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CHAPTER ONE

John Blacking in the Twenty-First
Century: An Introduction

Suzel Ana Reily

‘The musical human: without a doubt, this vision of the human species as
naturally musical has become the most enduring legacy that John Blacking

which integraed thoreialand methodologca sues witi he dscipline
ing of humanity.
Bl:ckmg incerly beleved n the power of msic and n= contended that
peopl

o lhem For m.: reason, he placed great |mpm|ame on eumnmumology lhe

d the impact of
e peopl mvalved i them.

My first personal encounter with John occurred as he was proclaiming his
vision of how ethnomusicology should confront the twenty-first century. This
took place at the Society for Ethnomusicology meeting in Bloomington,
Indiana, in 1980, where he presented a paper titled: *Purpose, 'l'heory and
Practice for the Next Twenty-Five Years icology’. Blacking began
his talk by arguing that colonialist mentalities still lingered in the discipline:

pl musical
the Third World, returning them in the processed form of their own
ethnocentrically-biased publications. In his view they needed instead to turn
their attention o the notions about music held by cgalitarian peoples amongst
whorm music-making i cntral 0 social e Such an emphasis would allow
e potential

‘musical performance in other contexts.

‘The full force of his argument emerged when he situated it in terms of his
‘own personal experience:

ihropol d maker and devotee of s, 1ind
the world " tbe.

appalled technical ing o org,mue
peaceful, co-operative i

‘human
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ben\s And yet, when I perform or listen to music, I often enter a world of sensuous

wum are involved (Blacking, 1980a: 8.

What Blacking was advocating at the Bloomington conference was that

of lif

of music could be abolished,everyone would egain the ownership of thiv

senses” and th 1, ultimately
As we confront the new mil 1 contlicts are dividi

While few

communities, nations and continents, this mesage gains special ey,
10 belie

the power to action. that
i can make a difference in the world that i
Blacking, i

has
jigour, made

How Musical is Man? (1973). Written in a fluid and accessible style, it
continues to provide a stimulating introduction to the concerns of ethno-
musicology. especially for undergraduates and non-specialist readers.
Howevcr, as Reginald Byron has pointed out, ‘How Musical is Man?, very

lacking lecturing
uy!: made bokd and sweeping assertons on sometimes rather slender
evidence, and occasionally none at all, about the innate musical capacities of
humankind’ (1995 17-18).

Undoubtedly, an image of Blacking that lingers amongst many of us is that
of the inspirational man of ideas. It is worth noting, however, that this image
masks another one, that of the meticulous ethnographer. It was because
Blacking held such a vast body of ethnographic data on the Venda that he was
able to draw on this material throughout his academic life, and to use it to
engage in practically every debate that emerged in the field of ethno-
‘musicological inquiry during his career. And he had a long career, one that
spanned over 40 years, during which he witnessed and accompanied several
theoretical sdvanesand mwr paradigm shifts.

is

academic comrbutions a decade afte hi death, in September, 2000, the

European Seminar for Ethnomusicology (ESEM) held its Sixteenth Annual
Mecting in Belfast around the theme of “John Blacking’s Legacy

o the call for papers was extremely enthusiasic, drawing well over

100 bracts from ll ove he workd - aclear indictio o the great respect
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that Blacking’s work still commands within ethnomusicology internationally.
‘Over 30 nationalities were present at the meeting, coming from six different
continents. Among the participants there were several former students and
associates, but there were also many scholars, especially young ones, who had
never met John personally yet had been deeply inspired by his writing, h
larger-than-life presence and the unwavering optimism that shone through the
‘words on the page. The contributions i this volume all began life as papers at
the ESEM lop
their presentations for the collection. As editor, my aim was to bring together a
selection of articles that covered Blacking s varied academic interests in ways
that fully engaged with his contributions and placed them within current
debates.

John Blacking, the man'

John Anthony Randall Blacking was born in Guildford, Surrey, in 1928, but,
whilhews sl o s family moved toSulisury, Wik, vhere s
fher worked 1. Anglican ccleisical i, e ecived a cathedrl
choir school education (1934-1942), where he beg: A of musc,
before going on to Sherborne School (1942-1947), uma, had a good

reputation for music, allowing him to continue to pursue his musical interests
He became an ac:omphsh:d pianist and, for a time entertained the idea of
becoming a professional musician. Although his career subsequently took a
dlffcent ot to plo romaiood » comparion throughout is i, nd he
frequently played in public.

On completing his studies B

where he developed a fascination for the country’s musical traditions and
religious diversity and engaged in independent studies of Malay culture and
language. When he returned to England in 1949 he decided to read social
anthropology, with the intention of returning to Malaya to pursue these new
interests. He took his degree from King's College, Cambridge (1950-1953),
with
K ambrcpologielstudics, g Siug bis fisal year ot Canbridge b peut
summer in Paris with André Schaeffner at the Muse de I'Homme, receiving
basic training in musical ethnology

e graduation e found employmentunder amy command s  iviin

assistant adviser on aboriginal affairs, which tool ack to Malaya where
be field h fthe job. Al as he took
up the post, however, he lost it as a result of objecting to army plans o displace:

the forest. Still ldwork in Malaya, he

moved to Singapore, taking a teaching post, but lack of research funds made it
impossible for him o pursue his aims. In a letter from Fortes, he was told that
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Hugh
for someone to assist him in making recordings of African music. Blacking
wrote to Tracey, who offered him a job at the International Library of African
Music in Roodeport, South Africa. He immediately packed his bags and set off
for South Africa where he remained for 15 years (1953-1969) until he was
declared persona non grata, on account of his anti-apartheid views and
activities.

‘Shortly after his arrival in South Africa Blacking accompanied Tracey on
short recording expeditions to Kwazulu and Mozambique. Although this type
of documentation was the common practice in ethnomusicology at the time,
these experiences made him acutely aware of the limitations of such field
methods in contradistinction to the extended field methods common to
anthropology with which he had become familiar in Cambridge. Having
persuaded Tracey to allow him to undertake such extended research, he
embarked on his now famous expedition to the Venda which lasted from May
1956 to December 1958. He began by learning to speak Tshivenda, and,

records of all aspects of Venda culture —the political structur
the economic system, kinship and marriage patterns and ritual lfe, as well as
Venda history and the vast Venda repertoire of expressive forms. He returned
record tage —
segusbly tho most comple ecord o & sagle bos Woiora musiclculfure
ever amassed up until that time. The primary data collected during those 22
months provided the basis for his publications for the remainder of his
professional carcer, and at the time of his death he was working on a collection
of three volumes dedicated to the music and culture of the V
Before embarking on his extended field expedition, Blacking married
. with whom them died in
childhood. Immediately after he returned from the field he took up hs first
lectureship a the University of Witwatersrand. In 1965 he was awarded a PhD
from is work or nd
year he was made pml'essor tnd bead of the depanment of Secial
Dy

hismost otable publications. nnm time being Venda Chlldrm s Songs (1967),
which he introduced roach to the culmml mlym of mi
\dl&cuss:d below, and asricsof blished

‘Songs, Dances, Mimes and Symbolism of Venda Gl Iniaton Sehools
(Parts 14’ (Blacking, 1969¢-1), which contain the bulk of his ethnographic
data on the domba initiation cycle.

Blacking left South Africa with Zureena Desai, who would become his
second wife, with whom he had four daughters. He was offered a professorship
at Western Michigan University, in Kalamazoo, but while he waited for his
visa he was offered another professorship at Queen’s University Belfast, which




John Blacking in the Twenty-First Century 5

hetook upin 1970 on the condition that he be allowed to spend the first year in
America. Although Blacking never lectured in ethnomusicology at any of the
institutions at which he held permanent employment, he played a leading role
in the establishment of the discipline in the United Kingdom, Europe and
further afield. He founded the degree programme in ethnomusicology at
Queen’s, with both undergraduate and postgraduate levels of study, for which
two permanent posts were established. He attracted students to Belfast from all
over the world, playing a significant role in the training of professional
thnomusicolgits i many part fhegobe. Morcover,he ot aly founded
the ESEM, but also played an active role within the UK branch of the
International Councilfor Traditional Music (ICTM), now known as the Briish
Forum for Ethnomusicology. He was also the president of the Society for
Ethnomusicology (SEM) from 1982 to 1983 ~ the only president to date not
based in a North American academic institution.

After How Musical is Man? (1973), Blacking produced only one other
single-authored book, ‘A Common-sense View of all Music’: Reflections on
Percy Grainger's Wriings on Ethnomsicology and Masic Educaton (1981,
Body (1977) and The
Performing Arts: Music and Dance (with Kealiinohomoku 1979) and was a
prolific writer, producing numerous scholarly articles for a wide range of
journals and collected volumes for readerships in a number of disciplines.”
Furthermore, he was the general editor of the Cambridge Series
Ethnomusicology, and he also produced a series of six programmes called
Dancing for Ulster Television, broadcast in 1988.

Since Blacking’s death there have been at least three major publications
aiming to make his work more widely available. The fist of these is Reginald
Byron's collection, Music, Culture and Experience: Selected Papers of John
Blacking, which appeared in 1995; along with well-chosen representative
pieces covering Blacking’s major interests, Byron’s introductory chapter

vides an excellent overview of Blacking's intellectual trajectory. Second,
he webele, Vanda Grl' Inion Sehools (|99B). produced by Suzel Ana
Reily and Lev Weinstock. Blackin
e domba nitiation, incuding published exs,pholographs, moving mages
and sound recordings. Finally, in 2001 the SEM launched its production of
Blacking’s 1980 film, Domba: A Personal Record of Venda Initiation Rites.
Songs and Dances,  projet ha was overscen by John Baily who,together
with Andrée G
nd Gra, 2001

To date there has only been one collection of writings in tribute of John
Blacking’s contributions to scholarship, and this is the 1995 issue of The World
of Music, 37 (2) titled Working with Blacking: The Belfast Years; edited by
John Bail by forme
Blackings in Befas. Wik this collecion we hope 10 add 10 the eforts that
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have been made in drawing attention to Blacking’s work, highlighting in
particular his vision of the musical human — a vision constructed through his
encounter with the Venda.

Blacking’s representations of the Venda

‘When one thinks of John Blacking, the Venda of the Northern Transvaal in
South Africa also come instantly to mind. Indeed, one could say that, through
Blacking’s work, the Venda have become to ethnomusicology what the Nuer
are But the

does not reside only in the fact that Blacking used his Venda ethnography to
substantiate practically every academic argument he made, but rather on the
fact that the heralded
‘music to generate a healthy society.

Blacking’s
whom |m social ideals sosmed 0 b cealied. but it was also theoagh e

the Venda, Blacking

founda e ‘group whose aim, he claimed, was *human contentment rather than
competition and conflict’ (1964a: 37): *success in Venda society’, he noted,
“[was] measured in terms of a [person’s] ability to get on well with people,
rather than to exploit them’ (1964a: 57). By participating in their musical
activities, he *began to understand how music can become an intricate part of
the development of mind, body, and harmorious social elations gom:
vii-vi
in their

“To highligh their messianic potential, Blacking frequently employed the
mechaxi of syscmaically conparing Vende e i o s weskcal
practices
Climed, everyone engnged in musm—ml.kmg. while in m: West only a lmulzd
number of people are considered musical. Rather than accepting that this

i I

in terms of a di level
plexity systems, Black d that lity is

pr by et h

the Vends he e he West —

only encouraged amongst those who belong to ‘the right social class’ o who
happen to ‘show evidence of what people have learned to regard as talent’
(1973:9). The apparent “complexity" of Western music, he contended, was the
result of the development of literacy and the division of labour in industrial
societies, in which individuals have to learn more about less, whereas the full
repertoire of skills required of a hunter-gather, for instance, involves knowing
less about more.

Although the overt manifestation of the musicality of all Venda people
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convinced Blacking of the biological foundation of music, it was the social
consequences of noruring this latent ability that he viewed as crucial: in

ing
“them more aware of lhtm:zlvt) and of their responsibilities toward each
other’; their aying that ‘man his

associations with other men’ (1973: 28).
“The style that best epitomized this ideal was tshikona, the Venda ‘national’
dance. According t0 Blacking:

“The music of tshikona expresses the value of the largest social group to which &
feel[s]he bel

of people, and its music incorporates the largest number of tones in any single
picce of Venda music involving more than one or two players ... Tshikona is
Valuable and beautiful to the Venda, not only because of the quantity of people
s tonesivoled, bt ecavsc o e ity of he elatinips ht st b

Tshikona music
anbe produced oly when twenty o more men blow diffrenly ned end-

as blending with others, and at least four women play different drums in
Frthe hikona i unless the men
steps. directs from

time o time.
The effectiveness of tshikona is not a case of MORE = BETTER: it is an
example of th prodsction of the masimum of svelabl hatan nerg i ¢
individuality
cammunuy "o ndividuats O al ahared experiences in Vendn socey
performance of tshikona is said to be the most highly valued: the dance is

the dead, and s the most universal of Venda music. (Blacking, 1973: 50-51)

Blacking's idealization of the Venda led him to play down the hierarchical
structure of the society, with its crucial division between nobles and
sommoners s sy o nkty. Alhough Backing ecograc it e
Venda were
many respects they [were] nearer this ideal than most western societies’
(1964a: 57). Undoubtedly the power of the noble class during Blacking’s
force or in the threat of the use of force, obl
‘with commoners.

But Blacking was content to avoid discussing tensions between the
differently positioned hierarchical groups because he believed that they were
mediated through ritual, in consonance with the structural-functionalist
orientation of the time. Thus, with ritual as a safety-valve, the system itself
absorbed the tensions before they could erupt into full-blown conflict. In his
introduction to Black Background, for example, Blacking stated: “The Venda

ing them to construct alliances




8 The Musical Human
method of r:dumng n oividuals unisanos vaus it 1o cacoursgo bim 1o
fenda
culur the skill m:y consist of a series of rituals® (1964a: 53). And. m went on
tosay:

>

[The Venda] "
gy

way th ble.
0, and easily acquired by, almost every member of their society. (Blacking,
1964a: 57)

1 o suprang. et tha maty o bis ey ol
rals and ose involving

s focused on

ildren i first major ly Black
Backsround 19645), Venda Children’s Songs (1967), “Songs, Dances, Mimes
and Symbolism of Venda Girls® Initiation Schools (Parts 1-4)’ (1969¢-f)
deal with this issue. Blacking’s understanding of socialization through ritual is

perhaps

not structured as an explicit argument but more as a description of initiation
premised on how it should take place. In other words, it provides an extended
inventory of wha the girls undergoing initiation were expected 1o learn
through their participation in the rituals of the three phases of the domba
eycle.

