, which, as I have
shown in Chapter IV, necessitatesskills and knowledge at a deeper level of
understandingand knowing of the essentialelementsin the music. At an even higher
level of conceptual thinking, such as year 3 or beyond, studentsmay embark on
composition projects, while writing and imitating music either in the style of the
recordedexample, or further to experimentand createnew and hybrid forms, using
recordedperformancesas modelsfor new and exciting compositions.

Composingworld musics:breakingtradition or sparkingcreativity?
This brings my discussionsto another issue, namely activities involving
creative composition, which, I believe, should form an integral parameter in the
model for ethnomusicologypedagogy.In ChapterIV, I have briefly highlighted that
at universities there currently exists no formal framework for transmitting the
composition of world musics. Yet many ethnomusicologistsmight agree that 'the
between
is
them'
or
sounds
new
ways
of
new
relationships
producing
of
organisation
often regarded as one of the more creative musical activities (Blacking 1973:99).
Composingnecessitatesstudents'involvementin listening to musicswhilst absorbing
musical form and structure.Students' ability to synthesisewhat they hear and play
meansa creativity that takeson a further, deeperdimensionthat 'can be describedin
terms of social, musical and cognitive processes'(ibid.). Indeed, composition or
improvisation, but also songwriting or extendinga piece of music necessitatesa deep
level of intellectual interrialisationof sonic structures.
EthnornusicologistDavid Hughes,more specifically, agreesthat performing
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conceptsand distinctive preferences.Green'ssuggestions,whilst referring to popular
musics,areequally relevantfor ethnomusicologyandworthy of mentioninghere:
The assessmentof musical ability is perhapsone of the
most difficult
challenges[as] the introduction of a wide variety of musics into the
curriculum... call[s] for new and distinct assessmentprocedures....
The assessmentof improvisation brings with it new challenges,such
as how to gaugeoriginality as againststylistic suitability, or even how
to tell whether an improvisation is a 'real' or a 'remembered'one...
and thereare many other issues.(Green2002:209)
Another problem emergesfrom the limited time available for performance
study 'before [students]reach the stagewhere they can begin to feel that they have
done something "creative"' (Hughes 2004:261). Indeed, the limited
exposure to
world musics currently evident at universities, particularly at undergraduatelevel,
would not sufficiently prepare studentswith a good musical foundation crucial for
composition and improvisation. For this reason, I suggest to engage students in
Listening and Analysis at level I andListening and Transcribing at level 2 (or similar)
so as to createa solid foundation for potential Listening and Composing.The idea is
that studentsgain skills and knowledgeas they relateto the sphereof 'Music as Sonic
Experience' in the model for ethnomusicology.(In this sphereof the circle, I have
shown that students' understandingof music's sonorities as educational objective
may also be achievedthrough performing ethnomusicology,particularly in the form
of occasionalworkshopsand 'learning to perform', leading to a final performancefor
) Ethnomusicologistsmay usefully consider these ideas in their
formal assessment.
transmissionof ethnomusicology.
Another problem inherent in composition emerges from the fact that,
dependingon the music culture concerned,such as Japan,it may be undesirablefor
students to extend a musical tradition by means of composition or improvisation.
Hughes explains that students can learn the grammar of the music 'to fake
convincingly within the parameters',yet at the sametime questions'but when is this
important
266).
Such
(2004:
concerns
are
ethical
as creativity in nonpoint reachedT
Western cultures may differ significantly to the kind of freedom expectedor desired
in Western improvisation. Someethnomusicologists,notably Mantle Hood, even felt
'not privileged to write Javanesemusic' in the 1960s(Trimillos 2004b:286).
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Nonetheless, some attempts to include creative composition in the
transmissionof ethnomusicologyat universities exist. David Hughes (2004), again,
proposesa tripartite, progressiveapproachthat involves studentsin (a) composingin
the style of the culture, repertoire or era; (b) composing in advanced style by
preservingthe tradition but slightly expandingit; and (c) freely composing,allowing
hybrid and syncretic music creation. Any of these activities should take into
considerationthe aforementionedconstraintsand problems, thus enhancea sort of
6appropriatecreativity [as] somemeetingpoint of the needsof students,teachers,and
the tradition itself' (ibid.:281). Mantle Hood agreesthat student composers'should
stay within the tradition, no matter how refreshingor different [he/she]wants to be'
(Trimillos 2004b:286).
Proponents of composition like Hughes and Hood feel seemingly more
comfortable in working within the parametersof the musical genre concernedand,
whilst staying close to the sourceor original, feel to pay tribute to its originators. In
this way, they may perhapsfeel better equippedto understandthe creator's intended
syntax or even the intendedmeaning,which also representsthe (to ethnomusicology
emblematic) emic perspective.Others by contrast,notably Averill (2004), advocate
the challenging and expandingof non-Westemmusical traditions, while promoting
the composingof new expressionsin the form of hybrid and syncreticmusical styles.
In music education,this meansfor studentsto find a syntax and their own meanings
in the music whilst exploring new sonorities,new ensemblesand new combinations
of art forms (Blacking 1987:125,136). This also means to invent new ways for
presenting newly composedmusics, which could spill out into open spacesand
formal
halls
and
as
concert
stagesmay not be the most suitable
environments,
natural
Here,
the composing of ethnomusicologymay also reflect students'
environments.
heritage,
thereby exploring the aesthetics of
and
circumstances
own unique
'provoke,
disrupt,
and challenge complacency'
and
making
music
contemporary
(Averill 2004:109).

