Abstracts

Session 1

John G. Plemmenos, Ionian University, Greece

Sexual Ambiguity in a female musical activity: The case of Eva Palmer-Sikelianou

This paper focuses on the musical compositions of Eva Palmer-Sikelianou (1851-1952), an American intellectual and composer, and wife of the acclaimed Greek poet, Angelos Sikelianos. Eva was trained in Greek ecclesiastical music at the Athens conservatoire, and in the 1920s led the revival of the Delphic Festival. In the 1930s, and while in America, Eva, who was then in her sixties, embarked in a new musical activity that included musical settings of English poetry by well-known male poets, such as Whitman, Stevenson, Shelley, Milton, etc. To this end, she chose certain musical modes (echoi) from Greek ecclesiastical music from among the three genera (diatonic, chromatic and enharmonic). According to ancient Greek harmonic writers, such as Aristides Quintilianus (1st century AD), whom she thoroughly studied, this genera represented the male, female and an “intermediate” sex, respectively. According to her autobiography, during this process she was inspired by a dream where she was transformed to a man, kept a male profile as a composer, and opted for male dancers and singers. This paper for the first time examines the musical data of her musical compositions of the 1930s in the light of musicology and Ethnomusicology. It will also attempt to answer questions such as, why she chose almost exclusively male poets (and who were they), why her favorite music genus was the “male” diatonic one, and whether this choice reflected her personal life. The author has recorded Eva’s  musical works for Greek Radio 3 (ERA 3 – first ever recording) and will play (and possibly perform live!) some of these works.

Alexandros N. Constansis, University of Reading

The Hybrid Vocal Persona

Music listening appreciation can never escape the influence of prevalent ideas. However, even within hostile eras, there has always been an audience for voices existing beyond the binary. The most well-known of them are undeniably the Musici – mostly known as castrati – who became not only established but also acknowledged to be the singing representatives as well as embodiments of philosophical ideals of their times.  By the end of 18th century, tastes and principles in music and art had greatly changed and contrary to their predecessors, they were becoming clearly defined by male / female gender boundaries. Nonetheless, as already stated, there has always been a demand for unusual vocal quality, which, in our times, is definitely growing. New significant artists possessing a hybrid vocal quality, which is distinctly different from what is obtained by the use of e.g. typical falsetto, can now be heard in concert halls or even famous opera houses. Let me here define that Hybrid voices are, according to my neologism, the singing instruments formed, irrespective of reason, by the combination of more than one hormonal category or group

In this paper, I will present the most significant voice-cases of our days and explain the verified or suspected methods followed by most Natural Male Sopranos / Altos and Transvoices. My intention is to make the rarely gifted singers not only known but also let their own views be heard, wherever possible. I believe that the Art of Singing has a lot to gain from their sensitive and refreshingly individual approach.

David Wong, Open University

Transient gender identities and electronic organ entertainers in the UK

In the UK, the electronic organ club is a performance space where transient gender formulation takes place regularly. This arises mainly due to demands from the club committee on what itinerant performers play in the concert.  Performers are their own master of ceremony. Those who do well in “working” the audience are rewarded with an immediate contract to return within a few months. Gender formulation is very evident in this performance space where the performer constructs transient gender identities for himself or herself in an imaginery (past) musical world.  The performers cheoreograph their programmes by using story-lines between songs to create different gender identities. Young performers (under 30 years old) work especially hard for a repertoire that is well received by their audience. Examples include male performers playing the Titanic theme and love songs, and female performers playing Star Wars theme and rock music. Clubs attendance is now facing serious decline due to poor health of their members who are mostly well advance in their retirement age. Performers are expected to make extra effort to boost club attendance. Choreographing themes from the Second World War through to the 1980s are particularly in great demand.  Different performers respond differently to the opportunity to choreographing programmes of a gender different from their own.  This paper will outline a historical and social context of the clubs, organology, and will focus on opportunities, necessities and problems in transient gender formulations as expected by the performers and their paying audience.

Session 2

Britta Sweers, University of Music and Theatre, Rostock Germany.

Female Faces Of Modern English Folk Revivals

The Second English Folk Revival and the subsequent Electric Folk movement featured a strikingly broad range of focal female performers, such as Shirley and Dolly Collins, Sandy Denny, Maddy Prior, and Jacqui McShee. The female performers were not only attractive front figures, but often also actively involved as songwriters or bandleaders. This paper approaches the female folk perspective from three angles: how female performers were portrayed from the outside (e.g. from the media or management side), how they described their situation themselves—and how traditional repertoire could be transformed towards a more female perspective.

The difference to other music scenes became particularly apparent when folk performers started to enter the rock sphere where female front figures were still a minority in the 1960s. That this strong female presence was considered unusual becomes evident in the coverage by music papers, such as Melody Maker and New Musical Express. Despite an overall positive portrayal, criticism was occasionally also based on gender issues. For example, manger Joe Boyd credited the failure of Sandy Denny’s band Fotheringay partly to her (female) democratic thinking—in contrast to a (male) hierarchical band structure. Nevertheless, the experiences of the performers within the music scenes vary highly. While Maddy Prior denied having encountered any gender-related problems, Frankie Armstrong described her first attempts to introduce female repertoire into the early folk scene—that was dominated by male (sailor and drinking) repertoire—as difficult. Particularly with Armstrong one can also observe an adaptation of the Child Ballads towards a stronger female perspective.

Lam Ching-wah, Hong Kong Baptist University

Gender in Chinese Opera from the Perspectives of Mistaken Identity

Like Western opera, Chinese opera is a combined art which demands performers to sing, act, recite and do stage movements.   More developed forms of Chinese opera like Beijing or Cantonese opera have stylized characters for male, female, painted faces and clowns, a division taken seriously from the early stages of training.   A young trainee will therefore be assessed for being taught performing skills for a particular kind of character, notwithstanding that one’s own wishes will be taken into consideration.   For example, a boy who is short and overweight will likely be trained as a clown, while a girl who is slim and good-looking can become a female protagonist.   It is this distinction in characters that has allowed performers to specialise in roles most appropriate for their professional and career development.   The famous Beijing opera actor Mei Lanfang specialised in female roles, and he was able to develop a singing style that many young actresses like to imitate; his counterparts in Huangmei opera and Cantonese opera are the actresses Ling Po and Ren Jianhui (Yam Kim Fai) respectively, who inevitably take male roles in performances with equal success.

This paper endeavours to investigate the social, political, cultural and artistic dimensions of Chinese operas which involve male actors taking on female roles on stage and vice versa.   It is possible to argue that these performers have a large number of supporters because of their art in acting and singing in their assumed roles; their genders in real life have little relevance to what is seen on stage.   A number of operas involving mistaken identities will be used as examples to support the view that this kind of disorder provides a respite from the tradition of performing in the strict order of stylized characters.