The v on girls” iitiation

ime, Blacking hekd s prosceipv crmeacion towads ik 8 docucmmatble
item (or collection of documentable items) embodying culture. Both Venda
Children’s Songs and the African Studies papers include extensive collections
of musical ‘items', each carefully annotated and numbere: there are 56 Venda
children’s songs, 63 vhusha songs.* 322 ‘laws’ of initiation (milayo),’ 460
great domba song lines® and so on. Accompanying the items there are
hotographs, moving images, song texts and explanations of their
meaning. Similarly, each ‘item’ in his main collection of recordings of Venda
musi s individualy umbre; e ae 90 he. and many bave ns b

Bicking's orintaton owards fixcdtems s nked 0 e development of
his methodology in the cultural analysis of music’ which is explicated in
Venda Children's Songs and other publications of the lat 19608 and arly
1970s. In ts broadest sense, the cultural anal; wsic involved looking at
how ‘musical structures grow out of the cultural patterns of which they are a
part’ (1967: 191). The practical exemplification of the approach in Venda
Children’s 56 songs,
through which he extracted the *principles’ of Venda music - a list he would
further refine and extend in “Part 4' (1969f: 259-62) of the African Studies
papers and in “Tonal Organization in the Music of Two Venda Girls* Initiation
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Schools’ (1970b). Ultimately, then, the analytic procedures were designed to
generat the full ‘grammar’, 50 10 speak,of Venda music,defining its Venda-

other cultures.

“cultural analysis’ required a fai
large body of independent items, the very breadth of data Blacking held on
each item may also have contributed mwln‘ls the suggestion of an entirely
different — and far
perhaps precisely he i i item

ent. In fact, he.

frequently claimed had no idea

the content
chersed et shout theis e s dces, OF Venda chikc's s, for
© p=r(nnn them. Indecd,he claimed, Knovldge a/lhz children's songs is a

an am,md mmlm of his own age group, and hence a potntial member of
adult society” (1967: 31, emphasis in the original).
Similarly, he noted that gils in Venda initiation schools were less concerned

they generated in performance:

Women who had forgotten most of what they might have learnt about the
associated symbolism [of the dances of initiation] had not forgotien the

¥ bodi

the phy: ocial body that was experienced through contrasting
mvemmylu (Bncking 195%-56.87)

dimension of music and music-making, which even led him to claim th
spent too much time collecting the wrong kind of data!” (1985a: 8
Blacking 1982: 98-99). This shiftin perspective led him to:

explore the notion that deas and feclings can be expressed collectively
through dance and music before they are aticulaed in speceh, athough the

sness. Thi

(Blacking, 1985a: 65)

‘This, he felt, applied to the repertoire of the girls’ initiation, but also to
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shikona. The performance of tshikona was generally sponsored by chiefs and
head i it Yet ‘the

"

peopl that it of
* (1985: 87).

‘Thus, the very effect f the forms
mark their social position may have been :ompvromls:d by the power of the
experiences they generated amongst partcipan
Altough,inhispublished work. mmmg tended to refer to ‘the Venda®
rom i n[ma.lpeuplem 1 situat
does here and the i enda u
cvents, and. perhaps not suprisingly,things el go n:coldmg toplan.Ths

1

some of Ve, 8
published in 1962. The ishigombela gmnp :hn set out from Magidi to
Tshivhambe in 1957 arrived at their destination without the one pound they
were supposed to take to the chief they were visiting, so last-minute
; because of this

oversight, there was no beer for the dance e, and they stillrceived none
even after the gift had been presented to the hermore, the fourth day
of the visit was marred by an unfortunate ocident in whih he girls were
(falsely) accused of stealing someone’s oranges. Yet, despite all the mishaps,
Blacking climed that "l seidthey bad preaty cojoyodthe pciton, md

* (1962: 19). The cynic

‘might add, ‘Perhaps not o him!
But things really went peuruhxped the following year, when some s

o abwadonsd sitogedher, Alihough fe origial passags b quite I, i it
worth reproducing it in an edited version, since it contrasts so considerably
with Blacking's more well-known representations of the Venda.

In the middle of February 1958, several girls asked if they could dance

tshigombela ... The senior girls were not very keen on the ide se they

‘wanted 1o attend the domba initiation which was being held for Mphaphul's
Ho 3

In 1957, the had invited girls from Mbaleni
st the oty b actng R, n 1958, th Ml g came w0
ik the dnclng gl s complaloc s ey bod

“Why don’ s 2k v 1o hem? They e howing off 100 much
s ser and |((hzy 80 0n being so full of themselves, we will ask (o have our
own team. Thidavhula and her friend Tehidaho are paricularly full of

‘Tshidavhula Magidi invite
the g rom M, and he sgred. They clle e s ogether an ook
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their drumsticks (1shiombo) with them, in order to call the Mbaleni girls.
¢ et o

ithad
been held at Magidi the pr - but tis The
Mbaleni i
- You in' Besides, we
had some of you,
goneaway i .
Tshidavhula
not there he
g of
the lhun:wa drn and contused the dencr by miin te dlyl.hml 1 am
e it 1 Magidi gi
it home, A
were much
 they.
reseatedthe indifference of the senior Magidi il
Eventually the had

cards, or merely tapped the murumba drums” in an dle fashion. ... (Blacking,
1962:19-20)

Not surprisingly, it was not long after that that rehearsals ceased to take place
that year.

lief to
the Venda are, after all, ‘real” people like the rest of us, Blacking rarely drew on
actual events as the basis for his theoretical arguments, preferring the
generality of the norm. One explanation for this is that the structural—
functionalist paradigm that dominated his anthropological training was not
exactly well suited to reconciling everyday negotiations with the norms of an
underlying system. But Blacking's dilemma may have hinged also on the

problem of pol it his vision of
poer of unsical and h 1
led it 10 focus on the mm Funhmmom‘ 1o have drawn attention to e
accor 1d surely have
Venda as Venda that Blacking’s
the %

but rathe
i "
the encounter between ‘us’ and ‘them’. Through this encounter cultural
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highlighted, but Ultimately,
therefore, the Venda fulfilled a paradigmatic role for Blacking, operating as a
counterpoint through which he strove to dissolve the ‘other” into a common
humanity. But the commonalities he highlighted were not the trivialities of
everyday life, but the fullness of human potential, the sum total of human
capabilties that can be documented across the globe and over time, ultimately
allowing humans to live ‘beyond culture’ (Blacking, 1973: 7).

Rethinking Blacking’s ethnomusicology

John Blacking is one of the few scholars within ethnomusicology to have

range of readings of the material. However bold many of his propositions may
seem they stand a estament o just how often h was el ahad of his i,

anticipating the uld take in the
ting his instincts in ways not g

thin academia, he pe of i inguiry into
new p ‘which still iscipline. In an
effort ch
theoretical i Blacking’s work. Several
Scthors e on Blacing's Vend meral s wcnmicpol o el o eld
dats musical

s nder
the humanity of their research subjects.

‘The volume opens with Keith Howard's piece, “Memories of Fieldwork:
Understanding “Humanly Organized Sound” through the Venda’, as it extends
‘my discussion of the centrality of the Venda in Blacking’s work, moving it into
the realm of the post-colonial critique of anthropological ‘othering’. As
Howard points out, Blacking frequently compared Venda musical practices to
those of the West, and he notes that the systematic observational techniques
that Blacking scd i he collecion ofdata amongst e Venda were istncly

absentin Weste resulting in
clumsy generalities or rather idiosyncratic .||.mm.mn Although Blacking’s
focus on the understanding of the Venda as a clearly defined cultural ‘other’
challenges us to reconsider the role of fieldwork within ethnomusicology,
Howard claims that the postmodern, ‘reflexive’ way in which Blacking drew
upon his experiences as a Western musician placed him ahead of his time in

foward argues, Blacking’s work was not
3 the Vend: h
he was able to chall 'mhemm evenas rtook the kind
of fieldwork that privillges the exoti

The next two chapters deal ith South African ethnographic material, both
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of which address Blacking’s concens with the political dimensions of music
‘and musical performance. Although the authors draw on quite distinct sources
from Blacking's writings, they demonsirate how., despitc his gencral focus on
lackings i the study of post-colonial
genres anticipated the concerns of the next generation of South African
scholars, whose interests have been directed lownd forms of subaltern
‘expression and their strategic role for the performer
In “Tracks of the Mouse: Tonal Rtmltmﬂmon in Venda Guitar Songs',
Jaco Kruger, enda,
construct his argument and lhu![nre draws heavily on Blacking’s musico-
logical studies of the traditional Venda repertoire. Approaching the material
following Blacking’s ‘cultural analysis of music', Kruger shows how Venda
creatively adapted Western musical codes, generating new
es that remain rmny gmmud in traditonal sesthetc

Tioa dynamic foreof rasc
“Black Background: Life Hulory and Migrant Women's Music in South
Africa by Deborah James, was inspired by Blacking's interestinthe role of
oY e e memories
of their childhood musical activities. She notes mn‘ wl'ule Blacking’s
vision of music fi
‘musicology, an aspect of his work that has been n:gl:cl:d pertains to his
that music cannot generate anything new. She claims, however, that
“[ill is in the tension between the “endorsing/confirming” and the “trans-
forming” positions that Blacking’s legacy should really be sought’, s both of
these forces can operate simultaneously. Through her discussion of the
Northern Sotho kiba dance style performed by migrant women on the
‘Witwatersrand she shows how kiba draws on girls’ experiences in youth and
adolescence — when music served to ascribe them specific roles — and how,
later in lfe, these same musical experencescame to be used to frame, and
create,
ymiko Fujta’s contribution, Ml
Japan', also draws
e

ty in Early Childhood: A Case
inspiration from Blacking’s work on children’s music

o foundations of music as an

conducted ethnographic research in a Japanese nursery school, observing

children from the ages of three months to two years, documemmg their
I behaviour.

oung
,mdwd xhc dim
hatchildren move luently between specch and song because both modes of
communication are rooted in a common form of musical expression - an
p i ds bet h and song, whic

all small children explore from birth.
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John Baily's contribution, ‘John Blacking and the “Human/Musical
Instrument Interface”: Two Plucked Lutes from Afghanistan’, presents
findings from research that combined his own background in experimental
psychology with Blacking s seminal deasregarding the ways in which some
physical properties of

the human body and the morphology of musical instruments. Through an
analysis of two plucked lutes from Afghanistan, the long-necked Herati dutar
and the short-necked rubab, Baily identifies a number of factors operating at
the *human/musical instrument interface’ and shows how, in some cases, the
body i ted the

‘music produce

‘The next two conmb\nlons by Helena Wulff and Rebecca Sager, respect-
ively, draw attention to Blacking’s work on the power of aesthetic experience.
Even in his early publications there are hints of a shift away from a
proccupation with the referatal contea o expresive forms towards an

alike, with the latter becoming progressively more marked. One eouid
et Blacking po-eped. by sevrn dcaden e phenomenological

ethnochoreolog
T ber piece "Expeiencingthe Blle Body: Pleasure, Pain, Power', Wulff
ereby, like Baily, Blacking’s

intest i the anthropology of the body, but she shows its relevance to dance
research. She uses Blacking’s ethnography on the Venda girls” initiation cycle

in much the same way as he drew upon Western music. In this way she shows
how dance has a ‘dual pot it can be a means of
” rful

bodies. Ultimately, she claims, people ~ be they Venda or ballet dancers —

s but
‘when they occur, they are similar — and equally pleasurable — for everyone
because of our shared humanity.

Rebecca Sager's contribution, ‘Creating a Musical Space for Experiencing
the Other Self Within', explores Blacking’s concept of the ‘other self ~ that s,
“the memory or prospect of self in the experience of transcendence”. Blacking
contended that one encounters the “other self” in experiences of *virtual time”
as well as through spirit possession, both of which are commonly promoted
through music. In a vivid portrayal of Haitian Vodou ritual Sager shows how a
space for the transcendent experience of the ‘other self” is created, during
which devotees come to embody their highest moral values. As such an
encounter has such deep religious significance, Sager refers to it as a ‘total
musical experience’. She then explores recent research in music psychology,
indicating how such non-referential qualities of musical experience as time
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‘perception, sound localization and motor-gesture perception not only contri-
bute to music’s potential to induce the universally achievable transcendent
experiences, but also enhance their persuasiveness, particularly in a religious

context.
In the final contribution, ‘Bach in a Venda Mirror: John Blacking and
Historical Musicology',Brita Sweersexplores Blacking’s comention that
means including

Weter ar e (emphass i orgiml) o nerTogae SomUSicolOgy's
potential contributions to Western historical musicology. She provides an
extensive survey of ehnomusicology’s links (o hisorical musicology and
for furthering Blacki

Early Music, an arena that has been shaped by discussions about how to deal
with the “historical other’. Sweers draws attention to the way in which, once
again, Blacking pre-empted the calls for ethnomusicologists to turn their
attention to Western art music and also notes that the impact of ethno-
‘musicology is becoming ever more present within historical musicology,
particularly in so-called ‘new musicology’.

Taken ogether he chaptes in s volume pay rightul ribte 0 John

a major intellectual leader of his generation, whose work has remained an
inspiration a decade later precisely because of ts daring boldness. Unquestion-
ably Blacking, the man of ideas, has set us the challenge of pushing the

ight ible. And, in the
‘may we not forget h fi i

Notes

ih in 1990,
luve ave emerged,inclding Baily (1990, 1994, 1995), Bily and Grau 2001, Byron
1. (1991), Fairey (1991,

Seven o
2 For bibliographies of Blacking’s academi
Kigpen (1990: 26670 nd Blacking (199

output see: Byron (1995: 247-52),

ot e offorc nd e s of of such use became widespead in Venda, unleashing
a period of terror that lated until 1994, when the region was reintegrated into South

§ Vhushaws thesame o et hase of the Ve iy itistioncycle

mmn. init
Domba was the name of the third and final phase of the Venda girls' initiation
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7

" Blucking fequenty refred o his drum s he enr rum.