Transmitting world musics:authenticbut unreal?
A final key consideration emerges from the fact that often until today,
ethnomusicologistsstudy and examine the musics of particular geographicalareas,
being
the
traditional,
that
of
or
part
regarded
as
those
are
styles
and usually centre on
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region's art music tradition. Chapter I has equally shown that the transmissionof
ethnomusicologypivoted around traditional musics not from the West, as some
ethnomusicologists have been trained in

'the so-called old school of
ethnomusicology'(Goffredo Plastino,Newcastle,26 March 2004), and hold a 'purist
view' of music (Solfs 2004c:245). Rejecting creative processesand fusions, 'many
people see ethnomusicologistsas the type of people who are "museum-culture"
people' (Neil Sorrell, York, 6 May 2006).'
Yet imitation and appropriation of 'traditional' musics in education brings
significant ethical implications, whereby ethnomusicologistsmay 'be charged with
either neo-colonialism or irresponsible cultural squandering [and] domesticating
orientalism' (Solfs 2004b:17). This has also led to intensive debatesabout what
ethnomusicology is, and what ethnomusicologists do, while challenging the
uncritically naturalised authentic traditions that have prevailed ethnomusicological
discourseand its transmissionat universities well into the 1980s.At the sametime,
and in the light of postmodern conceptions, authenticity is an ideological
construction; there is no authentic,autonomousmusical form in the first place. In
ChapterII, I haveparticularly shownthat 'authenticityprojectedonto objects,tells us
something about the person who surrounds [or identifies] him-/herself with these
goods. Authenticity is an effective gate-keepingconcept' (Gebesmairand Smudits
2001:112). This applied not just to the physical, material, sonic and literate spaces,
but also to the ethnicity of the ethnomusicologist,confirming the notion that 'folk
music performedby a foreigneris perceivedas inauthentic' (ibid.: 112).
Many academicshave since questionedthe term 'world music' and regard it
to be a culturally constructedgenre. They now also accept practices of mixing,
syncretic hybridisation, blending, fusion, creolisation and collaboration as it occurs
level.
EthnomusicologistRUdiger Schumacher,for example, suggests
a
global
on
that:
5 This goes still further into the ways in which world musics are being transmitted, whereby I found
that many ethnomusicologistswished to adhereto the traditional transmissionmethods.Yet integrating
'necessitates
formalised
into
setting
a
new,
educational
a "Westernization", either of the
music
world
music itself or the way it is received' (Skelton 2004:169). Some American ethnomusicologistshave
more recently acknowledgedthat (albeit aiming for authenticpublic representationof music cultures in
'will
they
ensembles)
never really make [the] gamelan performances
performance
university
"Yogyanese", or (the] marimba events"Chiapanecan"[and rather than apologising) for not being what
one can never be, [educators] profit more from accepting and examining [their] inevitably shaping
roles ... (as] ... interpreters, creators, re-creators, and moulders of those cultures in the academic
world' (Solfs 2004:11).
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Many of my colleagues still regard music-ethnology, well..., it is
about traditional music.... ethnic cultures in the extra-European
area.... If we really limit it to that, then we demolish ourselves.... I
don't want to say that this doesn't exist anymore, that it dies out, I
don't believe that. Yet it doesn't suffice just to focus on this in order
to understandhuman musical behaviour worldwide. It is necessary,
also to include processesof changeunder considerationof so-called
popular music, And, in my opinion, music-ethnology, because it
applies to a great extent methodsof cultural anthropology,and holds
less than historical musicology on to a work-oriented aesthetic, is
better suited, or actually ideally suited also to take on this area.
[RUdigerSchumacher,K61n,22 July 20041'
Today there exist general acceptanceamong ethnomusicologistsof musics
that reflect disunifying fragmentation,pluralism and multiplicity (Kramer 2002). In
line with thesedevelopments,the proposedmodel for ethnomusicologypedagogytoo
acknowledges the consequencesof globalisation and multiculturalism while
embracing also commercial popular musics, and the populist values people express
while making, marketing and consumingthis music. Such a model would question