Session 3a

Sissie Theodosiou, University of Manchester

The gender of music: Performing gypsyness, performing gender

Social theories which stress the ways ethnic and racial differences are entrenched and essentialised through the intersections with gendered systems of differentiation  (e.g. Anthias and Yuval- Davis, 1992; Brah, 1992) have been subjected to critique in recent years. Based on Butler’s influential work on the mutual constitution of social categories through performative acts of gender and ethnicity (1990; 1993), more and more scholars move beyond what they consider as “add-on models of identity formation” – the tendency to list identities or analytical variables of identity (race, gender, sexuality) and regard identity politics around each as discrete- and examine the embeddedness of social categories and their mutual construction (e.g. Probyn, 1996; Di Leonardo, 1994; Trinh, 1989; ). 

Taking the lead from these analyses, in the proposed paper I would like to articulate a series of preliminary concerns about the gendering of gypsy music and the way it connects to the discourse on ‘identity’ and ‘difference’. More specifically, I shall explore the relationship between the idea that gypsy musicians are seen as “symbolically neutered and unsexed, inferior, and muted men” (e.g. Cowan, 1990:129) and the rather different understandings I have developed through my ethnographic research with the gypsy musicians of Parakalamos (a village on the Greek-Albanian border in the NW of Greece). As I unpack ethnographically the main cultural practice that marks out gypsy maleness, namely their musicianship, I foreground the way gypsy musical performances in Parakalamos are experienced as  encounters, as sites of gendered tension.

In this light and against this background I argue that the dichotomy gypsies/non-gypsies and the related issue of gypsy musicians being constructed as neutral backdrops for the production of a non- gypsy male and female  identity, is at most a starting point. In the case examined one can  no more fix bodies than one can fix gypsy identities and in so doing clearly recognize an opposition between them. Accepting this however, is not to say that gyspyness and bodiliness do not mean anything specific. Rather, it suggests that particular contexts and moments introduce different, additional elements to the gendered ‘law’, and in so doing render it uncertain and perhaps ultimately supersede it.

Iren Kertesz Wilkinson

The Role of Singing and Dancing in the Creation of Roma Men and Women in two Hungarian Roma groups

A number of Roma/Gypsy/Sinti and Traveller groups seem to distinguish themselves from the non-Gypsy population through a complex set of moral rules which collectively add up to what they refer to as the “Gypsy way of being”. The “Gypsy way” comprises morally engendered individuals, who enact their specific femininity and masculinity with sensitivity for age and locality. Having the non-Gypsies as a counterexample, the Gypsies focus on creating and performing their present inter-subjectivity, which they perpetually remake and reinterpret in different situations. In this paper, I shall make use of the above ideas, as put forward by Paloma Gay y Blasco (1999), and illustrate how musical expressions are one of the best ways to generate distinct Roma selves, male and female, who see their superiority not so much in a strict adherence to, or passive acceptance and reproduction of, already set moral ideals but in their active creation and performance of always alternating and affecting selves, their strong but controlled desire. I shall draw on my research among two different Hungarian Roma groups, the Vlach Gypsies and the Romungro, and refer to my own research/performance experience when appropriate.

Session 3b

Iranian Music Film Screening and Discussion Session
 Laudan Nooshin and Parmis Mozafari

The first of a two-part documentary film: undergound rock music in Iran;  

Saz-e Mokhalef   ('Off Beat')  (45 mins)

Session 4a

Nishlyn Ramanna    University of the Witwatersrand, Johannesburg

Performances of gender and power in contemporary South African jazz

Inevitably, individuals' experiences of power - both as capacity and constraint - are skewed by their occupation of various subject positions including gender, sexual orientation, age, class, race, etc. Familiarly expressed in terms of hierarchically ordered 'Same-Other' polarities such as male-female, straight-gay, white-black, adult-child, etc, these 'positionalities' asymmetrically situate individuals as speakers and addressees of power, variously facilitating or impeding their participation within different social arenas. Contemporary South African jazz is one of these arenas, and drawing on the interview testimony of jazz performers and their audiences, the paper theorises the gendered dimensions of music's production and reception, with specific reference to the music played by three local jazz bands at concerts held in Durban and Johannesburg between 1994 and 2003.

Sarahleigh Castelyn, University of London

Mothers and Daughters: South African Dance Theatre and the body as a site of struggle for meaning

South African bodies embody political and social discourses and are the primary sites of social and political experience of South African life. It remains an act of resistance in South Africa today when different ‘races’, genders, and sexualities move together on stage. This paper will examine South African dance theatre with its primary focus on the performing body in order to develop an understanding of the body’s social and political meanings post-Apartheid.

Lliane Loots, company director of The Flatfoot Dance Company interrogates the discourses of ‘race’ and gender that have colonised both the physical body of the performer and the South African spectator. Her recent performance work TRANSMISSION: Mother to Child, performed at Jomba! 2005 (South African Contemporary Dance Festival), explores the theme of motherhood; focusing on HIV/AIDS and mother-to-child transmission, the surrogacy relationship between ‘black’ domestic workers and ‘white’ children, and the construction of the nation of South Africa as a mother. This paper will investigate how the body re-inscribes, resists and dismantles the discourses and practices of gender, ‘race’, and sexuality. I will attempt to examine how these acts of resistance are performed, and to what effect these acts produce resistance. 

The conference paper emerges from my current doctoral research into the body and South African contemporary dance theatre. It will contain an account of my own practice-based research project in which I investigate, through the use of movement-based performance, the agency of the moving body, and its ability to produce moments of resistance and subversion.  

Natalie Kirschstein, Harvard University

 “A Woman Inhabited by Men”: Male voices and the Politics of the Feminine in the Uruguayan Murga

The murga, an Uruguayan genre of carnival music, is a theatrical performance which recounts the events of each year. Through parody and satire ensembles critique and comment on political and social issues, such as education, human rights, poverty and health care. It is a space within which to contest official governmental and other dominant positions, a place to express an opposing voice. However, while murga is an arena for questioning established hierarchies, it simultaneously reproduces many of them, in particular with respect to gender and sexuality.

Historically murga is an all-male genre, and while a number of groups now include some women performers, there is considerable discussion as to what makes an acceptable female murguista. The murga stage and surrounding atmosphere remain very much a place to display male skill and machismo. Thus while murga is often thought of as “the voice of the people,” it particularly emphasises the masculine voice. Issues of gender and sexuality are frequently made explicit in commentary about murga, as well as in the shows themselves. In this paper I will discuss the ways in which gender dynamics are played out in murga at both a literal and an implicit level. Drawing on interviews with murga performers and audience members, analyses of murga lyrics, and reflections on my own role as a female ethnographer in a male-dominated atmosphere, I will explore how considerations of gender and sexuality both support and contradict murga’s role as a voice of dissent.

Session 4b

Representations of Gender in Musical Instruments
Musical instruments are significant cultural artefacts which may carry gendered meanings.  In this panel we propose to examine the gendering of instruments in a variety of contexts, taken from a range of cultures.  The four panellists will present 20-minute papers on their various subjects, and we then intend to have a 40-minute open discussion on the issues raised.