CHAPTERTWO

Memories of Fieldwork:
Understanding ‘Humanly Organized
Sound’ through the Venda

Keith Howard

John Blacking conducted fieldwork amongst the Venda of the Sibasa District,
Northern Transvaal, for 22 months between May 1956 and late 1958. He
continued to refer to the Venda throughout his academic life, using his
memories of fieldwork as the foundation for grand statements about music in
ways that a number of critics now find problematic. David Josephson, in his
review of John Blacking’s A Commonsense View of all Music, writes that

the supporting maerial is unacceptably Vendacentric. The evidence cited to

the Venda, The journey to. enial
- Disci of dom are I
to them, The ideal of music-making is posited in them. A quarter of a million
corner of thi
burdens. (Josephson, 1991: 268)

Joseph Kerman says much the same in Musicology (1985a).* Many, though,
hold the memory of John dear (for example, Baily, 1990a, 1991a, 195;
Fairley, 1991; de Carvalho, 1991; Grav, 1991 Byron, 1995); many more still
o Blcking :wnungnnspmnonxl
reliance on hi
he :"ecnvely e this o anchor his wrtings on “hamanty organiscd sound
his pithy definition of music as a global phenomenon — in a way that I will
argue was not *Vendacentric” but *Vendagrounded'. Fieldwork became the
basis for his grand statements, the fundamental material with which he
attempted to offer illuminating insights into other music that he knew or
encountered. His approch invrted e diffusionist writing, but came well
o

therness,
an approach thatis only now bccommg acceptable as academics e agins
in their studie: owever, the pre-

eminence given Tieldwork n ethnomusicology throughout the workd tndo 10
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retain distinction, emphasizing a set of rules within a methodology that

t music and written from
the early twentieth century to the present. Fieldwork becomes a scientific
experiment, resulting in detailed accounts of limited provenance. Blacking,
while providing an exemplary model of ieldwork practice, wanted more. As
Suzel Reily (in Chapter 1 of this volume) put it, his ultimate aim was to
“dissolve the “other” into a common humanity’.

Placing the Venda

e Venda were not Blacking’s first choice for fieldwork study. This is
intimated by his early interest in Malaysian orang asli music, an interest
sparked by military service, helped as he learnt Malay and thwarted when his
first job afer graduation, s assistant adviser on aborigines in Penang, cnded
after just six days (for which, see Byron 1995: 2-4). A crisis followed.
Blacking stayed on, teaching in an Anglican school in Singapore, writing
leters against the army's policy on sboriginal reseiement, composing,
d preparing his first significant artil  of aboriginal
e oo sk on ol cdons n museuns i Kol Lumpur and
Perak (Blacking, 1954-55). Now convinced that he wanted to apply
anthropological fieldwork to music in the region, he sought funding, but
without success. His Cambridge mentor, the William Wyse Professor of
Anthropology, Meyer Fortes, suggested that he write to Hugh Tracey, witha
view to working in Africa. Byron notes that, shortly before, Tracey had
‘mentioned to Fortes that he had secured a large grant to make recordings of
African music and was shortof skilled assistance (Byron, 1995: 5); Blcking's
. while still of
under Andr SchacfTocs a the Musée do [Homme would have seetsed
particularly relevant. Indeed, once in South Africa, Tracey set Blacking to
transcribe, analyse and comment on recordings
cking acc d Trace d this soon led t
frustration because of the lack of documentation that Tracey required and
expected. Blacking’s training in social anthropology and his knowledge of
Malinowskian field technique, meant that he wanted more. Fortes helped
secure a Nuffield grant, and in 1956 Tracey gave Blacking permission to carry
out long-term fieldwork.? The grant stipulated that he should work within the
boundaries of the then South African Union (Blacking in Howard, 1991 59),
and the Venda were chosen. In his fieldwork, Byron notes how Blacking paid
close attention to typical anthropological concerns — to kinship, ritual and
economic and political organization (Byron, 1995: 6), observing all he could,
taking copious notes, keeping a diary and so on. Baily recalls the note in a
contemporary edition of African Music: *Mr John Blacking ... is learning to
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sing Venda songs and play their instruments, since this is one of the most
satisfactory ways of gaining knowledge and understanding their music” (Baily,
990a: xiii). iplis
can see not just the frequently cited introduction of extended fieldwork to
ethnomusicology (noted in, for example, Baily. 1990 xii; Fairley, 1991:
116), but also a resolution to Blacking’s long vacillation between his desire to
develop a career as a pianist and his training in social science. Retrospection
also allows us to speculate: had he already worked his dilemma through and
seen i fieldwork on another music culture a possible way of coming to terms
with his own musical background and training’
A

fieldwork. Blacking published a short paper on Venda ocarina music in 1959
(Blacking, 1959c), but his appointment the same year as lecturer in Social
Anthropology and African Government at the University of Witwatersrand,
Johannesburg, slowed down the writing up of his notes.* Fortes once more

Iped, engineering a Ling Roth scholarship from Cambridge that led to the
award of Blacking's PhD in 1965: two years later, Venda Children’s Songs
appeared —a volume that, o his death, he felt was unjustly underrated (Blacking.
in Howard, 1991: 63-64).° His expulsion from South Africa in 1969, and the
authorities” refusal to allow him to return until the mid-1980s, removed the
possibility of further fieldwork. Blacking, then, was aware that his primary

add *headnotes’ — memories (Cohen, 1992, cited in Reily, 1998: 47) — and
mlnrm:lmn gleaned from materials collected by others — by Nkhumeleni
1991:223-24),and
CmBnmeu 20d a0 Kngerin he 1980 Ho careully added thesppcopine

hist ‘Music-Making’, the
Venda mxka mm first appearance three pages in: ‘In the traditional musical
system of the Venda .. & i

depen v- ly ‘a spirit of a d d tor..." (Blacking.

1992: 303-04, emphasis added). In How Musical is Man? the Venda are
:mfully pmnamd i a group of 30000 lving in the undeveloped rral
T

1973:35-36). InA wm
the 19,
given. i da d iscussions of

h d
unfolding of his knowledge. Ethnography becomes fused with theoretical
analysis, so that, while Venda Children’s Songs is closely argued and asses
the usefulness of analytical techniques, A Commonsense View marshals a much
grea ‘mention of the Venda,
Greece, Bosnia Herzegovina, the 'Kung ‘Bushmen’, English folksong,
Hindemith’s compositions and Gregorian chant (Blacking, 1987: 1-19).
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Blacking never wrote any definitive account of the Venda. It is commonly
assumed that such an account would have secured his permanent place
amongst ethnomusicologys Hall of Fame, although this chimes poorly with
the realization that he remains inspirational more than a decade after his death
less for his for b

three volumes underway by 1989, two commissioned by Cambridge
University Press, but all were left unfinished and unfinishable at his death.
Nonethel

e
Children’s Songs indicates. Again, initiation schools became the basis for
articles in 1969 (a series of four rticles, plus one more), in 1970 and 1985.5
Blacking's field experience was a veritable model of twentieth-century
practice. His fieldwork documentation is hard to fault, despite the fact that he
himself later said that he ‘spent too much time collecting the wrong kind of
dua’ (19854: 89). i sy of disy nis, bote-aking, audlo sodvisal
was taught b
areful and extensive, and in a recent reassessment onus Vokon Venda girls’
intation shols, el Ana Reilynote hat she can find o nsance where
she can question the accuracy of his ethnographic observations (1998: 65).
Again, Venda Children’s Songs (1967) carefully describes the methods used to
assemble his impressive collection. He recorded versions of all songs on a
portable reel tape recorder at 7.5 inches per second; he transcribed some songs
as he leart them; he leamt songs from both children and adults; he made
deliberate mistakes as he sang. noting those that were accepted and those that
were rejected by his teachers; he organized tests to learn rhythmic principl
he determined popularity, consistency and difference, pitch and relative pitch
when songe were ung in scquenc; s sakod sbont the measing of s
(Blacking, 1967: Ample evidence is offered of his extended exposure
to Venda music kp\ammlnlly in Chapter 1). In his transcriptions he synthesizes
over 400 recordings recorded in 21 named districts, comparing the same and
different songs by the same performer and the same song by different
performers (1967: 27). The preface (1967: 5) sets out his reasons: following
from Merrian's The Anthropology of Misic (1964 - altough Blackings
et
 music sound can no longer be ann\ystd independently, but must be
Sudied in cuture So fr no good, but he questions the then-standard
techniques of analysis (Merriam practised the principal example cited by
Blacking — statistical interval counts), since he felt that they would not reveal
what he and the Venda knew, namely that children’s songs were an integral
part of the musical tradition but in many cases sounded unlike other Venda

Field technique has been the subject of myriad articles, by Karpeles (recited
in Post et al. 1994), Merriam (1964), Nett] (1964), Hood (1982), McLeod and
Herndon (1983), Myers (19924, 1992b) and many more. Fieldwork itself is
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about the only thing ethnomusicologists agree on as characteristic of their
discipline, uniting catholic concerns and diverse disciplinary approaches.
‘Some of Blacking's methods ~ the plural, ‘methods', as Rice has pointed out
(1997: 102),is surely telling - were, admittedly, idiosyncratic, but most were
based on models imported from anthropology. To Blacking, fieldwork
remained the primary act that allowed his students, as ethnomusicologists,

yi his of coure, was exactly i ienced i
after hical interests o Africa and thereby anchored
bis dual disciplinary focus. It was, s to many of us, his ite of pls:lge
fter which

post Wnung about his fieldwork ~ Merrian’s *ciencing about music’ (1064

interpreted his experiences. He did so, at least o start with, by cementing his
anthropologiel cedentias. Hence,during his period at Witwat

,unw Ihe childhood of an African girl (Blacking, 1959a, 1961, 1964b, 1964a).
He was aware of potential problems in relating fieldwork to ethnography (as
discussed much Lt by th contriutors o, for example, Clffod and Marcus
1986),

his entors. Thi h
o evidentin Venda Chidren's Songs where he first chapter begins by
their region, then describes concepts and
definitions of Venda music, instruments and occasions for communal
performance.
‘The way in which Blacking returns to his Venda materials throughout his
catcer resonates with many of us who continue to work primarily on single
. Helen ‘most critical
stage of ethnomusicological research’ (Mym, mzb: 21)and, for many, like
Blacking, fieldwork conducted as part of doctoral research represents the
longest period they are ever able to spend outside their home/work
environment. Fieldwork has been defined by Jeff Todd Titon (1997 15) as
“knowing people making music’. Timothy Cooley asserts that it ‘distinguishes
ethnomusicology and ethnographically-based disciplines from other social
sciences’ i i

fieldwork their most significant contributions to the humanities’ (Cooley.
1997: 4). Barz and Cooley’s volume on fieldwork (1997) addresses the crisis of
represenuaion in postmodernist discourse, an idea that Blacking deftly

desteppod, even i e life, through etining funcionalist and stcourals

Pavof nnmmpnlogy Totis extent, Blacking was a child of his time. But,
‘even as he reflected on his fieldwork in early writings, many of the issues that
were 10 characterize his later career were already present. Venda Children’s
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“cultural analysis of music’; it starts to explore music as language and finds
lels between Venda and European art music.’

Fieldwork, though, needs to be separated from the paradox of Blacking; our
‘memories of the man, and the continuing role he plays in our thinking about
musi,tend not 0 be based n his ethnography. We e mors ntigued by his
s ideas 0

1d
defends Blacking's first book to make an impact in the international arena,
How Musical is Man? (1973) as being:

[with] bold and sweeping assertions (made] on sometimes rather slender
o 5 ne "

.. (Byron, 1995 17-18)

Reviews of How Musical is Man? were almost universally positive,
recoguizing the viion nd, 18 geskero eterextent, haring Bhacking's
identification with fundamental issues. I suggest that the book appealed
because it neatly established a role for cthnomusicology and ethno-
within the academy
‘way that would not have been possible in a regionally-focused account. It
did 50 by discussing a comprehensive vision for music as a vital part of social
fe, by moving with apparent ease between Africa and the Western art
mmon, and through dmumnm of musical grammars hat questioned
e techniques. Most
reviews of How Musical is Man? sidelined, if not xgnoted the fact that
Blacking i manyqucatios maerd.- e, o pectely, he b
sed more questions than he answered (see. for example, Merriam, 1974;
Gilbert, 1973: Rouget, 19772). Marcia Herndon was more criical, using
Blac i
human musicality”; rather it is an intensely personal statement’ (Herndon,
1975: 143). The same criticism reappears, but in a more damning way, in
Josephson's review of Blacking’s later book, A Commonsense View of all

None of th i, how
and claims require solid foundations, clear organization and impeccable
reasoning ... the] di i i i

Jevider i .. and side-
shows..... Much of the musical scholarship is 0dd and unreliable. (Josephson,
1991:266-68)

Ethnography can offer a safe refuge for scholarship — a way of avoiding such
criticism ~ but e more, y not? Itis surely implicit i
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most a
least o an audience sufficiently wide to enable onc to retain ajob. Personal

the musical ethnography of one seozraphically ‘bounded group. requires
Tadmit that ths is a blunt and butitis

publicist. Many of tiscbiuaries make mach of these latter aspects of his
career. John Baily and Jan Fairley, for example, talk of the more than 50 MA
and PhD sludems he lnmed at Queen’s University Belfast from all over the
world:? the more remarkable because of where Belfast i situated, far

from l.ondcm o the 19708 aud 1980 detifed with considra e
he Council for

National Academic Awards'”:

both note his role as founder and editor of the Cambridge Sudies

Ethnomusicology series (Baily, 1990a: xiv-xv; Fairley, 1991: 115, 118). And

Blacking's activities were not confined to ethnomusicology: he is also widely
as both charismatic and provocative for his writings, conference

The defence

references to Venda fieldwork (Howard, 1991: 70). The first recognized a
politcal fact: the South African government had declared him unwelcome, so
e was unable to return to personally update his data.