the mutual exclusivity of elitist and populist values, while regarding technology as
essentialin the production and essenceof music. This has significant advantagesfor
enhancing open-mindednessand tolerance in studentsin that it inevitably leads to
discussionsabout theories of postcoloniality and globalisation, acknowledging that
cultures now flow on a global level with a complexity that has led to the emergence
hybridity.
syncretisms
and
of new musical
Another, perhaps more pragmatic advantage,emerges from the fact that
transmitting more popular styles would provide studentswith more real and relevant
musical experiences.EthnomusicologistDavid Hughes agrees that students today
susually all want pop music really.... That's their first choice!' (David Hughes,
SOAS, 11 November 2003). To many students included in my research, their
experiencesof traditional or art musics seemedunrealistic and unsatisfactory,as to
6 Viele meiner Kollegen verstehenja unter Musikethnologie nach wie vor, so, ja, es geht also um im
ja,
im
im
Kulturen
Musik,
außereuropäischen
ethnische
wesentlichen,
traditionelle
um
wesentlichen
Raum, und ich sagte,wenn wir das tatsächlichdarauf begrenzen,dann schaffen wir uns selbstab, weit
ich will nicht sagen,daß es so etwas nicht mehr gibt, daß so etwas ausstirbt, das glaub ich nicht, aber
Verhaltensweisen
der
beschäftigen,
damit
musikalische
um
zu
allein
es reicht nicht aus, sich nur
auch unter
Menschen weltweit verstehenzu können. Da ist es notwendig, eben Veränderungsprozesse
Erachtens
die
ist
Und
da
die
Populärmusik
meines
mit
einzubeziehen.
Einbeziehung sogenannter
Musikethnologie, weil sie eben zu einem großen Teil Methoden der Kulturanthropologie verwendet,
Ästhetik
festhält,
besser
Musikwissenschaft
Historische
die
an
einer
werkorientierten
als
und weniger
Schumacher,
Bereich
[Rüdiger
diesen
übernehmen.
ideal
mit
zu
geeignet,
geeignet, oder eigentlich
Köln, 22 July 2004]
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them, theseunfamiliar music soundedstrangeand ominous, or in some way 'other'.
Thesenew, syncretic and hybrid styles, by contrast,often sound already familiar,
as
they have blendedtraditional and Euro-Americanmusical characteristics.As a result,
students may immediately relate to these musics, and cultural explanation and
contextualisationare no longer neededto instil somedegreeof appreciation.
The ways in which the transmissionof thesepopular musical styles, including
hybridised, commercial world musics may be realised, could involve bringing
analytical possibilities from different musical disciplines together. From popular
music studies, studentscan learn to examine the political, industrial, organisational
and discursive dimensions of world music, emphasising how these dimensions
condition musical representations.From ethnomusicology,studentscan learn to study
the ways in which musical representationsare embeddedin wider sociocultural
processeswith particular reference to the changing contours of collective cultural
identities. From musicology, studentscan learn to analysethe music and text itself in
order to understandthe complexities of musical authorship and agency., Again,
ethnomusicologistRUdiger Schumacherfurther suggestsutilising the methods and
approachesfrom cultural studies:
I think to us, the methodsof cultural studieswould be a good starting
point... as a complementary possibility, a further method to be
included into a holistic conceptualisationabout ethnomusicology.... I
have a very wide understandingof ethnomusicology....There are also
other new methodsin the analysisof popular musics,indeedaccording
to the specific characteristicsof a 'work'. Why not? And then it would
of coursebe very interesting to find out in how far one could utilise
these analytical methods in certain circumstances... also for the
traditional subject matter of ethnomusicology, i.e. the production
mechanismsin a rural environment. [ROdigerSchumacher,K61n, 22
July 2004]'
7 This
would enable students (a) to analyse world music using textual, structuralist (semiotic) and
poststructuralist approaches while relating these to the global music industry, its worldwide structure
and the resulting conditions of musical production; (b) to learn what world music means to participants
from an emic perspective considering places/spaces of shared experience (concerts, festivals, listening
to recordings) in order to understand the diversity of consumption and production on a local level
while relating participants' intertwined experiences to their wider social, cultural and political
contexts; and (c) to study and understand musical sound and instrumentation.