Veronica Doubleday, University of Brighton

Representations of gender in musical instruments 

This paper will provide an overview of this topic based on cross-cultural research into the existing literature for a forthcoming edited collection of essays, Sounds of Power: Musical Instruments and Gender.  Two main themes will be explored: (1) single gendered identities where an instrument is seen as male or female, and (2) paired identities where two instruments are represented as a male/female set. Single identities offer an opportunity to examine representations of maleness or femaleness. For the paired identities, I shall examine ideas about complementarity or difference (among other possibilities) encoded in male/female relationships. In both cases we may also look at the gendered relationships between instruments and players.  Drawing on various examples, I will discuss how gender is represented in instruments, e.g. through the use of iconography, nomenclature, or gendered substances. The talk will be illustrated.

Kevin Dawe, University of Leeds

Men making lyres, lyres making men: Vital transformations in the lute cultures of Crete

In this short paper, I focus on the power of lute cultures to symbolically and socially transform society. The focus here is on the ways in which lyres and lyra music have come to embody masculine ideals, providing the instruments with a certain transformative power within Cretan society. After all, the wood of the 'heartland' becomes a sound-producing device, a pastoral society becomes a modernising one through lyra music, just like the community moving into celebratory mode, where a couple becomes man and wife, as boys become men. Various sites of transformation will be discussed: from musical instrument workshops to wedding celebrations.

Henry Stobart, Royal Holloway

“Everything is Qhariwarmi (‘man-woman’)”:Musical Instruments, Gender and Fertility in the Bolivian Andes

The complementarity of qhariwarmi (‘man-woman’) is found at the core of many Andean institutions, notions of completeness, and conceptualisations of (re)productive relations. For example, the married couple is treated as the primary productive unit within the ayllu (ethnic group), traditional positions of authority are restricted to married couples, the ayllu is conceptualised as split between upper (male) and lower (female) moieties, and agricultural production is ensured by the ritual marriage of the female fields (wirjin) to the male mountains (qullus). This same male/female duality has been reported in relation to the categorization of paired musical instruments in several parts of the Andes, such as panpipes – which commonly divide the pitches of the scale between two instruments, and are played using ‘hocket’ of ‘interlocking’ technique. However, during fieldwork among agriculturalists and herders of ayllu Macha (Northern Potosí, Bolivia), the male instrumentalists did not stress a male/female dichotomy between paired instruments, and sometimes explicitly refuted any such suggestion. Nonetheless, they closely associated their performances with (re)productive processes, and gender often emerged as a critical factor. This paper explores some of these alternative categorizations, their challenge wider assumptions about gendered relations, and speculates on what this might tell us about local approaches to fertility and (re)production.
Stephen Cottrell , Goldsmiths College, London

The gendered saxophone
In this paper I shall focus largely on the saxophone’s use in a range of Western music styles, and examine to what extent it is endowed with particular gendered characteristics in different contexts.  I shall consider whether Adorno’s intuitive description of the instrument as ‘sexually ambivalent’ remains true, and how this ambivalence is played out sonically, iconographically, and in the social practice of music making.

Session 5a

Laudan Nooshin, City University

The Siren’s Song: Embodiment and the Female Voice in Iranian Popular Music

On June 8th 2001, Iran held its eighth round of presidential elections since the 1979 revolution. One of the most remarkable and hidden stories of this election was the large number of women who, for the very first time, put themselves forward as candidates despite the absolute certainty that none would be selected. And what was particularly interesting was that these women came from all walks of life - from the very poorest to those with established professional careers. This story highlights the increasing confidence with which Iranian women are seeking to make their voices heard in the public domain and resonates strongly with a growing civil society consciousness in Iran.

So, what are the implications for music? How is this confidence manifested in the musical domain? With the establishment of Islamic law in 1979, the state apparatus in Iran has struggled both to define an acceptable place for music-making and to maintain control over music in a society where music is everywhere. The close association of music and physicality has impacted particularly on women, with a complete ban on solo female singing in public (except to all-female audiences), as well as on dance. Nevertheless, the early 1980s return-to-roots classical music movement attracted large numbers of women to music-making. Many years later - and building on this foundation - with the late 1990s easing of restrictions on popular music (in place since 1979), women have also started to become active as performers and composers of popular music.

This paper will explore the growing female presence in Iranian popular music, focusing on one all-female pop band and a bass guitarist involved in the ‘underground’ rock music movement.

Parmis Mozafari, 

Erosion of Gender Roles in Iranian Musical Culture

As citizens of a country in transition and still governed by reactionary patriarchs, Iranian women suffer from restrictions in their public and private lives. However, when it comes to music, the situation is worse because after the 1979 revolution, nearly all forms of music were prohibited for a decade, and even now women solo singing, except for an all female audience, is still prohibited. Another problem is that some musical traditions are by themselves masculine and exclude women. For instance, some Sufi musical traditions have been until recently closed to women. 

Daf (the framed drum) is one of the most prominent musical instruments of Sufi music, which until a decade ago had never been played by women, partly because of the common belief among Sufis that Daf is sacred and should not be touched by women, and partly because it was believed to be a masculine instrument. Thus the idea of a woman as a professional Daf performer and teacher, who could write on Daf related issues was, and in some circles still is, iconoclastic.

The purpose of the paper is to study some of the restrictive traditions that affect women’s position within Iranian Musical culture and demonstrate how the rapid process of globalization is disrupting these traditions. The paper will be supported by a well documented case study which explains the impediments and problems that a woman musician encountered when she devoted her time to learning, performing, and developing a more systematic method of teaching Daf.

Wendy Dunleavy, SOAS

Il-munshida>t, the female Sufi singers of Egypt
In this paper I will introduce il-munshida>t, the female Sufi singers of Egypt. Outlining the social, political and religious background to their lives, I will highlight a culture in which the social realities of life for many Muslim women include, sexual segregation, an emphasis on women's primary duties as wives and mothers, a lack of formal education or job training, and male dominance of occupants, property, and some activities of the household. However, with the help of video footage taken in the field in 2002, I will demonstrate how munshida>t subvert these cultural norms as they perform for religious ceremony and to mixed gender audiences in public spaces during religious and life cycle celebrations. This is a subject that has been hitherto un-documented and reveals a subculture in Egypt that offers greater opportunities than the mainstream legalistic tradition for women to express their creativity in public, participate in religious ritual, and become the heads of their own households.

Session 5b

Byron Dueck, Colombia College, Chicago

Pow-Wow Singing and the Performance of Indigenous Masculinity

In recent years some academic and vernacular discussion has focused on the prohibitions that surround the drum in pow-wow singing. Although female drummers and women’s drum groups are active, many pow-wow participants, men and women alike, insist that women should not sit at the drum. Taking the gender-specific boundary maintenance that occurs in pow-wow singing as a starting point, this paper examines pow-wow singing as a site for the production and contestation of modes and concepts of indigenous masculinity. It furthermore examines the production of masculinity as a process that is inflected by the dynamics of Canadian colonialism and settler nationhood. 