Second, Blacking said: *I am proud to be, via Meyer Fortes, an intellectual
‘grandson of Bronislaw Malinowski. I have been profoundly influenced by

the difficulty involved in portraying one society.’ Now, to link this to
lhmomusicology require  quick ehearea of he suthorized histor of our
discipline. According to this history o at least, this way Linterpret it -
the roots of cthnomusicology are in comparative musicology. 4 practice
teeped in o the ‘ot
that mirrored late nineteenth-century laboratory-based explorations ef science.
By the beginning of the lwenlmh centuey, scholaniip wes coupled 1o
of

it soun, From her= our authorized history relies that o shit from
theory to ethnography occurred as Western hegemony was questioned. This
allowed Merriam and others, as American members of the nascent Society for
Ethnomusicology and followers of Boas, Herzog ef al.. o graft anthropology

ina way that he quickly came to regard as distinet from that of Merriam, to
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adopt a fieldwork style modelled on Malinowski’s Argonauts of the Western
Pacific."! The emphasis given by this cultural immersion through ficldwork
reduced the parative the
output of monographs confined to specific music cultures. This was
encouraged by the colonial legacy and then supported after the Second World
y allowed
i gms,chif amongst them Mante Hood's b

s (1971 pll:n
Feld s ugm on native points of view. "2 And, following from Hood, ethno-
musicology adds to social science fieldwork methods what Shelemay has
called *bracketed performativeness’ (1997: 200) — the ability to join the music

" . bt "

representation and interpretation” (Cooley, 1997: 4; sce also Slobin and Titon,

1992: 1). Remember, here, how African Music remarked that Blacking was
thorized his imari wmldr

tends
such as nme by Jean de Léry ‘and others collected in Frank Harrison's. Tmc
1973) or texts such s Volkslieder
(1778-79). Indeed, older ethnographies may be more commonplace in
for. Consider,

for example, the recent collection of early commentaries on Thai music
collated by Terry Miller and Jarernchai Chonpairot (1994), projects such as

wrence Picken's Music from the Tang Court (Picken et al.,vol. 1, 1991, to
vol. 7, 1997, or the common appeals to search for authentic forms in

the canon? At the same time, the paradigm tends to impose a rosy, if not
romantic, gloss on Malinowski, ignoring the revelations of his diary — first
‘published in 1967 - and the forced nature of his incarceration on the Trobriand
Islands. It is likely to ignore methodological inadequacies among major

that the field i typically conceived as a geographical or linguistic area ~ this is
how Hekn Myers (1992: 23) considers it. What of, say, international concert

iy pawdxgm allowed Evans-Pritchard, Meyer Fortes and Raymond Firth,
. Tallensi and Tikopia.
But ﬁ:ldwork itself, within this paradigm and because of the requirement for
long-term immersion, increasingly runs foul both of the local agencies

of funders.

Blacking. however, moved away from this paradigm in his writings, even
though.
at Queen's niversty. Th regional boundariestha th Venda inhabit,for
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sznmpl,wecolaped s b ruadcocd e discasson. e saw this in terms

fieldwork data. This was the basis of his ll||rd defence. We might see @
retrospetiv defence o fieiwork methods— pecificaly th need 1o keep
for dat
that has not been fully analysed. The defence permits reassessment; hence
Blacking claimed to have come 10 understand Venda comments about the

with cancer!” and, a el
i i with the arrival of his

second family.

Fourth, Blacking stated that *... nobody who still writes about Bach,
Schubert or Schumann has 10 defend themselves’ (Blacking, personal
‘communication). Such a comment downplays the notion of musical autonomy

ind the view o be studied as
aural phenomenon irrespective of time or place. In this, the grammar of

be likened to a jagged continuum, allowing a direct comparison of Bach with
‘Schumann and postulations of musical meaning " (Similarly, Western musical
history is typically taught in a sequence that is both chronological and
developmental.) As Carl Dahlhaus noted, this does not deny that musical
autonomy may be relative (1987: 238) and indicates. s for degrees of
relativity. To Dahlhaus, an aesthetic understanding of Bach or Schumann’s
wsic can be bound up in the idea of ‘art [music] for its own sake’, rather than
as a reflection of cultural and political factors. The discipline(s) of
musicology/Musikwissenschaft has taken this for granted, even if autonomy is
largely a nineteenth-century construct, leaving an analytical legacy that
converges with premodern ethnomusicology. for example,
“pure melody’, Merriam’s interval counts and Kolinski’s trait analys
In Venda Children’s Songs, Blacking's altemative perception received its
first extended outing, albeit with little reference to European art music.
Blacking writes that he found the analytical tools inherited from musicology
inadequate. Rather than sce the sequential development of hildren’s singing
with thr or more, " he argued

ntext and musical style. In keeping
withthis, he placed his Venda material n the spefic tme when thy were
collected; to him, the reporting of ethnomusicological and anthropological
fieldwork was essentially historical. This, 100, removes his methodology from
musicology, but it mirrors a then-current debate in British anthropology about
history. Distrust of an unoberved and potentally distortd hisory had
stemmed from diffusionist discourse and had eventually led to Evans-
ehand's seminal aceount, “Anthropology and history’ (1962: ch. 3).
Blacking, though, was not prepared to be bound by the resultant strictures
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ch.:rnuensuc uf many anuxrupnloglcnl accounts of his time. He was not
comfortable lvg He

sought s of i believing
hat they could b heldt reresent an ongoing tradiion. Athough this was
necessary if his visionary statements were wsund upto scmuny‘ T suspect Lhe

Shout both with m= same brush. Llwr. o saisfy his acceptance of the

te, but a the sam
1950 oase eldwon imposed, he wnnld substantate hs views t.hm«gh mn
fieldwork of others!® and rst-hand or text-

based knowledge of other sub-Saharan musics. In his 1980 fim. Do
Personal Record of Venda nitiation Rites, some shots are clearly recent,
incuding»road i i pout e e 1978 ndependonce of the Repubhc

To rtiratc, hea, Blacking's foue defeaces ely 0u & mit of personsl
situaton, circumstance and experience. He was trained in, and aware of,
anthropology d was keen 10 apply fieldwork
o emnomnslcnlogmnl research. But, because his only period of extended
fieldwork was i the 19505, and because he continued to rely on data from that
o . :

Inde, those of us who studid with him were taught a set o fieldwork
. : e e suitable’ p

that should . for eumple. had li ing

me to my East Asian informants. Again, I can find no evidence that he

considered potential links between ethnographic representation and
e poren i Torexample,

the contributors to Asad, 1973 and Manganaro, 1990), despite living and
teaching in Ulster where such issues were part of local debate. At the same
time, he placed anthropological discourse at the service of his own musical
interests and passions; his background as a child chorister and then his
activities as a composer and pianist cast an enduring shadow over his life and
now
other musics. This paragraph, though, must end with a brief note on his
personal politis. Inspired by Marx, but by nature a humanist and interpreting

ps
by Joseph Kerman's characterization of him: *Blacking is of the generation of
the angry young men of the late 19505, and he shows it’ (Kerman, 1985b: 159)

Juxtapositions
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of European art music. The narrative of fieldwork underpinned his provocative

of data. The same scrutiny is missing from his discussions of Western art
d this, I submit, . Kerman.

A few hints of Blacking’s perspectives on the musicology of art music
appear in the opening pages of How Musical is Man?, but much that he must
have known is missing. For instance, in his youth he had composed, and he
would surely have been aware of, and concerned with, the post-Second World
‘War promotion of serialism as a method of allowing creative freedom.!” Again,
we know that he had followed the early music movement, notably as it

family, and he would
’sdistrust of history
of lost music and instruments that this movement espoused. Once he had
discovered Malaysian and African music. what would he have made of
Constant Lanbert immensely popula and populist M Ho! (1934) in
which the author charts musical declin by “ephemeral and petty ideas’
zm.\ hy “appalling’ popular music and the ‘exo e Coupled 0 what 1 lncking,
Blacking’

Thie b evident e general nature of the texts he quotes in How Munrul is
Man?, the bibliography of which includes Edward Hanslick's The Beautiful in
Music (1891), Alec Harman’s Medieval and Early Renaissance Music (1958),
Frank Howes' Man, Mind and Music (1948). Paul Henry Lang’s Music in
Western Civilization (1941), Hugo Leichtentritt . History, and Ideas
(1946). Wilfrid Mellors’ Man and His Music: The Sonata Principle (1957) and
Music and Society (1950), Rudolph Réti’s The Thematic Process in Music
(1961), Amold Schoenberg’s Style and Idea (1951), and Alan Walker's A
Study in Music Analysis (1962). Excluding the last three of these, this is a far
more pedestrian list than that which Blacking offers for ethnomusicology or
music psychology. And, although these all vanish from A Commonsense Vi

with the exception of Schoenberg’s Style and Idea, in the latter book Blacking
cites Jack Westrup's general Western art music history, Hubert Parry's 1896
volume, The Evolution of the Art of Music and Lambert's Music Ho! The last,
incidentall

How Musicalis Man? presentsa rtique of Deryck Cooke’s attempt, in The
Language of Musie (1959), to provide a linguistic typology for melodic
patterning. Cooke’s argument is collapsed by the observation that ‘changes
musical style have generally been reflections of changes in society’. The
context for this observation. of course, is the Venda, and the comment is
consistent with Venda Children’s Songs. * Yet, as Blacking expands his theme,

o e s .

ropean music with specific information on the Venda. We hear about the
s:cnlmmmn i e 1200 1 Brope (e mweliic i of
European m evelopment s simplified, but chimes with so many general
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histories). This is linked to specific styles of Venda music, and Blacking
‘comments on the degree of assimilation into the body politic amongst the users
of each (1973: 58-76).

In fact, a more personal motive lies behind this critique of Cooke. While we:
can trace in Hlmkmg 2 wrlings explorstions of ks between susic and
1 mskian
ideas, c.mkc, g theory mmmg mumlly etpected, srely stands for
much European musicology which Blacking I'eh he ouuM now, on the basis of
his understanding of Venda music, sele reject in this section of
How Musical is Man? we can see the primacy glven he Venda n Blacking's
consideration of their national dance, fshikona. The Venda say that this is ‘the
time when people rush 10 the scene of the dance and leave their pots o boil
over’ and that this dance °
These coramets & maiched o Mabler's claia that s pstormancc sy
take participants to ‘the other world". This, in turn, i transformed by Blacking
through a reference to Bali, where music is claimed to stimulate alternative
o of consciousness, before he returns to the Venda (Blacking, 1973:

53 er is next mentioned ten pages on, as part of a direct critique of
e (Blacking, 1973: 60-62). Blacking says that he wants to find out *what
the music says to me” and. because of this, he has ‘deliberately never read any
analyses’. He asks whether he has ‘received the atttudes that prompted Mahler
1o compose these notes” or whether he merely imposes his personal interpret-
ation. Hidden here is a further broadside at Cooke whose reputation is as much
s a Mahler scholar as for his Language of Music volume; Blacking rejects the
need to refer to Cooke's commentary on Mahler's music.”” Altough there is
enda

ethnography is
of Mahler's own bey abrief

Bruce Chatwin's Songlines or of wrnmgi about hitn published during his
lifetime?

Commonsense View, Blacking jutaposes Edward Elgar with African
ensembles. He offers an image of Elgar, ‘disgusted by the vulgarity and noise
of pomp and circumstance at the British Empire Exhibition of 1924' but still
believing resolutely in the transformative power of music - a belief imbibed
during five years spent working as an asylum bandmaster. In African
ensembles, each *performer provides only a small part of the total musical
pattern’ but knows that ‘the power of well-performed music can be related to
the power that is generated by the extension of individuality in community’
(Blacking, 1987: 28-29). This juxtaposition simply does not stand up to
scrutiny. Elgar’s disgust, for example, surely needs to be seen in its context — in
terms of the First World War and its aftermath, nationalism and the setting of

ds toh i h. A Elgar was indeed an asyl
bandmaster at the Worcester City and County Lunatic Asylum near Powick
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between 1879 and 1884, this was well before his career as a composer 100k off.
There s lite in our Knowledge of that experience to suggest any formative
influence laterlife, not patients

~ largely polkas and quadrilles ~ were popular dances in contrast to the
Edwardian grandeur of his mature works. And Elgar’s job was not unusual
since, throughout late nineteenth-century Europe, music was commonly used
both as recreation and stimulation in asylums —not 50 much in an aim to be

i i 42

Blacking afew pag . t0 defend i a
humanist view, calls on evidence: programme notes written by Geoffrey
Crankshaw for a 1971 recording of the Enigma Variations that talk of Elgar's
alchemy and humanity; an interpretive ballet of the piece choreographed by
Macmillan; an impressionistic early 1970 film of the composer's life by Ken
Rusell Blcking 1987: 40-4)-These surces, though,exlore tranaforn-
ation in terms 1 structures - thematic variations and timbral, thythmic
and melodic depiction ofcharacte rats - ather than n Blacking s rormal
social and cultural u.mcxmmmum And none dates from Elgar’s time,
although one small piece gleaned from Elgar himsel -
Comments he made bout eopraphical plces as with spec
compositions (Blacking cites Moore (1984) for this). A face value, this
suggests that the ethnomusicologist in Blacking is at work, but there is more to
Just as Cooke stands for British musicology, asso s of
place with sound need to be seen as part of the musicological discourse that
Blacking grew up with. These associations were expressed in texts such as
Cyril Scott’s Music: Iis Secret Influence Through the Ages (1976 [1933))2! and
explored in the spiritual concerns of composers whose works Blacking was
familiar with ~ Scriabin, Debussy, Delius, Holst, Warlock and others. Such
ideas have litle resonance for Elgar whose one piece titled to invoke a land
i I

identified as Turkish
Sparked by Percy Grainger's quotation from the Confucian Record of Rites
(Book of Rites: ljing) Blacking, in A Commonsense View, moves from
Richard Straus's oper Capicco 1o  paragraph echoing George Lis's
discussiononspech s n Efomisicology (L. 1963: 1-16)athough
is not mentioned by Blacking. Grainger is embedded in the text because A
Commonsense View was riginaly writen whi Blacking was rsident t th
University of Western Australia in Perth where Grainger's music education
materials are archived. Quickly, though. Blcking bings more daa o ks
defence, with hua Uzoigwe’s doctoral Igbo
dissertation that Blacking
had supervised. The conflct between music and words, he tells us, is his
concern here. The Chinese text, however, s song as an extension of
poetry to express emotion (technically, there is no mention of music’).
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Blacking draws a conclusion n sark conirast o th texisof ancient China. but
one which is nonetheless attractive on a first reading: in ‘some musical
systems, there is no distinction between poetry and music’ (1987: 84 In
reaching this conclusion he is precise in his references to the Venda —
. " S "