8 Das läuft langsaman, ne Umorientierung. Da sind, glaub ich die Methode der cultural studiesf'ür uns
jetzt
Ich
bezweifeln,
daß
Informationsquelle....
Ansatzpunkt,
allein
zu
wir
wage
also
ne
gute
ein guter
diese Methode der cultural studiesübernehmen,aber wir sollten sie als eine weitere Möglichkeit, eine
weitere Methode auch in die Gesamttheoriebildungder Musikethnologie übernehmen.Also ich hab
diesbezüglich ein sehr weites Verständnis von der Musikethnologie.... Es ggibt ja aber auch andere
neue Methoden in der Analyse von Populärmusik, durchausunter dem spezifischenCharakter eines
Werks. Weshalb nicht? Und dann wäre es natürlich sehr interessant,festzustellenwie weit man unter
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The transmission of such musics may start with Western pop
star
collaborations. Killick (2000) for instance, proposed the use of familiar musical
content, such as the collaboration between the Beatles and Ravi Shankar that may
serve to illustrate the overall form of an Indian raga performance,and the soundsof
the sitar, tabla and drone.' Hybrid world musics may be approachedin similar ways,
including critical analysesof the functions and characteristicsof the
global music
industry while analysing relevant journals (Songlines, for example), festivals
(WOMAD) or contests(The British World Music Award). Current fusion band Afro
Celt Sound System would serve as a good example for analyses of the criteria
establishedby international departmentsof major record labels."' Studentsmay then
be led to identify the more 'traditional' characteristicsin the musics,providing a link
to African, Irish and Afro-American music cultures. Such an approach enables
students to find common points between their own and 'other' musics, and to
overcomecultural boundariesand (with it) preconceivedideasand expectations(see,
for example,Philpott 2001 making similar claims).
So far, the discussionshave predominantly focusedon listening, yet this may
be applied further to activities involving performance,transcription and ethnography.
The latter, more specifically, would involve fieldwork in the traditional senseonly as
part of a larger set of tools and could also involve studentsin the analysis of music
and lyrics, or the discourseproducedby musicians,fans and critics, which students
may discover through 'virtual ethnography' with the Internet as the field for
investigation and discovery.In fact, adoptingethnography(in methodologicallypurist
terms) to the ever-increasinggeographicallydislocatedpopulationsof people(not just
Unistanden these Untersuchungsmethoden...nicht auch filr das traditionelle Untersuchungsfeldder
Musikethnologie fruchtbar machen k5nnte, d.h. auch die Produktionssmechanismen in einem
d6rflichen Unifled. [RUdigerSchumacher,K61n,22 July 2004]
9 It is interesting to note that Western pop and rock stars seem often to serve as 'taste shapers' to
students. Only recently, I observedin studentsa heightenedlevel of appreciation and acceptanceof
North African musical styles when I showedthem a brief documentaryabout the recent collaborations
between international rock band Led Zeppelin with a group of Egyptian musicians,and betweenpop
in
Sting's
hit
'Desert
Rose'.
Rai'
'Prince
Algerian
Sting
recent
the
of
and
singer
10The international repertoire marketed and sold by the global music industry clearly correspondsto
form,
(b)
ballad
include:
(a)
These
the
melodic
structure,
a
recognisably
may
criteria.
certain musical
(c) a voice without accent, (d) and a globally comprehensiveimage (Gebesmairand Smudits 2001).
This set of 'implicit' criteria has been establishedby the international departmentsof the major music
high
is
The
international
labels
this
the
to
at
profits.
repertoire
aim
standardise
repertoire
record
with
thus a highly syncretic music with local colour and does not representthe culture of only one single
discuss
Irish
hop)
identify
African,
(hip
Western
be
led
the
Here,
to
and
and
studentsmay
country.
have
in
they
originated.
to
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these
which
culture
musical elementsand relate
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in virtual spaces, but also in the physical world) has started to challenge the
discipline's concepts of emic/etic perspectivesand its concomitant concern with
making musical culture intelligible acrosscultural and linguistic boundariesthrough
ethnographic representation.Such fundamental discussions should be regarded as
deeply embeddedin the model.
In the model for ethnomusicologypedagogy, I thereby suggest to provide
students with multiple accesspoints to world musics, including starting with the
familiar and preferred.This is not to say that an emphasison traditional styles is not
important, yet a balancedmusic education should also include musics that reflect
innovation and adjustmentsof the 20'h and 21" centuries.This has the capacity to
challenge the fixed, bounded and essentialistconcept of authenticity that students
often negotiated and reconstructed in their encounters with world musics.
Transmissionof such styles may also lead studentsaway from Eurocentric musical
perceptions,as hybrid world musics could be approachednot only as the other of
Westernculture, but equally as the other of non-Westemcultures,effectively creating
a music education that is not dominated or centred in the West. A model for
ethnomusicologypedagogythat acknowledgednotions of hybridity and globalisation
through people's mediation betweenthe local and the global would truly be a music
educationat tenetswith the 21" century.