Since the early twentieth century, the sound of pow-wow singing has fascinated settler audiences in Canada, who have often heard in it the sound of threatening and deeply different indigenous masculinity. The northern singing style, which features men singing with tense throats at the very top of their range, seems to have been particularly iconistic of masculine indigenous difference. This paper suggests that indigenous singing is a performative act that both acknowledges and produces indigenous distinction in the context of the settler nation. It furthermore suggests that the aurally arresting sound of pow-wow singing stands in the racial imagination as a sonic symbol of aboriginal resistance and / or rebellion. It subsequently touches upon two broader questions: first, the relationship between colonialism and indigenous music in Canada; and second, the gendering of indigenous difference and resistance.

Anna Hoefnagels, Carleton University

Indigenous Feminists? Canadian Native Women and the Powwow Drum

Many traditional practices are evident at Native American powwows in Canada, including the gender-specific categories of stylized dancing, and the male-dominated musical performances. According to some powwow musicians and teachers of Native culture, women are restricted from striking the big drum used at powwows, and may only sing in a supportive capacity to the male performers, at specific places in the songs. Various explanations are given for these restrictions, with people primarily indicating that “tradition” dictates these rules. However, some gender-based conventions in powwow music practices are being challenged through the creation of mixed-sex and all-female drum groups. Although some all-female powwow groups have had success performing this repertoire independently of men, many powwow participants continue to embrace the traditional teachings associated with the powwow drum and criticize the music made by these musicians. Many issues are inherent in the debate about women performing powwow music, such as the definitions of tradition, feminism, and gender roles, and how these are applied to contemporary Native cultural events. In this paper I draw from fieldwork interviews with powwow musicians to identify the primary reasons for the restriction of female participation in music-making, and I highlight the ways in which some women are contesting these teachings and practices. Through an analysis of different musicians’ definitions of tradition and feminism I propose that Native women who perform powwow music independently of men are, whether or not they use or embrace the term themselves, indigenous feminists.

Session 6

Iranian Music Film Screening and Discussion Session
 Laudan Nooshin and Parmis Mozafari

The second of a two-part documentary film: the female voice in Iran,  

Seda-ye Dovvom ('The Second Voice') (2004, Dir: Mojtaba Mirtahmasb, Iran, subtitled,  45 mins)  

Session 7a

Katherine Brown, Cambridge University

The libertine and the spectacle: contested masculinities and the bhand tamasha in 18C Delhi

It is only very recently that masculinity has become a significant subject of historical inquiry in the South Asian context.  To date however, masculinity in Mughal India has been somewhat inadequately theorised as one pole of a rigid gender dichotomy, an idea based on face-value readings of strict notions of masculinity and femininity in prescriptive writings, and the fairly reified textual evidence of certain formulaic genres of literature, notably the Persian ghazal.  Few scholars have considered how notions of masculinity were formed, negotiated, transcended, contested and altered in practice and over time.  It is in this area that the evidence of musical culture in 18C Mughal society can be of particular use.  Musical culture has two distinct advantages in analysing the practice of Indian masculinities: firstly because, unusually for people of low social status, musicians and dancers appear in the historical records, and historical relationships between specific performers and patrons are therefore open to scrutiny; and secondly because music and dance performance in Mughal society was always a site for the exploration of gender and sexual identity.  In this paper I will be examining the case of the bhands of Delhi, whose music, dance and theatrical performances raise interesting questions of masculinity in relation to both the patron – the libertine or “viewer of spectacle”, the tamasha-bin – and the producers of the tamasha, which means both “performance” and “spectacle”.  In doing so, using Ruby Lal’s groundbreaking reassessment of Mughal femininities as a starting point, I want to reconsider the nature of Mughal masculinities as multiple and contested, instead of hegemonic and reified.

Nicolas Magriel, SOAS

Male and female notes? Issues of privilege in the conceptualisation and representation of North Indian art music
The codification of North Indian art music which occurred during the twentieth century was driven exclusively by male scholars and educators eager to package music as a disciplined and predictable entity that follows rules, many of which are attributable to antiquity. By bolstering the link with India’s glorious past and elevating musical text to the status of ßastra, reformist scholars were able to disassociate music from the perceived embarrassment of the courtesan tradition which had enjoyed a prominent role in nurturing and sustaining music for several hundred years. In order to maintain the intellectual and spiritual worthiness of music, musical style and conventions were presented as being considerably more orderly than they are in actual practise. The profound fluidity of the music, its essential femininity, was downplayed in musical texts.

1) Rågs were conceptualised as monolithic structures embracing certain notes and movements and strictly excluding other notes and movements when in reality they are just collections of tendencies. Exceptions to the rules are commonplace.

2) Discreet tones gained prominence over complex slides and shakes and all the awkward inhabitants of tonal space which cannot be so easily represented in written texts. A dichotomy between privileged main note and subservient ornament replaced the holistic toneme which is in fact the essential unit of Indian melody.

3) Song compositions are presented in music books using exclusively binary rhythm and every note lands on the beat when in reality there is extensive use of triplets and abstract pushing and pulling off-the-beat in song delivery. Drawing on examples from the 470 khyål songs which I have transcribed, and utilising slowed-down audio illustrations, this paper will survey some of these issues of privilege, how they manifest in the transcriber’s decision-making process, and how they mirror gendered cultural phenomena.

Lalita du Perron, SOAS

Courtesans of yore, vocalists of today: the female body in Hindustani music

In late nineteenth-century India perceptions of the female body became increasingly complex. In households of the emerging bourgeoisie a combination of purdah and education of women was aspired to. As colonial, Victorian and missionary perceptions of India conspired to create an image of chaotic debauchment, the female body became the locus of this vision. The reformers and educationists whose aim it was to restore India’s glory in both their own and the colonisers’ perceptions partly concentrated their efforts on ‘rescuing’ the fallen. This applied to the musical milieu as a whole but focused on female singers and dancers (courtesans) in particular.

In modern India, the word tawåyaf (‘courtesan’) is either used as a euphemism for ‘whore’, or describes a prostitute who also engages in musical performance. Modern middle-class vocalists may express respect for the latter-day courtesans who were the custodians of Hindustani music for generations, but they would rarely locate themselves along a continuum with the female performers of a by-gone era. 

Although there is little visual evidence of how courtesans in the late nineteenth century  performed, we can see how modern women who earn a living from singing and dancing as well as prostitution use their bodies in performance. In contrast, middle-class women singers make a clear point of not engaging with their bodies at all on stage. Video evidence of both modern-day tawåyaf and middle-class classical performance will show how far removed from each other these two types of performances have become, even though their shared heritage is not more than a century away.