relationship between speech and song — but attempts no precision when
referring to Chinese literature or when differentiating. in the same section, the
composer of Capriccio (Richard Strauss) from the librettist (Clemens Krauss).
Nor does Blacking offer any reference for differentiating Strauss the
philosopher from Strauss the musician: the latter, he says, *seems to take a
more personal view ... appropriate for a patriarchal society’ (1987: 86,
‘emphasis added). Mahler, Elgar and Strauss - it might prove illuminating to
explore Blacking’s own compositions to discover what they tell us about the
formative influences in his personal style.
In “The Biology of Music-making’ (1992), Blacking contrasts the dexterity
o Chopin,
Débussy and Ravel which, i terms of physical sirvcture,he cousiders to be
different from that of keyboard players from the time of C.P.E. Bach or Mozart
(1992: 308-09). For this, he offers no substantiation and no referencing, as ths
is personal experience from Blacking the pianist. He then refers back to his
carie published amlyss of Venda and Nmngm music {B]u'kmL 1959,
1973), “symmetrical and physically “easy” movements of the
body were Favoured. and 10 John Baily s movement puttering analysis of
Afghan music. One block of material is missing from the text ~ The
the Body (1977c), by Blacking
that allowed him to reassess his understanding. The experience here is less
personal and had evolved over e, s he efleced on masical knowledge and
his post-fieldwork career. Again, though, the

juxtaposition is of two umqun.l halves

Undeniably, however, Blackmg encouraged the application of ethno-
musicological method to European art music, thereby influencing the
development of what some have labelled “critical musicology’. Hence, while
the detail of his arguments may be thin, the thrust remains truly impre

at starts from
Ve 1957 29-34)is pnnicululy noteworthy. First, Blacking notes that the,

nal memories of pe . but that
Elgar knew that othrs esponses to his s would be determined by ober
influences within and beyond the concert hall2 This alows him o e that

comes from social, cultural and physical associations.* This being o,
Blacking asserts that msic s 3 ommodity hiat an b wsed for an unlimited
‘number of purpose: rmitted to read beyond what is written
in the text, as had hnppen:d during and after the First World War with Elgar’s
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Pomp and Circumstance. From here a set of ideas flow: if a composer's
individuality i stressed but a listener’s individuality is denied, the popularity
sition cannot be explained in terms of musical structures; a

composer’ 3
composition, following from Schoenberg’s Style and Idea, emerges from
“unconscious cerebration’ based on ‘universal mental processes'; composers
such as Mozart transcend the extraordinary to communicate in ordinary ways.
These ideas challenge musicology’s practices: the first discards the descriptive
analysis beloved of Dent's Master Musicians series, the second questions how

and Strauss, and the third and fourth challenge the notion that composers

justification. then Blacking returns, again challenging the notion of a
‘composer’s genius (but now menioning Franz Lisz) and then illustrating his
ideas from personal experience (Blacking, 1987: 40-43).

‘The parallel discussion in How Musial i Man? icksoff with Cooke: ‘A
‘composer who hopes to communicate anything more than pretty sounds must
be aware of the associations ... in the minds of different social groups’
(Blacking. 1973: 73). The material now is Britten’s War Requiem, minuets and
the French Revolution, Rameau and harmonic theory, a critique of Max
Weber's consideration of the European tone system, Christian polyphony,
fourth intervals in the music e{ nemm. composers, Lutheran chorales used by

hand
art music. The ideas, mough are much the same, and the argument is
sandwiched between two segments of Venda ethnography, the first

‘melody and how
influences the expresive power of music and the second exploring the
lationshi ind social and political groups

Views of the horizon

The juxtapositions presented by Blacking are implicit, if not expected, within
the fieldwork perignas is now practivd. As Tion e, ek s ‘an
experience of m
an ongoing dmlogu: which .- reworka m my wurk a5 “our” work” (Titon,
1997: 94). Hence, fieldwork, at both the

classifying stages i arite retellings, allows the incorporation of past
and present experience. The self, according to Heidegger, is understood by
placing itin front of cultural works (Heidegger, 1962: 114). To Paul Ricoeur,
“Itis cultural works, with the universal power of unveiling, which give a self to
the ego’ (1981: 192-93). Blacking makes the implicit explicit, and it becomes
reasonable, within this, for him o state that he wants to experience what
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Mahler levelto mm. ideri
scholar's analysis. Many of his statements about European art music suddenly
make sense, as a eflection of his own mermlized understanding: Mahler
expressed himself in
felt’ (Blacking, 1973: 60-61); Bnnnluin:nmpl:uﬂww ‘composers acquire
style by listening * (1973:
67, performances of Becthovea's Hammerkiavier somaia by renowned
are ‘wansformative’ (Blacking, 1987: 19).
The mlmcmsMp between experience and understanding in Blacking’s
wriings works on two_diffeten levels - one grounded in personal
fieldwork methodol
The balance between the two is wnm Blacking the theoretician meets
Blackmg the visionary; it is precisely because of the fusion between the
the novel speak. Blacking, then, was
aheadof s tme.His wriings sl
or reflexivity - modem-day givens that were less a part of mainstream
scholarship during the four decades in which he was active. Similarly, what
Arjun Appadurai has called ‘deterritoralization’ (1991 192) - shifting the
field from the exotic to the familiar, from a detailed consideration of a limited
‘geographical area (o a broader canvas and a part of our post-colonial world -
held litle fear for Blacking.

and should be based solely on an understanding of the “other’ - a narrowly
defined single geographical or linguistic field — and whether we are not, as
Kingsbury has argued, moving towards ‘post-ethnographic musicology’ "
Blacking, though, would surely argue that he could only explore ‘humanly

ethnography. He was, then, a product of his time. He had a solid grasp of
anthropology, imbued at Cambridge. He undertook exemplary fieldwork
e o . H :
of kinship, ritual, social, political and economic data, and thereby challenging
the less rigorous music collection practices that, up until that time, had

. i
‘musician, and brought this to his analysis and

y
discussion.

Hans-Georg Gadamer’s notion of horizons provides a 0ol to fuse these
clements of Blacking's together. As our experience grows, and if we

‘can view our life s a series of tableaux, so our understanding — our horizons —

shift. Tim Rice (1994) has already been here in his exploration of
phenomenological hermeneutics. With Blacking, though,  paradox remains:
he never allowed the horizon of his 1950s fieldwork to change. There were a
number of reasons for this. His fieldwork constituted a bounded period at the
beginning of his career, a period frozen in time that was never physically
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revisited because of his expulsion from South Africa, a period the knowledge
of which appeared to be reinforced by those who returned to the Venda in
subsequent decades on his behalf, and a period that his ever-increasing
commitments elsewhere ~ as teacher, publicist, board member and 50 on —
effectively prohibited him from ever repeating.
An illustration from glding, also known as soaring, llustrates the paradox.
lid

plane at the right altitude to control speed and to restrict yaw in banking. In
ealiy, the view ofth horion hifs a the glider moves through the it Tbe

glider!
elation t the ground and horizon. Blacking, by focoing on the reldwnrk

or no visible substantiation (like the invisible column of air). As he was
buffeted by the air supporting the glider — by his formative, internalized
understandings and by the acquisition of new knowledge ~ he kept the horizon
80 constan. A glider, though, constanly sinks, descnding a it passes

hrough the air, unless the pilot can find lift. The pilot looks for signs of
spdras,bot ir sigualed i rsing smoke or particla clond formatias.
Blacking what Byron
calls the “bold and sweeping assertions’ ~ the indications nrupdnns and find
h dily in matches between their own i i d

understandings and those of Blacking. Blacking not only assumes that his
readers will find the matches, but gives substantiation by calling on them from
across on the horizon, from his Venda narrative. *Not good enough,” say his
detractors, missing the signs and rejecting the notion that the Venda can
underpin this global vision of music. So far, however, his supporters are
winning,

Notes

1957 when
Tongaof

Zambezi valley.

2 Pubh;ned in America as Contemplating Music: Challenges 10 Musicology
(Cam {A: Harvard University Press).

b |9sa Blacking also received a Homiman scholarship from the Royal

* His third child also suffered from leukaemia during this period. Blacking
eminiscesabout thisin Howard (1991 61-62).

2 Toe acknowledgemeassetonin Venda Childrn's Songs st the Ling

3).

ey g L
46(7"1(»1 of domba song texts .. (Reily, 1998: 49).

by means of ic that i pi
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M ¢ (Blacking,
1967:29,

Cunm, m apeionce were e ey shound e sbowt ethnom: Iugml

effective llustration’ 1Bymn 1995:21).
“ Many of the mbuuaenumlmedmuwnduwx 66-67. uw’m Zudis)

courses, the total number of students Blacking taught at ! Belfust may seem less
umlrhble but Blacking’

S them Brasil, Brtain, O
Renpa Nigert. otind. Romanis South A th U Sencs e ormes)
Yugoslavia and Zambia

0 Both identifythis as the “National Councl for Academic Awards'. The CNAA

imsitutionsunil the carly
T ik o Mitmousk  ndicted in A Commonsense View of all Misi (1987:

1 Kingsbury's Poisoed Iy, a ‘sory” posed on the Intemet (/v
. light
st s S Pt Vs mm..., c-lls in one mn:l= a literal

translation’
metaphor'. Clffond Geerz (1989 argued
. 10 Tim Rice, becomes
wmghled repmum:nnnsnlpwyle making music’ Rice, 199796 The schela,in
other words, mediates o create his o her narati
ficldwork.

4 Pieer van den Toorn's Masic, Politcs, and the Academy (1997). 3 robust

proach Kot va den Toor's ek on Backing-s fiow Maical b Man? (1993
3-39)
1 A el et with e spposcily seenial deslopmen of armony n

w fieldwork in
Veads n 1977, sing fund Blcking had rom the Wenner Grea Foundation (o
. 1991: 222-24). Gra obsrves hat whl she cllected in 1977 was

(personal

‘communication, 20 August 2000)

17 See, for example, the overview in Smith Brindle (1966).
" Secalsohis hlzr-mrlemmnsmnl chage Blackng (9770
® Blacking does performing

M.mu ks ot Symphony (Blacking, 1973: @,

mn».. 20000,

wife. Paula Grebers, it i third
child between 1961 and 1963 I do not intend to imply that Blacking would have agreed
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hC. Indeed, the thrust of Blacking'

whohas a mild liking for claptrap music: (@) hy a person

“A man i termed "m

muge (oot 197611933 16),
1905. Elgar
ot b e “xplor i, An caly idea for the picce appears in his
ibook with the comment: ‘In Smyra (In the Mos
By 1987, the assigned date given in A Commonsense View for when this was
witen - 2255 bc— was thoroughly rfuted
“The Chinese distinction between song and poetry, in contrast,is perhaps best
expressed inthe Great Preface o the Book of Odes (Shiing).
"Alhough Blacking gves no ciktio, e s 3 posibe inflence e from
Christopher Small’
1= chtrinbis Masi Sty Eduction (T,
* Blacki
pus Rougt anlysis of
econining ideprend i of moscal st s,

7 Tn memorabl e sequence in Blacking' seres for Ulsie TV, Dancing, Peer
Stiagiulloy s nervewed, sayng: sl sbont prioms” To the camers b dds.
iy one, you can use that - persona.” Blacking did.







CHAPTER THREE.

Tracks of the Mouse: Tonal
Reinterpretation in Venda Guitar
Songs'

Jaco Kruger

™ uth Afric atendency either
towards music- makmg sl pattern orthe ntricacies of musical syle.
Relatively few researchers have integrated these emphases persistently in
support of the axiom that musical style is not only rooted in specific social
contexts, but also has socially formative functions (James, 1991). This
integrative theoretical approach was one of the inceptive, and most enduring.
trademarks of John Blacking’s work al field report on Venda music
(1957) first related musical style to social function. This relationship was
explored consistently in much of his subsequent work, and he eventually
formulated it theoretical underpinning as the ‘cultural analysis of music’. This
theory stated the now-familiar dictum that *because music is humanly
organized sound, there ought to be relationships between patterns of human
organization and the patterns of sound produced in the course of organized
teraction’. Consequently, it was imperative to describe *borh the music and
its cultural background as interrelated parts of a total system’ (Blacking, 1971

3)

Blacing prefered i expore i theoy witinthe boundarisof Venda
music of "
a static stance on culture. How:\:r not only do both his general rcp(m\ on
Venda musical culture (1957, 1965) include references to new musi
but iscsay on Zionistchurch music (19805 s devote entiely  this theme
(also see Blacking, 1986). This important essay is not only one of the first

butalso integrates the role of musical style in this process. Together with early
work on urban music by David Coplan (c.g. Coplan, 1980), it marks the
beginning of a landmark period in the history of South African ethno-
musicology. Musical ethnography of the final two decades of the twentieth
century show that subaltern musical cultures have contributed to the
reproduction of social health by generating psychological resistance and social
solidarity, and providing indispensable strategies against political repression,
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moral ambiguity and poverty (see, for example, Coplan, 1994; Erlmann, 1999;
James, 1999b; Muller, 1999).
with two classical African
musics. The first i traditionali tial dentifies and
describes intact musical cultures (sce De Hen, 2000). The second discourse
assumes an evolutionist view of African musical cultures as the acquiescent
victims of impinging, commodified musics. Thus a homogenizing colonial
epistemology invokes a hyper-real Europe towards which all hismncnl
imagination gravitates in the form of a colonial master narrative in which loc:
Hisrisbecums aicon vaione o Emoeas sty (Chakabary, 1902
hus, the British weekly magazine, South Africa, complained in
1455 ofthe e of the ATienn Naive ot rom St AT ot ks
devalued by “inevitable’ European harmonies, while the Musical Standard
perceived the choir to have “adopted more or less the European scale, to say
nothing of European harmonies’ (Erlmann, 1999: 130). These perspectives
were echoed by Percival Kirby (1887-1970), an early pioneer of South African
ethnomusicology, who suggested that European culture had inescapably
“affected the Bantu in every conceivable way” (Kirby, 1967: 139). African
popular dance music was consequently ‘always composed after the European
‘manner’, and *based upon European scale systems and their accompanying
harmonies” (Kirby, 1968: 276). Similar s of cultural debilitation and
replacement continue to underpin interpretations of African musics. Klaus
Heimes has suggested that African popular music in South Africa i no longer
fri were
the source of its transcendental dimensions, have been replaced by other
functions. It has become *a western music because it draws on the western
harmonic framework’, with the consequent loss of its primordial transcen-
dental dimensions (Heimes, 1990: 69).