Towardsa revolution in music education!
The model for ethnomusicologypedagogyproposedin my discussionsrcflects
involving
inclusive
while
actively
students and
environment,
and
non-elitist
an
Challenging
learning
the
students'
process.
the
of
experiential portion
cmphasising
Eurocentric conceptsand moving towards multiple perspectivesand approachesis
deeply embeddedat every stagein the transmissionof ethnomusicology.This is not
Yet
it
Herkunfi.
discard
their
roots,
cultural
or
own
that
to suggest
studentsshould
in
transformation
attitude and
a
emphasisesan opening up of students'perceptions,
heart
is
This
the
an
modelling
of
at
towards
others.
and
self
perspective
democratic
inclusive
view
of
and
that
students'
enhances
pedagogy
ethnomusicology
I
Blacking,
ideas
John
to
the
Referring,
of
once again,
all people and their musics.
noted strong similarities:
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It is... a question of... How can we combat narrow-mindedness,
racism, prejudice... and eurocentricismin music education?How can
we teach people through music-making that there is a larger social
world outside and a richer world of experience inside each
individual?... The aim of music in schools must not be to reinforce
tribal boundariesor to encouragetokenism.... It should emphasize
humanvariety and ingenuity. (Blacking 1987:146-147)
The ideas and conceptsembeddedin the model resonateclosely with these
conceptions,which celebrateeclecticism and multiplicity, and promote a globally,
contemporaryand democratically informed senseof all musics. The model allows
in
is
transmit
that
truly concernedwith
to
ethnomusicology
a
way
ethnomusicologists
meaning,experienceand expression,and that enablesstudentsto develop their own
lives
lives
the
the
values
of
musical
of all peoples.
equal
understanding
while
musical
This, as I have shown, led many towards open-mindedness,compassionand care for
others.In this way, the model for ethnomusicologypedagogymay indeedaddressthe
long-term aspirationsof a democratic society for preparing studentsto improve the
in
for
full
for
life
the social,
to
students
participation
and
prepare
others,
quality of
large.
Germany,
UK
life
the
the
at
and
world
and
of
artistic
economic,political and
The purposeof such an educationis not the selfish acquisition of knowledge
but the learning that better serves society. Instilling in students that 'Music as a
for
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world peaceand
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Such impacts are vital for students' transformations and changes in attitude and
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Appendix 1: Summary of interviewed Students
Institution
SOAS, London

Goldsmiths
College, London

Time of Research
visit
9 Nov 03 - 14 Nov
03

Name

Notes

Emily V

Interview on
11 Nov 03

9 Feb 04 - 13 Feb
04

Amaryllis

Interview on
11 Feb 04

Stella

Interview on
11 Feb 04

Tinoosh

Interview on
12 Feb 04

Argibel

Interview on
12 Feb 04

ShengShi

Interview on
13 Feb 04

ArgibeI

Skype
Interview on 3
June06
Internet
interview on 4
July 06
Internet
interview on 10
July 06
Interviewed on
18 Nov 03