Pallabi Chakravorty, Swarthmore College

Remix: Dancing Desire in Bollywood Films
The dancing body of the Indian woman is a discursive site for national and gender identity construction.  Bombay films have played an important role in fashioning the narrative of Indian women as symbols of tradition and spirituality in the public imagination.  Drawing on traditional dance and musical forms, the song and dance sequences in Hindi films have been especially significant for creating a connection to the past.  They embody the convergence of art, entertainment, female sexuality, nation building, and commodity production.  However, recent shifts in representation of the “erotic” in Bollywood dances are transforming the past representations of women.  In this paper, I will explore the shifts in sexuality and gender constructions of Indian women from national to transnational symbols through the songs and dances in Bollywood.  I will explore this in three parts: First I will examine the place of erotic in reconstructing gender and sexuality from past notions of romantic love (associated with ghazal songs or kathak dances) to desires for commodity.   Second, I will explore the aesthetic shifts from traditional/classical song and dance repertoire to trendy MTV inspired moves by analyzing these sequences in few key Hindi films.  Third, I will argue that these aesthetic shifts are transforming earlier cultural expressions to desires for commodity within global circulation of images, identities, and performative practices.  Drawing on Purnima Mankekar’s (2004) notion of erotic as the “field for the play of desires” I will examine how transnational images of commodity production intersect with sexuality, desire, and spirituality in forming women’s subjectivity in contemporary India.  The paper is based on ethnographic fieldwork in India, which includes reception studies in Kolkata and visual analysis of films archived in Jadavpur University.

Session 7b

Jacqueline Witherow, Queen’s University, Belfast.

A Woman in a Man’s Space: Researching Protestant Flute Bands in Northern Ireland

The Protestant sector in Northern Ireland dominates the marching tradition today with a total of 633 active parading bands with only 54 within the Catholic sector.  The gender orientation of these parading bands is seen to be predominately male-dominated, yet, woman do participate within various band types.  Today, the radical male-dominated Blood and Thunder flute band genre is growing rapidly within the Protestant community. These hard-line flute bands received this title due to the loud thundering drums and the sharp whistle of the flutes, thus establishing a genre known as ‘rough’ music, which is seen as a musical and political response to the threat of an All-Ireland State. They were - and continue to be - seen as a context for the display of masculine aggressiveness within the Protestant community, and thus they help to fulfil the social, cultural and political needs of young threatened working class males.

This paper will therefore discuss what happens when a woman researcher enters the ‘inside’ world of these bands during their rehearsals for the marching season.  It is during this ‘inside’ socialization of the bands that their maleness is constructed – so will the invasion of a woman and an outsider add to these threatened feelings or will concepts of femininity make it less threatening for them and the researcher?  The aim of this paper is to discuss if this label of masculine aggressiveness is simply male bravado that band members evoke during the public performance displays and/or if it occurs during the ‘inside’ socialization of the bands.          

Alison Williams-Bailey, Brunel University

Ethnographic Representation in approaches to fieldwork and performance

This paper will explore my fieldwork amongst Sámi people in the Arctic regions of Norway, Finland and Russia conducted for my MA and MPhil theses. I will discuss how this work invariably draws on problems of gender and other power relations and how this influenced my method in fieldwork practice and my performance work. There was a transformation that occurred in the process, as the fieldwork conducted amongst Sámi people, in relation to their music and drama or lore, revealed other relevant constructs in terms of gender and power relations in the fieldwork process.

The Sámi are an indigenous, nomadic people from Artic regions of Scandinavia and Russia. This is a culture that has had a history of imbalanced power relations with Western Science. The discovery of such information presented my fieldwork on a level of unexpected complexity. I had the background of an artist, as a professional performer in the theatre and as a singer. I worked within the school of performing arts but was being seen as a scientist. There was a dichotomy between my own sense of identity and a given identity. I chose to readdress this by presenting myself as I see myself. I performed a song, dance or would even tell my life history, as a form of cultural exchange. I chose to write fieldwork notes in diary form answering my question ‘Who are the Sámi?’ This, however, revealed the question; ‘Who am I, in relation to the Sámi?’ 

The discovery of the concept of ‘Native Science’ in juxtaposition to the concept of ‘Western Science’ reaffirmed the above methodology. It revealed the importance of lore and the oral storytelling process.  I chose to explore the Native English tradition stories from folklore and from my home town in the performance of ‘The Devil and St Dunstan’, at a local festival. This revealed how the complexity of gender and power relations can move betwixt and between the self/other, cultures and beyond, in the sphere of the subjective and ‘ the eye of the beholder’.

Madeleine Pastinelli, Laval University

“No, Mama, I’m never in danger when I meet internauts in the field”:  Lies, fear, confidence, and risk management in women’s fieldwork

In Not a Hazardous Sport, Nigel Barley describes meeting with an insurance agent before departing for Cameroon.  The agent feared that, during his time away, Barley would engage in known risky activities:  parachuting, mountain climbing, health work, diplomacy, journalism, and so on.  Happily for Barley, anthropology wasn’t a listed dangerous practice, so Barley was insurable.  Following the author’s account of events, however, it seems nothing less than a miracle that he actually returned to London alive.  Barley is not the only anthropologist who took risks during fieldwork.  Yet the hazards are less frequently recognised and admitted when research is done at home; the field seems more tranquil, exempt from risk, when the only dangers are tripping on the stairs or pinching one’s fingers in the recorder.  Indeed, the signal lack of recognition of the risks of sexualised violence for women in the field result from fieldwork’s conceptualisation from masculine perspectives.  Dangers for women are avoided in teaching methodology, obscured in practice and excluded from reporting of results. Drawing on my research with internauts, I bring two cautionary tales relating fieldwork’s necessity of improvisation and the role of fear for women fieldworkers.  The examples ironically sound with cautionary tales told by the internauts themselves of dangers awaiting women who meet their correspondents outside cyberspace.

Pauline Greenhill, University of Winnipeg
Everything in life is concave or convex, everything in life has to do with sex :  Epistemological Reflections
Research in anthropology/folkloristics/ethnology in North America has been constructed as professional work, to distinguish it from both play and amateurism.  Such a construction simultaneously genders the practice male.  Fieldwork, particularly, has been understood from the perspective of heterosexual men, as Pastinelli’s companion paper to this one indicates.  But research--especially fieldwork--is sexed as well as gendered.  My six theses consider sex as a metaphor for the discipline of anthropology/folkloristics/ethnology and its fieldwork, allowing a critique of both signifier and signified.  1.  Sex and fieldwork are both presumed to be group activities, but can also be practiced solo.  2.  Sex and fieldwork are commonly associated with particular places and spaces, but can be relevantly conducted in others.  3.  Both have essences that can be transcended, i.e. sex is more than intromission and folkloristics is more than fieldwork.  4.  Sex and fieldwork are presumed to involve specific kinds of differences, but do not preclude sameness.  5.  Both are regulated in terms of time and duration, yet can extend beyond those limitations.  6.  And finally, sex and fieldwork are commonly felt to involve some essence which can be learned but which can’t be formally taught, though they are actually quite transparent and structured. 