These perceptions of structural and philosophical change in African musics
correlate with my own inital interpretation of certain styles of Venda acoustic
‘guitar music from Limpopo Province. T encountered these styles firstin 1983 as
anovice musicologist investigating Venda musical instruments, Like Kirby and
Heimes, I too reacted sympathetically and critically to what I perceived as the
dilution of local cultural forms. Unwittingly assuming a stance of ethnocentric
idealism, I viewed the homemade guitars I encountered with amused disdain.
‘They were rudimentary instruments (see Figure 3.1) of the African “banjo’ type
(see Kubik, 1989) which contrasted markedly with the expertly crafted

f pr Thad (for example,
ylophone o disregard not only them,
but also commercially manufactured guitars because I associated them with
cultural imperialism. I
inmy field notes, suggesting that the influence of contemporary popular music.
was not only “shocking but also ‘smothering’ musical creativity.
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Figure3.1  Mbulaheni Netshipise, Tshififi, 27 November 1989

However, y
with homemade guitars) sensitized me to their strategic functions and the
structure of their forms. So | met the guitarist, Mashudu Mulaudzi of Tsianda,
early in 1986. Mulaudzi treated me to a stunning performance in which |
recognized a startling cross-cultural fusion of harmonic sequences. Further
invesugman revealed that, ahhnugh these guitar styles may appear to conform

ofthemin nfact einterpet the tooal teaplate of Venda music of pre-colonial

{0 fitudtions of ouiues patach pamely tha foveigh msbal sysbir 0
semantics are reformulated and resignified in dynamic interaction with local
cultures (see, for example, Kubik, 1974; Rycroft, 1977).

An important challenge in the interpretation of transculturated musical
forms clearly is to resolve ‘the almost insuperable contradiction between a
political actuality based on force, and a scientific and human desire to
understand the Other hermeneutically and sympathetically in modes not
influenced by force’ (Said, 1993: 66). The makmg of modern African

by na
" paraliins <o s Rigacios como. i any sinee, bo doseihes
uncontested and unambiguous historical moments (Erlmann, 1999: 3-4).
Instead, we accept as axiomatic that culture is a continually reconstituted
“assemblage of separable parts’ (Moore, 1989: 38), and that the capacity of
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humans to creatively interpret and expressively engage historical
circumstances is the essence of culture rather than evidence of its death or
decline (Coombe, 1997: 85). Ethnic boundaries are rarely, if ever, overrun in
cultural blitzkriegs. Instead, they become ‘contact zones' (Pratt, 1991) where
cultures converge and wrestle in the exploration of commonalities and
differences that are ex,mmd in new cultural forms. Our challenge is to

legree of the perception
and i mmpm.nm. o cultral paterns acrossperceived boundaris (Kubik,
1979: 221). In particular, we must be receptive to when and how newly
encountered cultural patterns may be recognized as reformulations of

Resistance through symbolic inversion

Processes of social reorganization and cultural resistance in subalte

Comanuaite ar undrpuned by a e for mesningflscial ey nm

quest is related to what W.E.B. Du Bois has described

cnns:lonsntss (Dn Bois, 1969, cited in Erlmann, 1999; 156) “This sllu ol

“deep sense of

of being part formo ‘modernity and at the same time excluded from it’ (Erimann,

W 200‘ see also Commﬂ 1996, p. 30). Two contradictory strategic
fawareness

modernity’s utopi d d
‘oppositional, even separatist, stance against modernity's irrationality. Located
in the dynamic intersection of these radical positions are many
communities that are swept along by empires and world economies, =
“remain rooted, in important respects, in their own regimes of production
exchange’ (Comaroff, 1996: 34),

Fundamental

historical r:ullural patterns. Deborah James points to our expectation of a

f the wer of capitalism.

We tend to Agnon social and cultural specificities, particularly the emotive

‘tradition’ which speaks of *home’ and ‘origin’ to many physically

and culturally dislocated people (James, 1999b: 16, 27). James accordingly

shows how the cultural bedrock (wa setso, of “traditional’ origin) of kiba

dancing has effected the socioeconomic mobility of Sotho women based in

f Limpopo Province. Eric Makhado, a student at the University of

Venda, similarly explained? the role of older dances in the contemporary

politics of neighbouring Venda commanities by quoting the following

expression: “The offspring of the mouse follow ancestral tracks” (Nwana wa
* Makhado'

‘and conflict when the concepts of Venda ‘tradition’ and “culture’ had become
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topics for heated communal discussion and resources for social action (see
Kruger 1999).
“The nature of historical patterns and the extent o which they are mvom in
ation to
centres of hegemomc social and cultural production. This pnxess plays
powerfully into
Complexce of signs (Comarof, 1996: 21). Jean Comaroff sproprisely uses
the term *bricoleur’
the crucible of British imperial and Tswana cultures. The memny uf e
bricoleur is visible in the calculated combination of European and local forms
of dress which symbolizes an effort to harness imperial power, yet evade its
authority, thereby configuring ‘an enduring identity at a distance from white
markets and morals’ (Comaroff, 1996: 34).
And so resistance to domination assumes many lonm Sllhlllcm studies

arenas of combat defined by dominant culures, Tntead they often dosoin
i

i orthodor observe with ‘d ant eformultion of mundane pnﬂvee such
as writing, speech, bodily gestures, social space, clothing and music-making
(Comaroff, 1985 25, s8 also Gula, 1952; O Haclon, 198 Pt 1996)

Afnc.nm aspirations in the way they sang church hymns Although some
Zionists were perfectly capable of singing European hymns, they preferred to
adopt the “Zionist style’, thus attempting 1o render the incorporative,

(Said, 1993:
Subaltern cultural econstruction involves efforts to increase power, and

s of
Matta, 1984; J. Scott, 1993: 172-82, V. Turner, 1969). Thus, the status

important social critics and induces personal and communal psychological
regeneration (Kruger, 1999-2000). However, processes of symbolic inversion
also grapple with hegemonic aesthetic forms to test their potential for

opposites,
oppositions (Said, 1993: 60; see also J. Scott, 1993: 166-72). This then
becomes ‘a struggle against ideological evidentness on the terrain of that
evidentness, an evidentness with a negative sign, reversed on its own terrain”
(Ptchenx‘ 1982 cited in Parry, 1994: 176-77). Veit Erlmann accordingly
in the dress of the AFncIn Naie Choira patten of bricolage similar to

‘e subvenive potetal of ool m mmucry and the poss.huuy of reversing
ived  (Erl

imann, |

me). ilarly, Jean and John Comaroff detect, in a moment in colonial
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history, the evocative effort of a Tswana convert to subvert Christian religious
meaning and power by means of a *brilliant bricolage of symboli and
verbal utterances’ that functioned beyond the comprehension and control of
missionary authority (Comaroff and Comaroff, 1989: 287-88).

“This chapter further explores the kind of musical thought and prctice
identified by Blach ists, namely that m the codes of dress,
religious ritual and language, does not merely imvolvethe appropriation and
redefinition of imperial cultural codes but often also resistance to them by
means of the construct ly, as well as implicitly oppositional
representations of the m»q.mmmown speech’ (see Pratt, 1996: 29). Like the

d codes in Tswana
patterns, Venda guitar songs reveal certain obvious streams of syncretic
awareness. | have shown how Venda guitarist Solomon Mathase uses the
antiphonal i

001). Mathase
selectively merges pre-colonial moral ethics with Christian principles, thus
revealing consciousness of the strategic potential of imperial codes (see
Comaroff and Comaroff, 1989)

But this strategy of resis iay not be expressed in the obvious practices
and formal structures of Mathase’s music only. Blacking’s work on Zionist
church music shows that music also may express implicit codes of resistance.
Altingh Zoaia ymav were besd cn Eatopean sl iy fxd boen
reformulated to conform to certain I Blacking
identified in them the presence of African e e response
form, drum_accompaniment, thick harmonic_texture, parallelism, and
contrapunalundharmonic adition (Blcking, 1980 53-55). He suggesud
that melodic
masimum human individualiy within th arges posslble community - &
social maxim he often cited in regard to tshikona, the ancient bamboo-

3

scussion accordingly proposes that the cross-cultural fusion of
harmonic sequences in cersin Venda guiar songs expreses 8 resistant,
Ithough the tonal
S e e e impact of globalization and commodification, they
could be regarded as a structural substratum on which asymmetrical power
relations are reversed. In particular, I will emphasize the role of enculturated
pattrns of ura pereption, suggening that they unconsciously induce a
terrain of apparent
e apposumnll tactics may clude culmnl

weﬂernlz:d popnlm' music,

ecavi of it o aepton However, their often culture-s specll'lc
nature also may conceal patterns of resistance. As such, they not so much
involve the deliberate concealment of some political agenda as a process in
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‘The methodological challenge that emerges from this theoretical position
relates to the fact that Venda guitarists express litle or no awareness of patterns
of resistance in the structural minutiae of their music. This problem also was
ident 1980a:

problem of relatin intentional socal intersction o non-verbal modes of
expression.
of music with Ihe Zionist *folk model’. Consequently, he not only nnalyud

religious tenets and political consciousness.
My investigation into structural meaning in Venda guitar songs accordingly

the twearethcentuy. Like Zionist musical culure, Venda guitas music i
alargely subaltern to

modermlt i e honoutcd soci e The mica oot of i
response are shown to be embedded in musical styles of pre-colonial origin
ical princi ized i this chapter.
nterpretation of certain of these

Finally, T analyse the retention and
principles in guitar music

The ideologies of muzika wa sialala guitar styles

‘The strategic use of historical symbolic resources to counteract anomie and
achieve modernist aspirations is articulated strongly in South African musics.
‘The Venda guitar styles discussed here accordingly belong to a cultural
oy ika wa sialala (' 1d
derives from ‘music’ and contrasts with nyimbo (‘songs’), music of pre-
colonil origin. Sialala is an archaic term for pre-colonial culture that has
pop 19805, . (tosleep’)
hich is used hemism for 10 persons or objects
from the distant past. Some younger, school-educated musicians describe the
term muzika wa sialala in English as ‘cultural music’, reflecting revitalized
local i A

According to guitarist and poet Phineas Mavhaga. mucika wa sialala is any
style of contemporary song that articulates social themes conventionally
addressed in nyimbo or critically evaluates contemporary social experience
against the template of pre-colonial forms of morality. As in other African

ﬂylmm patterns (and sometimes also English song texts) is therefore not
garded as undermining attempts (0 revitalize social relationships of pre-

(see Kaufman, 1972). pre-colonial va.\.-es in

i al

muzika
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legacy. Venda acousti guitar styles are generally markers of a marginalized
grouping still engaged in certain older forms of economic and social
production. This grouping includes a large contingent of poor migrants with
strong links to rural bases in the mountainous, north-eastern part of Limpopo

pockets of arable land on the periphery of emerging local towns, often in
‘combination with intermittent phases of migrant labour and low-level activity
in the informal economic sector. Colonized at the turn of the nineteenth
area comprises the former Venda *homeland® which was created
during the apartheid era and reincorporated into South Africa in 1994.
o N : im0 capsaa .

in the th ke ‘with chronic
[ vialala © y e
‘Mukukulume wo lila The cock crowed”
 wee. Al
Wa ri: Konkokolikoko! He said: Konkokolikoko!
Wolila nga shifhinga-de naa? ‘When did he crow?
. . &
Ri e mushumoni, wee. Oh dear, we have 10 g0 1o work.
o .
thannga? '!

Mukukulume wo wiffela phambo,  Alas, the cock lied o the hen.

Wari: dthe
wee. ‘ground maize kernels.

Ohmother! There is misery!*
Oh d i

Noditsher
Nnditsheni? child?

Meee!

Hotshi-hu!
Hotshi-hu
Ndi do la hatsi sa kholomo: Mooo!  You will eat grass ke an ox: Mooo!

Muzika wa sialala
Many musicians express feelings of estrangement from o pre-colonial
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world. The early coloni ‘which older
musicians grew up did not adequately prepare them for the demands of @
changing environment, while persistent patterns of inadequate schooling,
poverty and unemployment have also entrapped many younger musicians.
Both ience their as a “battle site’
and a ‘wasteland’ where people fail to observe even some of the most
foodsmenrl soicl couteionsofodered iscrsion: o i young

people atuses,” sexual
oonorlity al sock

Heli shango ‘This country'®

Helisha i isbeautiful,

Vhari,lidi They

Nne ndihumbula vhusiwana. Iremember misery.

Nnetho ngo funzwa Tam not educated.

peopl

“The structural poss

n of muzika wa sialala musicians is reflected in the

k 1 and Christian moral princi Kruger, 2001). Muzika
wa sialala is similar in this respect to electrified mbaganga jive that emerged
from the turbulent apartheid conditions of the 1960s. Both performance
e L, ,
the creation of a model “at once authentic and modern, indigenous but not
isolated or provincial, African but not ethnically exclusive’ (Geertz, 1973;
cited in Coplan, 1982: 125). Mbaganga jive projected images of a once
autonomous rural African past when people habitually honoured cohesive
‘moral and political values in contrast to the supposed individualism and
immorality of modermly ‘The presentation of images of a self-sufficient
frican idyll thu
slfsegard, but also mobitzed extantpeychoculurl esources (Copan, 1998:
775-77). Similarly, many muzika wa sialala guitarists live in peri-urban arcas
that used 1o be urs vilagesas recely as 1S yeas ago. Thei performances
of production,
but also selected patterns of p.uolom.l economic and social production.
Muzika wa sialala guitar songs thus express strong historical, spiritual and
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economic ties 10 the soil, celebrate nature as a moral prototype, advocate
historical forms of authority and kinship, and promote time-honoured values
i wupporting the ind

Tonely.
friendshi

Lupfumo lwa kale Riches ofod'!

vho vha vho deula.

Zuwino, ringa ita mini? Wee.

Alas, now what must we do?

Wee. Alas,
o shona ngoho.
kundiwa ngoho
Zwino, vha tshi hola tshelede. Now, evenif we get money,
Vio vha vho kundiwa. weare overcome.
Nakholomo dzo vha dzi hone. They had catte.
Vio vha vho dzula. ‘They were rch.

Wee. Alas,

Indeed,

7o vharo daula.
Plananani Mutual understanding"*
shangolilale. sothat there can be peace.
Nanne ndo zwi vhona And I realized how
2w rinndvwa i bva ngafhi conflct started.
Vha ri, vhatshena na They say, white people

Rishile rothe.

We mustalllive.

Vho pfuma hani?

How rich are you?
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Vho naka hani? How beautiful ae you?
Vio vhifia hani? How ugly are you?
Vianwe ndi mpengo.
g

Rothe i fanana! Weare all the same!