James

Natalie

The Queen's
University of
Belfast

The University of
Bangor

17 Nov 03 - 21
Nov 03

I OctO3-3 Dec
03

Terrie

Sally

Interviewed on
18 Nov 03

Gordon

Interviewed on
19 Nov 03

Laura I

Interviewed on
8 Oct 03,15
Oct 03,2 Dec
03
As above

Alison

Carolan

Questionedon
15 Dec 03

Matt

Questionedon
3 Dec, 15 Dec
03

Sociocultural
Characteristics'
Female;aged20-30;
undergraduate;
White English
Female;aged20-30;
postgraduate;White
Greek
Female;aged20-30-,
postgraduate;White
Greek
Male; aged30-40;
postgraduate;
Iranian
Male; aged20-30;
postgraduate;
Basque
Female;aged20-30;
postgraduate;
Chinese
Male; aged20-30;
completedPG
studies;Basque
Male; postgraduate;
English
Female;
postgraduate;
English
Female;aged20-30;
undergraduate(I'
year); White Irish
Female;aged40-50;
postgraduate;White
Irish
Male; aged40-50;
postgraduate;White
English
Female;aged20-30;
undergraduate(3d
year); White
English
Female;aged20-30;
undergraduate(3d
year); White
English
Female;aged20-30.
undergraduate(I"
year); White Irish
Male; aged20-30;
undergraduate(I"
year); White

1The inclusion of participants' sociocultural characteristicsis indeed significant, which acknowledges
is
in
importance
to
the
which
music
factors
ways
fact
'sociocultural
that
are clearly of enormous
the
learnt' (Green2002:12), an issuealso shown throughout the thesis.
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Barbara

I Oct 05 - Oct 06

Samantha

Hannah

Victoria

Tim

Ruth

Leeroy

Laura 2

Kevin

Charlotte

Delyth

Jennifer

Barbara

Lisa

The University of
Sheffield

I Sep03 May 04;
Sep04 - May 05

Graeme

Jessica

English
Questionedon
Female;aged40-50;
15 Dec 03
undergraduate(l'
year); White
English
Interviewed on Female;aged20-30;
25 May 06
undergraduate(2"d
year); White
English
Interviewed on Female;aged20-30;
25 May 06
undergraduate(1'
year); White
English
Informal
Female;aged20-30;
conversation
undergraduate(1'
on 8 May 06
year); White
English
Informal
Male; aged20-30;
conversation
undergraduate(I"
on 8 May 06
year); White Welsh
Interviewed on Female;aged20-30;
25 May 06
undergraduate(1'
year); White British
Interviewed on Male; aged30-40;
25 May 06
undergraduate(1'
year); White
English
Interviewed on Female;aged20-30;
25 May 06
undergraduate(l'
year); White
English
Interviewed on Male; aged20-30;
25 May 06
undergraduate(3d
year); White
English
Interviewed on Female;aged 20-30;
25 May 06
undergraduate(I"
year); White Welsh
Female;aged20-30;
In-class
presentationon undergraduate(3d
15 Oct 05
year); White Welsh
Female;aged20-30;
In-class
presentationon undergraduate(3d
15 Oct 05
year); White
English
In-class
Female;aged40-50;
presentationon undergraduate(3d
15 Oct 05
year); White
English
Informal
Female;aged20-30;
undergraduate(2"d
conversation
on 8 Jun 06
year); White Welsh
Male; aged20-30;
Groupinterviewed on undergraduate(l'
2 Oct, 10 Oct,
year); White
17 Oct, 24 Oct, English
31 Oct, 7 Nov.
28 Nov, 12
Dec, 19 Dec 03
Female;aged20-30;
As above;
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follow-up on
20 Feb 04

Oli

As above;
follow-up on
27 Feb 04
As above

Sarah

As above

Rachel

Interviewed on
2 Oct, 10 Oct,
17 Oct, 24 Oct,
31 Oct, 28
Nov, 19 Dec
03; follow-up
on 5 Mar 04
Interviewed on
6 Oct, 10 Oct,
20 Oct, 20 Nov
03
Interviewed on
6 Oct, 20 Oct,
20 Nov 03

Angela

Melinda

Chris

Rachel

Interviewed on
20 Feb 04

Celia

Interviewed on
30 Apr 04

Stephan

Interviewed on
30 Apr 04

Yue

Interviewed on
15 Nov 03

Shih-Hua

In-class
demonstration
on 20 Feb 04
Interviewed on
8 Dec 03

Richard

Carla

Lindsay

Simone

The

of

26 Apr 04 - 21

Joe

Telephoneinterviewed on
21 May 06
Telephoneinterviewed on
24 May 06
Selfinterviewed on
21 May 06;
July 06
Interviewed on

undergraduate(1"
year); White
English
Female;aged20-30;
undergraduate(1'
year); Chinese
Male; aged20-30;
undergraduate(1"
year); White
English
Female;aged20-30;
undergraduate(V
year); White
English
Female;aged20-30;
undergraduate(1"
year); White
English