Session 8a

Andrew Killick, University of Sheffield

Bodily Penetration As National Metaphor In Korean P’ansori Singing And Ch’angguk Opera: An Exercise In Interpretive Ethnomusicology

The most frequently performed story in Korean p’ansori singing and its derivative ch’angguk opera is that of Ch’unhyang, the faithful wife of an absent husband, who refused to become the concubine of another man even when subjected to torture and the threat of death. This story is so frequently repeated in so many different versions that it appears to be a national myth of which Korean audiences never tire. In seeking to account for this phenomenon, I draw on Jurij Lotman’s formalist model of narrative structure as reducible to a single pattern in which a (masculine) hero penetrates a (feminine) alien territory, noting, however, that in the Ch’unhyang story it is not penetration that is celebrated, but the resistance to penetration. I suggest that Ch’unhyang’s resistance to bodily penetration may function as a powerful national metaphor for Korean audiences, who have learned to see their national history and destiny as a matter of constant resistance to foreign penetration. I further explore how similar metaphors may operate in other p’ansori and ch’angguk stories that also show themes of bodily and national penetration, and how the musical style, performance conventions, and cultural status of these genres affect their treatment of those themes. Recognising that such interpretations cannot be substantiated by hard data, I nevertheless argue that the most crucial questions in expressive culture are often of this interpretive nature, and that, so long as unverifiable interpretations are not presented as if they were facts, ethnomusicologists should not be afraid to offer them.

Simon R. S. Mills   SOAS

Searching for a Female Novice; Recruitment amongst South Korea’s East Coast Shamans  

In South Korea, there are two main types of mudang (Korean shaman): those who act as vehicles for the gods’ self-expression (kangshinmu) and those who lack this ‘spirit-power’ and are born into the profession (sesŭmmu). Over the last 50 years, the hereditary mudang and their styles of ritual have been disappearing. To perpetuate their skills and profession, the remaining ritualists are now engaged in a search for new recruits. 

This paper examines recruitment in the East coast region, focusing in particular on the Kim family. Since 1998, the family has managed to adopt three young men willing and able to learn the ritual arts, perform in village rituals, and be adopted into the family. However, as yet, they have been unable to find a young woman. The paper details recruitment strategies and near-successes, and also isolates the factors that make taking on the profession so unappealing to young women in particular.
Keith Howard  SOAS, University of London

Gendered Spirits and Transgendered Shamans?

When spirits inhabit shamans, what are the gender implications? Behind this seemingly innocent question sits a wealth of uncharted ethnographic knowledge. Some 90%, maybe more, of Korea’s shamans are women, and most spirits are identified as male, pictured on screens and welcomed to ceremonies. They dance with female shamans, while male accompanists sit off to one side. Does the gender of spirits influence the cross-dressing of a number of the (few) male shamans in Korea? If so, why are so many Nepali and Siberian shamans male? And how do possessive spirits wreak havoc with the family life of shamans? Looking at examples from Buryatia, Nepal and Korea, I will explore the gender of spirits, and how spirits are represented within the music of shamanism.

Session 8b

QuestionTime: Women in the Field


Participants:
Caroline Bithell
Carolyn Cooper

Henry Stobart

Jonathan Stock, chair


This panel, inspired in format by the TV show "Question Time", seeks to
provide a lively and interactive forum for debate on issues raised by the
conference theme and raised during the meeting itself. Each of the speakers
will respond to a series of questions put by the panel chair and suggested
by members of the audience, and there will be time for audience comments as
well.
Covering a diverse but overlapping range of traditions and styles from
Eastern Europe to the Caribbean, the panel members will reflect on their own
gender-marked research experiences as fieldworkers. The opening premise is
that women, traditionally identified as the more empathetic sex, should
clearly be the superior fieldworkers. But what special factors characterise
the field engagements of women researchers? How do male musicians and
dancers react to the presence of women in the field? How do female contacts
respond to female fieldworkers? What are the power relations at work in all
this? How does a researcher's body effect her access to, movement within and
stance upon music and dance events? What matter marital status, physical
attractiveness and financial strength? All researchers win confidences and
make disclosures, but do those researched have distinct expectations of
women scholars in this respect? Do we need to train female and male
researchers for the different challenges they will meet?


Session 9

Giovanna Iacovazzi

Polyphony, tradition, self- affirmation and the Corsican women

For about thirty years in Corsica, the word "polyphony" has been rhyming with that of "tradition". Male singers, both professionals and « amateurs », claim to be the indisputable heirs and witnesses of a unique, "genuine" and male "tradition": the one of polyphony. Yet, since the end of the 80’s, women have entered as well the polyphonic world, which until then had been exclusively male. Since then, the musical market has experienced the birth, development and death of various women groups.

If, since this period, a certain female polyphonic claiming has found a favourable ground in the Corsican musical universe, what happens when we leave the universe of the musical market ? What happens when you quit a "profane" polyphonic context (i.e. concerts and festivals) for a "sacred", or paraliturgical , polyphonic universe ? What about the women? What remains from the women and their singing when we leave the stage area for the village area to follow a procession which is part of the Holy Week? What is at stakes in the relationship between female polyphony and male polyphony in a paraliturgical context? And, finally, what does happen when the ethnomusicologist who investigates in the field is a woman? 

In such a direction, and starting from a precise case, that of the village of Poretto-Brando, this abstract aims to better define the place and the role of the women in the Corsican polyphony, more precisely in the context, which is not the one, official and profane, of the concerts or festivals, but the one of the paraliturgical polyphony. It aims to better understand the complex and various stakes subtending the polyphonic practice in its men/women dynamics in Corsica.


 I am using the term of paraliturgical music in the meaning given to it by François Picard of "such music which does not constitute the ritual, but which can find a place within it : the singing of hymns, processions, sometimes during ritual time in parallel to the rite itself, often outside the sacred place. Such music is often played by associations which are related to the temples (in François Picard, “Du temple aux maisons de thé, et retour, Les tribulations d’une incantation en Chine, in Márta Grabócz, ed. Méthodes nouvelles, musiques nouvelles, Strasbourg, Presses Universitaires de Strasbourg, 1999, p.31).

Caroline Bithell, University of Manchester

Singing as Gendered Experience: The Psychosocial, Transcendental and Quasi-erotic Dimensions of Men’s Polyphonic Singing in Corsica

In traditional Corsican society, men and women occupy distinct domains, both social and spatial, and this is reflected in singing activity. Men’s songs belong not only to more public spaces but also to a more communal way of life – a circumstance reflected in the interactive nature of the polyphonic singing that represents the epitome of male vocal art. For men, music-making is a component of both celebration and interpersonal relationships, contributing to social harmony and personal well-being, with singers frequently emphasising the importance of close physical contact and a sense of “being on the same wavelength” for the success of a musical encounter. In this paper I explore in greater detail the psychophysiological, psychosocial and transcendental dimensions of polyphonic singing, drawing on interviews with a number of male singers with their recurrent references to intense visceral pleasure, “shared vibrations”, intoxication, addiction, and “the feeling of being transported”. In interrogating the transcendental and quasi-erotic dimensions of the experience, I invoke Lacan’s notion of jouissance and Czikszentmihalyi’s concept of “flow”; I also draw comparisons with the euphoric “peak experience” described by Sugarman in her account of male polyphonic singing among Prespa Albanians. In an attempt to further elucidate the supposed psychoactive properties of polyphonic singing, I briefly explore the way in which the natural highs induced by the singing itself might be seen to map on to the psychophysiological changes resulting from controlled consumption of alcohol – again a feature of male sociability. Finally I pose the question: Where does this leave the women?