God

ying|
canhelp us.
Yeso Jesus'?
idaniha Yeso.  Our peapl, follow

Ngovhaniusa vharna Yeso, To be withoutJesus
vhushilo ndi mutshinyalo. isto struggle i e
sakalabi. Thoho ndi mmbvi. “Their heads e grey with .

affairs.
Ndi mulandu wa 2vivh issinful
Vha shi vhona vhathannga vha See the young men
hone, vha tama vhasidzana. ‘who befiend girs.

lust
magonani

nation
Vo shipa bad, ungarindi “They are very cheap,ascheap
banana dza ngei Tshakuma. as bananas i Tshakuma market,
nga zwitikoni. down he back.

y say
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i vula ule. ‘Youjust openit and eat.
Gwanda, mufana! Eat,boy!

Thebaic vlues of ik wa sl e crcted i th seting of many
local

guitar

institution of pre-colonial origin associated with cohesive family and
‘ommunalrituals (see Blacking. 1965: 31-33). David Coplan has shown n his
writings on the musical culture of that the
function of urban shebeens as hubs of the local economy was rooted in their
articulation of the historical functions of beer drinking (see, for example,

opla, 1985, Accordingly, bars are 2o w0 pich plces where beet s

e refesed o 38 bars of old people’: l]lhough they host gatherings of poor

people. Bar culure threfore not only pllyx an lmporum role in the local
economy, but it also functions in a therapeutic manner to entertain, relieve
P e o e

objects formulate social values.
But bars of ‘old people’ do not shun the often adverse present. They are
patters. Musicians

seqt
as fully as possible in a new world. One of the commodified influences in
muzi i i ki

from e rperory o kwel bands s fourisbed i uban areas duriog the
19505 Gerhard Kubik notes that kwela belonged to a conceptual

with social emancipation and increasing power, socml status and
mwnsuy of life (Kublk 1974 p. 13). Thetexts of musika wa sialals songs
y

change:
Tanme
Ririala.Riafura. Wetveenor woeat.
buttocks o
Ngoho, Venda o shanduka. ‘Venda has changed indecd.

Ho fhatiwa zwikolo, na Schools, flats and roads
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Naishikolo, namadi, na mavhone ... There is  school, piped water and
electricity

Ngulumbi

vha na biko.

Many muzika wa sialala guitarists are migrant labourers, and their songs
express a shift towards urban-based cultural forms influenced by the mass
media. Mucika wa sialala, cortespondingly. i an aesthetic category rlated to
“Thus the well-known
wedding song Tsiiriri 5o lla (‘The whistie s blowing 2 nvokes a pan-
hil lik thina (‘Children
of our place’* and Mmbwa yo fhedza thulwana ya marambo (A dog finished
aheap of bones’) reveal
Muzika wa sialala guitar performances articulate a set of powerful symbols
by means of which performers construe themselves as social beings living in a
changing world Studies of African popular culture show that emerging
ican_cosmopolitan images are negotiated through participation in
interactive sartorial, culinary and musical styles (Coplan, 1985: Waterman,
1990). The symbols of muzk wa sialala iclude fasionableclothing and
cosmetics, bottled beer and modern instruments such as guitars and keyboard;
“The danceseps of micika wa siall 1 differ from older yles swocied
, such as song:
stepis vigorous. The torso i the fulcrumfor ailing rmsand egs tat stamp

singin lal:
25 malende dancing. The basic movement comprises a simple (ldtwnys
movement of the budy The fleet are lifted only sighy.and hey are wuly

and the buttocks pushed backwari: This 3 see s a hals mawhira
I "

immoral by older peoplt and their occasional use by malende dancers is
mgamed as daring. In contrast, they are common at muzika wa sialala

(see Kruger, 2000),

they do not umnlly make bodily contact.
Some younger pres

their musical engagement with a changing society. They recognize the seed of

vibrant new life in the apparent disorder. Often, poverty and suffering cannot
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suppress youthful optimism and the exuberant celebration of lfe. So when he
‘was 20 years old, Mmbangiseni Madzivhandila (b. 1968), a vegetable vendor,
sang Even f you enjoy lfe here on earth, you will not enjoy it ke me’ 2 The
subject of
a changing society. His is a wonderful, sad world, illed with many new

and expr.nem:n e local cain wih s itering lights and ashionsbly
dressed people; beautiful ‘Chinese’” and Tswana girls; planes, trains and cars
it can o ransport you i the dream world of masical dancing to
powerful high-fidelity sound; pantyhose, permed hair, high-heeled shoes,
mdmm. beauty cream -nd wedding it ofa beauifulgir - sl mpered

HIV/,

1993: 348403,

‘The nyimbo legacy in muzika wa sialala

“This di inat wral legacy of
in muzika wa litar ) i These.

P 3

by a specific motional structure, by a specific length expressed in elementary

pulses, and by certain melodic implications’ (Kubik, 1974: 23). John Blacking

(1959c) identified this fundamental principle of older forms of African music
1

1970b). My intention therefore is to summarize only those of its aspects that
have been retained in muzika wa sialala guitar

Although there xists noterm in Tshivenda for *scae”,a general conception
of a scale as a fixed store of tones is implicit in the term mutavha, which
denotes the set of heptatonic bamboo pipes used in rshikona, one of the most
important nyimbo dance songs (sce Blacking 1965, 1973 and Figure 3 2
below).

used 1o llustrate the principle of shifting tonality.

Tshikona has achieved fame as a bamboo-pipe dance. It therefore is not
always apparent that performers sometimes sing when not blowing their pipes
and dancing as a team. When this happens, they usually gather near the drums
for individual d

hord: between the

first and last chords of the pattern is most important. Blacking defines the first

chord as phala (chord A~D in Figure 3.2) and identifies it as one of the tonal
. Py "

thakhula (from takula, “to lift’; chord B-E in Figure 3.2). It is located
approximately a whole tone above phala and ‘ifs' the pattern back on to it
(phala and thakhula are indicated by [P] and [T] respectively in all figures).
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Figure3.2
Source: Blacking, 197015

Blacking accordingly suggests that Venda ‘melodies may be called bitonal, in
the sense that they shift from the influence of one implicit or explicit tone-
centre to another’ (Blacking 1970b: 18).

Figure 3.2 also explains patterns of harmonization, without which the
tonality shift in nyimbo music cannot be fully understood. The chords of
nyimbo music are generated by the principle of harmonic equivalence.
Harmoniclly equivalent ones belong o th same mode n which a melody is
set nd they as plced an octave, founth, or fih sbare o below a tone.

iewed ‘may
be cancepmnhzed as a stream of chords and that they must be explained in
terms of an implicit harmonic framework.

‘The phala-thakhula tonality shift assumes two basic forms, referred to by
Blacking as instrumental and vocal models (Blacking, 1970b: 20-21). In the
instrumental model, exemplified by tshikona, the tonality shifts from phala to
thakhula. In contrast, the vocal model (derived from the tonal structure of
songs fom domba. he grs niaon shool) eatures a onaiy shift rom
thakhula o phala. Thus in Figure 3.3, performed by Vele Mulaudzi of
Khubvi,*! the tonality of the song shifts from thakhula D to phara C.ln
dit features a In
such cases, melodi phmm\(u\\m]ly corresponding with call and response
patterns) begin with ‘passing’ tones, and move towards phala and thakhula
respectively. In Figure 3.4, produced on the lugube mouth-resonated bow (see

o
2pubes

Fe_. Vhommioha sl vhawe b Hawe [

o Me s she vhe Mo wee B wee o we.
E=E==E=s=—tesccses
m ®

Figure 3.3 The vocal model of the tonality shift
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Pich -, rginl - B e < bep b et 2 pules = 160
ol s bewen el D~ 00 cot - F - 00 cens

Knuby,

Figure 3.5) by Flora Shonisani of Khubvi. ? the first melodic phrase moves
towards phala A and the second towards thakhula B.
‘The melodic phrasing in Figure 3.4 also points to another fundamental
structural principle of nyimbo music, namely the balancing of metrical and
Blacking, 1970b: 7). Th igure 3.
comprises eight pulses and centres around one of the main tonalitis. Th

(see Figure 3.2), which i i form
Africe As shown bel this e is often
indication of some form of bitonal shift in muzika wa sialala guitar songs
whose tonal structure appears ambiguous.
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e of the tonality shift of i a

clear, if amformed, legacy in muzika wa sialala guitar songs. However,

‘mention must also be made of another possible unconscious link between the
wasialla, This ik

h-

resonated bows. Certain of these bows were an integral part of courting,

mariage and divorce rituals in pre-colonial times. Although these bows have
ly disappeared, an i 2

1l tant among many rural

as
‘people to perform on them (Kruger, 1986).
The root- progrssons of bow songs aveericulaisd n soquences. of
or

to produce melodies. Bow fandemenisa s rosed iy pcing fhe nnng nr
the lugube and tshihwana bows with the fingers or a plectrum, scraping the
ek . o Sl

cord, x igures 3.6-3.8).

Figure3.6  Tshil pl "
‘Tshamano, Phiphidi, 1984
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Figure3.7 Tshizambi scraped mouth-resonated bow played by Lukas
Ramabanda, Tshivhilwi, 1984

‘Venda bow music corresponds to Xhosa bow music from the Eastern Cape:
inthe sense that it provides an ideal model for a in-depth analyss of the tonal
and harmonic progressions underlying melodies because, in them, these
par * (Hansen, 1981:
672). Certain Venda bow songs thus reduce the relatively extensive and
nsely i ke ishik
clear, sparsely harmonized bitonal shift.

This is evident re 3.9a, the musical score of a song performed on the
sshilwana braced mouth-bow by John Mphaphuli of Tshianzwane.  The vocal
melody (Figure 3.9b) comprises a hepta-based hexatonic mode that is reduced
104 teratonic modein s representtion onthe bow (Figure 3.10). The bow
song f ly, generated by the braced string
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Figure 38 Dende played by Elias Ndou, Mangaya, 1984

tothe interval
of a ‘minor third'). These chords epreseat phala tonalit (chord C-G) and
thakhula tonality (chord A-E), with the whole tone shift evident between
melody notes G

in Figure 3.10,
asong produced on the tshifwania bow by George Phophi of Malavuwe. ™ The
string segments of Phophi’s bow are tuned to an interval distance of
approximately 700 cents or a “fifth’. The lower fundamental (note D)
represents phala and the upper fundamental (note A) thakhula. The

{rotes D and B, which occura h distance ofan octave and i ver their
respective fundamentals.
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Figure3.9a  Vho-Lutanga: vocal version

P~ il = mode = et b o
il danc e e 300 s 5

Figure 39b  Vho-Lutanga: instrumental version

;g = C: ok = e bsd i 3 e =52

featuring root-movement of a fifth

‘The two basic fundamentals are obtained by striking
an even level with a plectrum.* A third fundamental (note C in Figure 3.10) is
produced by stiking the left segment of the string from above with the index

nger of

the

string. % Many bow songs feature  third oot which increases the number of

aiablc melody tone and henee sl the potential of endering aceptable

instrumentalized versions of vocal songs. However, performances of

tshiliwana songs in which only two roots occur seem to suggest that the third
y
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While certain s ones in the Venda
to feature root-progressions which include an interval of approximately a
“fift, the interval of roughly 500 cents (a ‘fourth®) features in songs produced
on the tshizambi mouth-bow and dende braced gourd-bow. Thus, Figure 3.1,
‘performed by Piet Musisinyani of Mangaya, ™ is based on the vocal model of

i t

the beginning of the pattern a ‘fourth’ up to tonality G, and finally to phala
tonality F-C. Although the movement from the end of the melody 1o its
beginning is from C to A, a whole tone progression from D (the harmonic
equivalent of A) to C is implied.

e ke e i s 84
e amomicaly v e

Figure 3.1 izambi ed
bow, featuring root-movement of a fourth

Synthesizing nyimbo and kwela

“The foreign roots of muzika wa sialala are embedded in processes of musical
diffusion from the United States, especially after the Second World War.
Kubik notes that ‘traces of al the successive waves of African-American music
transmitted by the mass media can be found even in local traditions remote
from the cities. in reinterpreted but still recognisable forms® (Kubik, 1999:
155). One of the dominant tonal schemes of these musics derives from the 12-
bar blues and it use in jazz and rock styles. American big jazz band music of
the 1950s inspired pennywhistlers who initiated a new swing-based dance
msic,inially referred to as ‘jive’, until the recording industry, secking an
appropriate label, coined the term “kwela’ (Kubik, 1999: 165-66). Kwela was
shaped hy the refusal of the recording industry to market any music no

structured according to commercially successful formulae, particularly simple:
“four-bar cyclical sequences of primary chords topped with two or three
melodies which repeated and alternated with each other” (Allen 1995, p. 3)

‘This three-chord pattern has featured in various forms in subsequent styles of
South Alican popular music such as simanje-manje GsiZulu: “things of
today’),its urban f dits dah

Jevant
First, many contemporary musical styles in South Africa feature a reduced
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form of the 12-bar blues. Kubik notes that musicians tend to think in terms of
fi i
the two F measures of the second line by one measure in either direction
(Kubik, 199: 17577 Figure 3.12). Secondly, this chord pattern features rigid
bass lines that reveal hidden, non-European harmonic sequences that should
not be misinterpreted as the conventional three-chord progression (Ku
1999: 173)

Acommon
ccco € C F F| |kwelacycle
. cce e
FFCC
®
G FCe ‘ “Superfluous'
© cccc line
The 12-bar
blues cycle
Figure 3.12 1241

Source: Kubik (1999: 177)

Richard Waterman noted in 1952 that slaves and their descendants in the
Americas subjected African harmonic forms to a remodelling process that
resulted in *European-inspired African music’ (Waterman, 1952: 209, while
Bruno Nett subsequently noted that ‘the presence of western harmony in non-
western music is in many instances limited and symbolic’ (Nett, 1985 38).
Blacking first referred o the fusion of nyimbo root-progressions and three-
chord sequences in Venda music during the late 1950s. He noted that the
regular movement of the root-progression a whole-tone above or below a tone
which may be called the ‘tonal centre’ was a feature of much Venda music.

‘Unambiguous shifts of tonality” thus not only characterized Zionist hymns
(Blacking, 1980a: 54), butalso the “tonic-subdominant-dominant” strumming
often heard on guitars (Blacking. 1959.: 23).