Female;aged20-30;
undergraduate(I'
yeat); Chinese
Male; aged20-30;
undergraduate(1'
year); White
English
Female;aged20-30;
undergraduate(Yd
year); White
English
Female;aged30-40;
undergraduate(3d
year); Chinese
Male; aged20-30;
undergraduate(2d
year); White
English
Female;aged20-30;
postgraduate;
Chinese
Female;aged20-30;
postgraduate;
Chinese
Male; aged20-30;
postgraduate;White
Welsh
Female;aged20-30;
postgraduate;White
Portuguese
Female;aged40-50;
completedPhl);
White English
Female;aged30-40;
postgraduate;White
German
Male; aged20-30;
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York

The University of
Newcastle

The University of
Durham

The University of
Liverpool

May 04

17 Feb 04 - 18
Mar 04

27 Oct 03

Sep04 - Jun 05

6 May& 17
May 04
Sophie

Interviewed on
17 May 04

Leah-Beth

Interviewed on
9 Mar 04

Jennifer

Interviewed on
16 Mar 04

Emily P

Interviewed on
27 Oct 03

Alex

Interviewed on
27 Oct 03

Studentgroups

Observedand
groupinterviewed
during weekly
lecturesand
seminars
Interviewed on
17 Nov 04

Craig

The University of
Manchester

Jan- Jun 05

Studentgroup

Jonathan

Observedand
groupinterviewed
during weekly
lecturesand
seminars
Interviewed on
9 May 05

Liz

Interviewed on
9 May 05

Thomas

Interviewed on
9 May 05

University of KbIn

19 Jul 04 - 23 Jul
04

Studentgroup

Observed
during classes
and workshops

Hochschule ffir
Musik und Theater
Rostock

24 Nov 03 - 28
Nov 03

Constanze

Interviewed on
24 Nov 03

Jana

Interviewed in
24 Nov 03

under-graduate(Y-jyear); White
English
Female;aged20-30;
undergraduate(2"d
year); White
English
Female;aged20-30;
undergraduate(I"
year); White
English
Female;aged40-50;
postgraduate;White
English
Female;aged20-30;
undergraduate(I"
year); White
English
Male; aged20-30;
undergraduate(I'
year); White
English
Male and female;
majority aged2030; undergraduate
(1" -P year);
majority White
English
Male; aged20-30;
undergraduate;
White English
Male and female;
majority aged2030; undergraduate
(2d year); majority
White English
Male; aged20-30;
undergraduate(2"d
year); White
English
Female;aged20-30;
undergraduate(2"d
year); white English
Male; aged20-30;
undergraduate(2"d
year); white English
Male and female;
agedin upper 20s
and 30s;
undergraduateand
postgraduate;
majority White
German
Female;aged20-30;
undergraduate;
White German
Female;aged20-30;
undergraduate;
White German
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Other

I

Debby

Interviewed on
29 Jan 04

Florian

Internet
interviewed on
4 Jul 06
Telephone
interviewed on
8 Jul 06

Martin

Female;aged20-30;
completedstudies;
White English
Male; aged30-40;
postgraduate;White
German
Male; aged30-40;
postgraduate;White
German
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Appendix 11:Summary of Ethnomusicologists
interviewed/ observed
Institution
SOAS, London

Time of
ResearchVisit
9 Nov 03 - 14
Nov 03

and Guest Teachers

Name

Notes

NackgrOUnd--

David Hughes

Interviewed on II Nov
03

Ethnomusicologist

Observedin lecture on
10 Nov 03 (Music in
South Asia);
Interviewed on 12 Nov
03
Observedin seminaron
RachelHarris
12 Nov 03 (EM:
Themes& Variations)
and 14 Nov 03
(Seminarsin EM)
Dusadee'Gaew'
Observedin Thai
Swanghibeonpong ensembleand lecture
(South East Asian
music) on 10 Nov 03
Name unknown
Observedon 10 Nov 03