Keynote speech

Professor Carolyn Cooper, University of The West Indies, Jamaica

Torrid Zones:  Sexual Politics in Jamaican Dancehall Culture

Contemporary tropes of the tropics as erogenous zones originate in the age of European discovery and rape of ‘savagely’ beautiful tropical lands and peoples.  The common Greek genesis of ‘tropic’ and ‘trope’ emblematizes the way in which the tropics have become constituted in the collective imagination of non-tropical peoples as a trope for passion itself.  The body of the native, particularly the female, becomes the locus of desire.  In contemporary Jamaican dancehall culture the sexualization of the female body paradoxically reinscribes and suvberts racial and sexual stereotyping of the native as other.  The saucy sexual discourse of Jamaican dancehall DJs is an essential element of their total performance repertoire. Lady Saw and Shabba Ranks are exemplary exponents of this genre whose salacious lyrics are routinely dismissed by their detractors as evidence of their creators’ moral degeneracy.  Conversely, I argue that the sexual politics of these brazen artists confirms the longevity of an African-derived cosmology in which the sacred and the profane, the body and the spirit are equally valorised.     
Biography:

Carolyn Cooper is Professor of Literary and Cultural Studies at the University of the West Indies, Mona, Jamaica where she teaches Caribbean, African and African-American Literature. She is the Director of the Institute of Caribbean Studies and also the Co-ordinator of the University’s International Reggae Studies Centre, an academic project she initiated. 

Professor Cooper is the author of Noises in the Blood: Orality, Gender and the ‘Vulgar’ Body of Jamaican Popular Culture which was published in the UK in 1993 by Macmillan Caribbean; and in the US by Duke University Press in 1995. Her second book, Sound Clash: Jamaican Dancehall Culture at Large, published by Palgrave Macmillan in 2004, promises to be as influential as her first. 

Session 10a

Jenny Game-Lopata, University of Western Sydney

Dangerous Alliances: a representation of gender and ethnicity through the confluence of Jazz, Jewish and Arabic music in a chamber opera setting

Set in Israel, The Aqueduct depicts the tumultuous development of an intimate friendship between a Jewish woman from Melbourne, Australia and a Palestinian single mother in an atmosphere of violence and bigotry. I am representing aspects of ethnic and gender identity through the relationship between the women, taking in to consideration Middle Eastern women’s musical culture as a phenomenon. In a chamber opera setting, I am investigating ways of combining Jewish and Arabic musical characteristics, such as attributes of Eastern melodic and rhythmic modes with my own background in jazz and contemporary Western techniques.

The women must negotiate local politics, religious constraints, male violence, personal histories, and cultural difference in order to facilitate their relationship and attempts to bring about constructive change for their people. The libretto of The Aqueduct develops themes about tradition, change and achieving positive outcomes between Israelis and Palestinians through individual choice. The music is a manifestation of these ideas as it draws on similarities and differences in jazz, Arabic and Jewish musical traditions. At the same time, the similarities and differences between musical styles are a metaphor for cultural difference. It is individual characters in the libretto, in parallel with me as ethnomusicologist- composer, who ultimately make choices that create the regenerative change.

In the score of The Aqueduct, I aim to suggest new musical meanings and representations of gender and ethnicity, by challenging epistemologies that limit the participation of women in music, and/or discourage the encroachment of Western influences on Eastern music (and the converse).

Cross-cultural musical endeavours represent both the invigoration as well as the homogenisation of styles. They can unite people and open the possibility for exciting new music and contribute to an erosion of local practices. By its nature, the friendship depicted in the libretto is reflected in the artistic processes of the chamber opera in that the identities of the two women are greatly strengthened by their association and the destructive power of traditional bigotry lessened. This allows them to forge a new creative element that would otherwise not have existed.

Beatrice Allegranti, Roehampton University

Personal Text, Public Body: The performance of sexuality and gender within interdisciplinary practice

My practice-based doctoral inquiry weaves a tripartite connection between Performance/Choreography, Dance Movement Therapy (DMT) and Feminism and is a crystallization of my professional experience to date. Within this investigation I seek to interrogate how interdisciplinary insights can be used to deconstruct and re-constitute the "performance" of sexuality and gender in every day life and in 'performance' (dance theatre and film).

A key objective within this inquiry is acknowledging and working with my embodiment of the mutually influencing roles of artist and clinician in two ways: by creating an autobiographical solo performance practice and by establishing a performance Lab for a mixed group of arts therapists and performance practitioners. My intention in the Lab is to facilitate individuals' expression in words and movement of personal and public sexual and gendered identities. 

Interwoven within this proposed presentation will be film and text based 'data' excerpts of The Lab (2005) as well as my solo performance practice; The Ridge (2005) and In My Body (2005). Associated documentation will consider the implications and consequences of being both clinician and choreographer. This will be interspersed with reflections on how the ethics and politics of feminism inform the methodological and epistemological decisions I make as a researcher. By highlighting the debate around 'feminist methodology', I will introduce a refined ethical use of various qualitative research methods. Moreover, I plan to articulate how current feminist pluralistic frameworks are consistent with my DMT/choreographic approach where I use a variety of methods in order to address and work with individuals' personal process unfolding in the studio.

Session 11a

Katherine Watson

'A dancer above all her ugliness', or '…feminism has at last tinged the ballet' ?:

Gender challenges and sexual subversions in the work of Bronislava Nijinska

When dancer and choreographer Bronislava Nijinska (1891-1972) is mentioned in dance histories it is often as an aside to her brother Vaslav Nijinsky(1889-1950). His renown for disrupting traditional codes of masculine performance is well documented. Less well explored, however is Nijinska's own subversive, defiant, and playful approaches to gender and sexuality. This paper will explore some of the ways in which she continued and indeed extended her brother's legacy of inverting many of the expected conventions of gender and sexuality.

Nijinska's depiction of women in her work is particularly pertinent considering her recognition as the first famous female ballet choreographer. Feminist discourse has become somewhat reductive in its examinations of dance, often dismissing ballet outright as a genre too patriarchally ingrained in both its subject matter and aesthetics. However examining Nijinska's pivotal works of Les Noces (1923) and Les Biches (1924) we can see how she highlights various social, political, economic and cultural concerns of their respective times. But conversely, although speaking of their very concrete historical eras they present issues that are still cogent and relevant today. It is argued here that these works can be reclaimed as feminist texts that contemporaneously reflected social positions of men and women at the time of their creation. And also, retrospectively can be said to pre-empt discourses of sex, gender and sexuality that have recently come to prominence.