Ethnomusicologist

Richard Widdess

Goldsmiths
College, London

9 Feb 04 - 13
Feb 04

John Baily

ReemKelani

The Queen's
University of
Belfast

16 Nov 03 - 21
Nov 03

Hae-kyungUrn

Kay Milton

Suzel Reily

Name unknown
The University of I lOctO3-3Dec
03
Bangor

CarolineBithell

Ethnomusicologist

Guesttutor/
Musician

Klezmer tutor

EthnoObservedin
lecture/seminaron 10
musicologist
Feb 04 (Comparative
PerformancePractice);
on 12 Feb 04 (Intro to
Anthropological Film);
Interviewed on 13 Feb
04 and 7 June06
Observedon 13 Feb 04 Guesttutor/
(Workshop: Palestinian Musician
music)
Observedin seminaron Ethno18 Nov 03 (Key
musicologist
Debatesin EM);
Interviewed on 18 Nov
03
Interviewed on 19 Nov
Head of
03
School/
Anthropologist
Observedin lecture on
Ethno20 Nov 03 (Music,
musicologist
Ethnicity, Identity)
Ganielan
Observedin workshop
tutor
on 16 Nov 03
Observedin lectureson
I Oct 03,8 Oct 03,15
Oct 03,22 Oct 03,29
Oct 03,5 Nov 03,3
Dec 03 (all related to
'Music Cultures of the
World' and 'Music in
Africa'); Interviewed
on I Oct 03,8 Oct 03

Ethnomusicologist
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I Oct 05 - Oct
06

Simone Kruger
Leman Mirazi

The University of
Sheffield

Sep03 - May
04; Sep04 May 05

JonathanStock

Andrew Killick

Inok Paek

Name unknown
Moharnmadreza
Azadehfar

Chou Chiener

The University of I 26 Apr 04 - 21
May 04
York

The University of
Newcastle

17 Feb 04 - 18
Mar 04

Neil Sorrell

Goffredo Plastino

Self-observations
Observedin workshop
on 6 Mar 06
Observedin lectures/
seminarson 29 Sep03,
13 Oct 03,1 Dec 03,8
Dec 03 (all related to
postgraduatereadings
in EM); Interviewed
on 30 Sep03,6 Oct 03,
13 Oct 03,10 Nov 03
Observedin lectures/
seminarson 6 Oct 03; 3
Nov 03, (related to
postgraduatereadings
in EM); Observedin
lectureson 2 Oct 03,10
Oct 03,30 Oct 03,24
Oct 03,30 Oct 03,31
Oct 03,7 Nov 03,28
Nov 03,19 Dec 03 (all
related to the
Introduction to world
music); observedin
lectureson 20 Feb 04,
5 Mar 04,7 May 04,14
May 04 (all related to
'Music in East Asia');
Interviewed on 3 Oct
03,6 Oct 03,17 Oct 03,
3 Nov 03,12 Nov 03,
28 Nov 03,7 May 04
Observedin workshop
on 27 Feb 04 (Korean
zither)
Observedin workshop
on 5 Dec 03
Observedin
lecture/workshopon 12
Oct 03
Observedin
lecture/workshopon 30
Apr 04 (Music of
Taiwan)
Observedin lectures
and workshopson 26
April 04,6 May 04,10
May 04,17 May 04 (all
generallyrelated to
gamelan);Interviewed
on 17 May 05
Observedin
lectures/seminarson 17
Feb 04 (Music &
Memory), 2 Mar 04
(Music & Gender),9
Mar 04 ('world
music'), 16 Mar 04

Mbira tutor
Ethnomusicologist

Ethnomusicologist

Research
Fellow
Kora tutor
Ethnomusicologist/
Santur and
daf player
Ethnomusicologist
Ethnomusicologist

Ethnomusicologist
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Sep04 - Jun 05

Simone Kruger

(Music & Gender) (PG
Readingsin EM);
Interviewed on 16 Mar
04
Observedin a lecture
on 27 Occt 03 (An
Introduction to EM);
Interviewed on 27 Oct
03
Weekly self-reflections

Jan- Jun 05

Simone Kruger

Weekly self-reflections

19 Jul 04 - 23
Jul 04

RUdiger
Schumacher

24 Nov 03 - 28
Nov 03

Britta Sweers

The University of 1 27 Oct 03
Durham

The University of
Liverpool
The University of
Manchester
University of
Kbln

Hochschule für
Alusik und
Theater Rostock

Andy Nercessian

Hartmut MölIer
Wolfgang
Schtniedt

Observedin lectureson
20 Jul 04
(Transkription &
Analyse), 21 Jul 04
(Musik in Bali)
(1-16fische
Musikstile in
China, Japanund
Korea), 22 Jul 04
(Musik der
Pitjantjatjara - student
presentation);Observed
in workshop on 22 Jul
04; Interviewed on 22
July 04
Observedin lecture on
24 Nov 03 (EinfUhrung
in die Weltmusik);
Interviewed on 25 Nov
03
Interviewed on 25 Nov
03
Interviewed on 25 Nov
03

Ethnomusicologist

Ethnomusicologist

Ethnomusicologist

Principal
Popular
Musicologist
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