Denise Forbes, University of Kentucky

The Images of Grotesque Realism in Tony Kushner’s Angels in America -  

A Gay Fantasia on National Themes: Millennium Approaches

Kushner uses grotesque realism in Angels in America as constructed in Mikhail Bakhtin’s ideas of the carnival as a literary and cultural critique. He seems to use the grotesque realism of disease of the human body in the play as a visual metaphor for the social and moral body and the ‘disease’ of American democratic society. Kushner is critical of a society claiming to be democratic and yet marginalizes and stigmatizes sexuality and race. The characters made references to the hypocrisy of sexuality, stigma and disease in the life of the play, and by extension the American democratic society that seemingly ostracize the homosexual and the stigma of AIDS. Kushner seems to use grotesque realism effectively to protest the disparities and in exposing the issues of sexuality, religion, and race in an American society claiming to be ‘free’. According to Stallybrass and White:

Grotesque realism images the human body as multiple, bulging, over – or under-sized, protuberant and incomplete. The openings and orifices of this carnival body are emphasized, not its closure and finish. It is an image of impure corporeal bulk with its orifices (mouth, flared nostrils, anus) yawning wide and its lower regions (belly, legs, feet, buttocks and genitals) given priority over its upper regions (head, ‘spirit’, reason) (Stallybrass and White 9). 

Blood, feces, urine, disease, stigma and the body are the images permeating throughout Kushner’s Angels in America. These images of the emaciated human body and its fluids are examples of the grotesque realism in the play.

Joe Salvatore, New York University
Transfigured: Using Theatre to Explore Hazing, Homophobia, and the Involuntary Construction of Identity
In May 1999, a teenage boy was listening to music by the band Queen in his dorm room at a prep school in western Massachusetts.  His listening was interrupted when his dorm mates suddenly decided that Queen was a “gay” band. Three of his friends held him down, and used a pocketknife to carve the word “HOMO” into his back.  The carving, in 5-inch block letters, stretched from shoulder to shoulder and was deep enough to leave a scar.  The inherent violence and homophobia of this real action is upsetting enough, but what are the long-term ramifications of being physically branded with a word like “HOMO?”  How does a person move through life with this scar, particularly if he does not identify as gay?  What power does that word hold over him?  Does he become defined by that word on his back? 

In Winter 2005, NYU professor and artist Joe Salvatore, playwright Julie Marie Myatt, seven actors, and a team of designers created transfigured, an attempt to provide some answers to these questions.  Through research and rehearsal, the production depicts an interpretation of what might have taken place in that dorm room and how the real “Danny” and those people around him dealt with the impact of his scar. This paper will discuss the process of creating transfigured, the powerful responses that the creators and audience members had to the work, and the possibilities that the work has created for dialogue about perspective and the involuntary construction of identify.

Session 11b

Countermanding Commonplace Assumptions?: Toward New Accounts of (Chinese) Music in the Contemporary World

Panel Abstract

Common tropes in Western discussions of Chinese music over the last century are ideas (and ideals) of cultural authenticity vs. political interference, of the essential collectivity of Chinese identity, and of the incompatibility of the local, the national and the global. All these tropes tells us at least as much about Western conceptions of what Chinese music should be as it does about Chinese perceptions of what the music actually is, and they now require urgent review. As a contribution toward this realignment, each paper in this panel explores a contrasting case study—one each from folk, classical and popular music genres—to expose some of the implications of the narratives that presently frame our thinking about and responses to particular acts of music making. Each also aims to propose new ways of considering the music in question, and each deliberately ranges overseas, beyond the assumed geopolitical boundaries of China to consider the wider Chinese world of which this music is part.

Of course, related musical situations are found worldwide, so the case studies here will have some resonance in situations elsewhere, and similar currents can be encountered across the cultural domain well outside the specific field of music.

Jonathan Stock, University of Sheffield

National Music and Western Policing of It: A Critique and a Proposal

In the early years of the twentieth century Chinese nationalist reformers established a new genre which they called guoyue (national music). Guoyue was related to regional folk traditions but it also differed from them in being avowedly national rather than local in setting, and in relying on the modern technologies and institutions of reformed instruments and playing techniques, fully notated scores, conservatories and broadcasting stations. Frequently, Western critics have dismissed this latter music as “sanitized” and “Hollywoodesque”, calling instead for a return to the “genuine” folk traditions of the countryside. This critical narrative, with its evident fear of musical miscegenation, tells us much about Western notions of cultural authenticity in the field of music, and we can see it as a police action in which the Chinese Other is kept as distant and different as possible from Western musical norms.

In this paper, I briefly introduce guoyue and examples of Western responses to it. Then, I go on to propose a case for an understanding of this music that proclaims less about the positionality of the would-be Western critic and more about the sociohistorical environment and musical vector of guoyue and its creators, performers and audiences.

Celia Lee, University of Sheffield

Global Goes Individual: Neoliberalism and Chen Qigang’s Orchestra Piece Wu Xing as a Case Study 

Under the impact of cultural globalisation, hybrid music genres have continued to proliferate in the contemporary musical scene, in both concert music and popular music. Scholars of East Asian music based in America have tended to theorise this situation in terms of various social groups of individuals. For instance, there is the recent collection Locating East Asia in Western Art Music (Everett & Lau 2004), and also Zheng Su’s Claiming Diaspora: Music, Transnationalism, and Cultural Politics in Asian/Chinese America (forthcoming). In such studies, however, the individual is often overlooked. The aim of this paper is to present, as a double counter-narrative, an example that looks at an explicitly individual response to musical globalisation and one that is also arrayed against the dominant aesthetic of European avant garde institutions, such as IRCAM. This paper reports how Paris-based Chinese composer Chen Qigang exercises his individuality, taking the example of the orchestra piece Wu Xing. This individual strategy is discussed with reference to the theory of ‘neoliberalism’ (Saad-Filho & Johnston 2005) as well as ideas from Joseph S. Nye and Robert O. Keohane’s Power and Interdependence (1977, 3rd ed. 2001). The findings of the research support the notion that the process of globalisation is not necessarily one that leads to musical homogeneity. Because we live in the information age, this inevitable trend is further encouraged by accelerated intercultural communication, which, just as in this case, is often led by those like Chen who occupy positions ‘in-between’ two cultures. 

 

Zhao Yue, University of Sheffield

Voices Incompatible with National Identity? “National Music” and the Challenge of “National Pop” in Contemporary China

Since the Chinese music industry experienced boom conditions from the 1980s onward, the domain of Chinese popular music has derived tremendous benefit from utilizing native musical elements. Many musicians and producers began to deliberately work aspects of Chinese folk and traditional musics into different productions, both vocal and instrumental. Due to the strong ‘Chineseness’ that this new music showed, it gained considerable popularity across the nation and overseas, especially in the past decade. Nevertheless, there was already in the Chinese musical world a genre known as “national music”, which included folk-derived instrumental tunes in conservatory arrangements and folk song transcriptions performed by singers with highly cultivated voices.

This paper asks which of these two genres most really reflects the reality of urban Chinese musical lifeways in the contemporary scene, which is also heavily impinged upon by musical globalization. By the examination of selected examples, we build up a picture of rival hybridizations, each of which simultaneously reinforces and dislocates the symbols of national identity.