“This type of tonal reinterpretation also has been identified in other African
‘musical cultures. Thus, in his essay on the celebrated Congolese guitarist
Mwenda Jean Bosco, David Rycroft shows the application of older forms of
modality and root-progression within what mistakenly appears to be
conventional Western chord pattern (1961 p. 85). An extract of Zulu urban
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music prformed on an fggongwe homenade guitar similarly suggests that
f the three-chord

ider styles
of bow.playing (ses Rycroft, 1977: 242-43). This type of phenomenon has

Innew with
i jected i d chord material of

F-C-GT-C patterns may

that in European music. They are not necessarily explained in terms of tonic,

approximated to the traditional root progressions by a selection process
lay is way the voi

s,

binati

practic. (Kubik 1975:24),

Herskovits's seminal work on transculturation (1958 [1938], 1952) first

red in si f contact are projected ¢
is
s iuuiwr ioais dllﬁcnll m. ify probably

). f the
imitative character of nmdm forms of African music, as well as the African

‘models in terms of whose immense

wwnvmu.ny ‘coerces’ new material into recognizable shape (Kubik, 1979:
242). Thi pat
“scan’ new lements and

bring them into congruence with their own (Kubik, 1979: 234).

Accordingly, when Venda musicians who grew up in nyimbo performance
cultures encounter three-chord sequences, they tend to isolate in them what
sounds like the bitonal shift. This bitonal shift is reinforced with certain

ihre-chordprogesson Tispatrnofresructuring i effected by means of
two basic strategies. The first undermines the primacy of the “tonic” chord (for
example, C) while mslgm(ymg its relationship it th othe chords. The
second assgns pivotalsatus o the ‘subdominant” F and lnks it nseparbly to
the ‘dominant’ G. These wll.:gusmmmrnmd in Figures 3.13-3.16.

Figure 3.13 is an extract rom a song™ by guitarist it Ravhurs 6. 1961) of
onden ind musici

the ground, pulls his |
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t“""'mem@m °

Figure3.13  Khonani yanga, by Piti Ravhura

and,

most local guitarists, places the guitar on his right thigh. He sits
The nec}

of the guitar is horizontal 10 the ground, and Piti uses the second and third
fingers of his left hand to depress the strings over the top of the neck. Perhaps
because o his blindness,he vamps abasic harmonic patern only, with lile
rhythmic variation.”

Figure 3.13 seems to comprise a straightforward, even unimaginative,
primary chord sequence (C-F-C-G)* However, Kubik has shown that
Western structural categorizations of world musics with African roots tend to
‘obscure the actual nature of pitch resources and patterns, and that vocal and
insrumental melodie reguary pursue it own strategies. As such, it is

ocal

Comside hem, and the tonal systems, in isolation (Kubik, 1999: 86, 126).

Using this approach, it becomes clear that Figure 3.13 in factis structurally

identical to Figure 3.4 in several respects. Both songs feature a 16-pulse cycle

that is divided into two metrically and tonally balanced phrases. Figure 3.13

also follows the retrograde version of the instrumental model of the bitonal

shift. The first eight-pulse vocal melodic phrase follows a familiar descending
ur e rdF, hakh

in chord G. The whole-tone shift in Figure 3.13 between phala F-A-C and
‘motivated the tonal these chords in

muzika wa sialala songs.
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In contrst,chord C s clearty ot perceived s tonic” hamony ina Western
sense. Instead, i

340, 52)|nd310

(. 56)).

10 be features of certain mouth-bow songs (see ngum 310 30d 3.1 n n
addition, upporta
domi ic relationship. Thi ional Western

relationship between these two chords is a common feature of muzika wa
sialala songs that is shared by many blues songs in which vocal lines have a
similar tendency to circumvent the ‘dominant’ (Kubik, 1999: 126).

PG gD = 05
il el oo

Figure3.14  Khaladzi anga, by Mmbangiseni Mphaga
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Figure 3.13 thus seems to take the form of a conventional eight-bar kwela
pattern that s truncated to a bitor third chord derived from bow
music. Clearly, this reformulation falls within the ‘tolerance limits' of the
tonality shift in nyimbo music (see Kubik, 1979). When the Venda bitonal
memory i projected on 1o the hre-chord sequence, the o sysems e
brought into alignment at a point where they are congruent. As a result, the
chords that & Westem musician may understand s subdommnm and
“dominant’
of fragmentation of patterns into ‘subpatterns’ that, once again, can be
structured into complex units gives rise to ‘inherent” auditory patterns which
emerge from a musical totality featuring characteristics such as fast tempo
and discernible pitch layers (Kubik, 1979: 223-24, 232-38). The bitonal
progression of nyimbo music similarly appears to be perceived by Venda
musicians as an inherent pattern. This uggested not only in the reduction of

-

the
in mocth-bow songs, but also by thefct that ik wasclla musicins are

interms of nyimbo structural conventions
Figure 3.14 shows a related way in which Western harmonic flow is
subverted. This song was performed by Mmbangiseni Mphaga (b. 1965) of
Mukula, a clerk in the Department of Public Works in Thohoyandou. He is
leader of an 11-member band called Current Stars, but Figure 3.14 dates from
the 19805 when there were only two friends with him in the band. When I
recorded the smalgrou in 1986, Mphaga playd e gitar, NKhangeleni
9) bass guitar b. 1971) played drum
“an old, broken guitar, Plectrum-plucked*' arpeggio and

ins also distinguished between their guitars in terms of timbre. The
lead attack was delicate and light, and me acoustic bass guitar was thumped
heavily to achieve an electric bass guitar

Like P Ravbura’s sone. Figure .14 also i metrcally and tonally
balanced. The 24-pulse cycle is divided into two 12-pulse phrases, each
centring around a main tonality. Although the opening vocal melody includes
an apparent progression from ‘dominant’ G to ‘tonic’ C, any sense of Westem
bameic flow s weakzped by & pepondisanos o chords v ot

The frt voc Tine i st an undcrlymg onal framework. Closr scrutiny
s song in fact follows the vocal model of the bitonal shift. Thus,
hakhul JF. he

D. Although the vocal melody does not move from thakhula A to phala G to
produce an explicit whole-tone shift, note G not only is present in the guitar
parts, but the whole-tone shiftin fact emerges clearly from the melodic phrases
A-C-E and G-C-E in the subsequent melody line (see second system). Viewed
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from ive of the three-chord . this tonal !
3.13), although
Mpllaga employs D minor o supertonic” chordn istinversion o oban the

P - gl - s =76
I

Figure3.15  Mudzimu a sinwana, by Mbulaheni Netshipise

Figures 3.15 and 3.16 illustrate a second way in which the harmonic
interrelations in the Western three-chord progression are resignified to fit a
bitonal shift. Figure 3.15 is a song performed in 1989 on a home-made guitar
(gomboza~ “an empty container') by Mbulaheni Netshipise of Tshififi (see
Figure 3.1 (p. 39)). who was 16 years old at the time. Mbulaheni was a member
of a group of boys I found wandering along a rural road over a weekend. Such
‘groups are quite common. They often not only include a person carrying a
gmlar but also a person carrying a radio or a soccer ball. These objects are

the social i

Home-made gutars also provide a cheap,yet valuable way ofexploring ssd
consolidaing musical
se guitars involve the basic principles of guitar-play ng.and they establish
i o subsequent performance on commercially manufactured
guitars,
Figore 316 is 4 song performed by Mashudu Mulaudzi (b. 1963) of
Tsianda.** Mul

 since then, has
worked as farm labourer, gardener, fruit vendor, photographer and busker.
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P = G g B 4 s = 108

Figure3.16  Mushe, by Mashudu Mulaudzi

Mulaudzi is a brilliant musician who never seems to exploit his professional
potential. He habitually busks for a few days until he has eared enough to
cove
i required to perform again. He appears to produce far below his ability,
projecting the image of a carefree rough diamond who allows every day to
unfold of its own accord. However, this is a front that conceals a fervent desire
for social acceptance. Figure 3.16 dates from a period during 1988 when he
searched for social identity in several local Christian churches. However,
2 support him

as a full-time musician.
From a wester perspective, the harmonic sequence in the guitar ot of of
Figares 315 and 3.16 shows an altermation between C6/4 and G(7/9). The
the C form not onl; ble “tonic”
function, but also provides a strong ostinato effect (se: Figure 3.14). Ostinato
patterns in Venda gourd-bow performances (see Figure 3.8 (p. 55)) function as
vehicles for ext (see Kruger, 1986).
Mulaudzi not only performs on a modern version of this bow® but, as the text
of Figure 3.16 shows (note 42), his guitar performances involve narratives
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of simlhr dimension (also see the text of “There is lfe in the name of Jesus"
.4

N)unbn tonal structuring in ngm
contour o hala
i the G chord, and s harmonic quivalent D i the second sysem. Figure
3.16 in turn also features a metrically and tonally balanced structure. The 32-
pulse cycle is divided into two 16-pulse phrases of which the first centres
around thakhula harmony G-C-E and the second around phala harmony G-B-
D. The thakhula-phala whole-tone shift occurs in the vocal melody between
tones Cand B.

Unlike Figures 3.13 and 3.14, Figure 3.15 fculum~ two chords only. There is
a hint at a third harmony (unison A, pulses 31) in Figure 3.16, but this

like F|gm1: 3,

form of a straight bitonal shift derived from cerain mouth-bow songs (see
Figure 3.9 (p. 56)). The presence in Figure 3.15 of the seventh (F) in the G
s the ubiquitous use of the “upper blues note” in South African
“This note s perceived by local musicians as the seventh partial
of the natural harmonic series (Kubik, 1999, pp. 182-3), and it appears in songs
performed on the fshiltwana mouth-bow (Kruger, 1986).

15 is confirmed by the descending
ds on thakhula A (the

Conclusion

Tonal-melodic structuring in muika wa sialala teminds us that the often

sensible and lucid hural codes may in fact lalt
structural and A diminishing world y conditi
i forces easily fools us into technical explanati

of lobalzation which may misinepret th meaningofocal musics. Thus. in
n hear imitations of Westerr nstead of recognizing
creative pmc:ssﬂ i which a concen forcharscteristically oca themes and
sounds has given birth to adaptive musical codes (Blacking, 1980c: 196).
Muzika wa sialala accordingly emerges as a narrative of continuity that
apposesthe alure o modemity o genrate meaningfllocal deniies by
invoking the transcendental dimensions of pre-colon re: while sounds
and styles may change, and eras ma African musics continue to be
i byt phioaopy that poopl and their elationships are what make
music (Tracey, 19:
The case of culmral continsity in Venda guitar songs, s conditoned by

wo
importantcuturalpatern,Fist, the lodging olA!n:an tonal designs below
the conscious level is evident in many contemporary African and Afro-
American syls. Tonal esience in macia wa silala gives credence (o
Kubik's final shattering of the myth of rhythim as the only enduring African
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legacy in the world of contemporary music (Kubik, 1999). In fact, micika wa

litle o
music (see Blacking, 1970b, 1969c-f). Second, there is an apparent surface
acquiescence in musical styles in situations of contact that often conceals

pes X
muzika wa sialala of the three-chord sequence not only undermines the very
coherence of a system of dominance, but turns a symbol of coercion into a
dynamic force of transcendence (Comaroff, 1985 198, 225). Muzika wa

ametaphoric recasting of the social order.
e . H

elements of

Mucike
by way of resistance, whil
them as cultural codes appropriate to social change. The ancestral mousetrack
has not changed course: rather, it has been encroached upon by other
i d bec " do n

of permanent, dynamic change.

Finally, despite our vast store of knowledge of human nature, the non-
European ‘other’ continues to be represented as mysterious and bizarrely
diverse, a virtually different

505 and
only by Zionists and jive musicians, but also by Blacking, who argued that

convincing evidence of essentially different kinds of humans (Blacking,
1969b). The conjunction of the Venda bitonal shift and the three-chord
sequence affirms that some important perceptual and cognitive processes
underlie the use of all symbolic systems (Harwood, 1976). This is neither to
deny cultural specificity, nor to advocate some kind of sociobiological
determinism. But it does underscore the potential, in any situation of musical
contact, of the ongoing reconfiguration of the innate human capacity for

different cultures. Thi
view the human species,organize ourseves cultrally and politically, and
formulate the ethics and philosophies of science.

Notes

2 Thohoyandou, 1994,
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¥ Lit. “The child ofthe mouse does not forget the mouse track’.

separate

" L . Minough the
era o shape local identities (see Kruger, 1999). Strong contemporary awareness of

i, ha
come to symbolize cultural continuity and ideniity. AS recently as 2001 a local shop
refused to sell mvenda cloth to a white entreprencur on the grounds of its ethnic
exlusiviy (Bl 3 August 2002

 Tehikambe, 23 March 1992

s 36 per cent, but
ot range as highas 50 per cent.
tsheni Ramukhuhathi, Madamalala, |

1July 1990

2 The negative evaluation of the changing status of women in muzika wa sialala

&
10" Solomon Mathase, Ngulumbi, 23 May 1992.
11 Nodanganeni Luambo. Mubuyu, 9 Juy 1957,
2 v i

2 Solomon Mathase, Ngulumbi, 23 May 1992.
1 Lit.tribal tax’
5 L war'

need(olvmd racial stercotypes.
mon Mathase, Ngulumbi, 6 June 1992.

m.cmhmcm.mumxy
1 Mashud Mlaudzi, Thohoyandou. 13 July 1090.

o
21 Song extracts, Solomon Mathase, Ngulumbi, 3 December 1989 and 25 May 1991
he aivhase it ncorporses e town o Thobo,

v ay 1990. interethnic
llunugz Sormalizod wih 1 wedtiog coainc (ot requieed wih or, el

e woman presanably  bjoin er
A
Jaina. S les?
Ndi nama ya Viavenda. ‘They are the favourite Venda food.
Tshidimela ndi mini? ‘Whatis atain?
peop
2 Solomon Mathase, Mi 5 May 1990. Thi -social

beh
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ol
pl

vhana pemberera. dancing excitedly.

Tambani wakanaka. Dance well

Tambani zwakanaka masimbana, iwe! Dance wel, wi

Nguwe, nguwe! Rlayou kie ym'

Muthakhati ka loya. ‘who bewitches.

Vhana Chidren s Zimbepe.

2 Solomon and Robert Mathase, Murangoni, § May 1990, This song apparently

marambo!

Hupfi! Sothey say!

Hae, vho ivhona. Hey. they saw t.

Tshinetse na Nndandulen, [The singers ae,]

upf sothey say.

i vhana vha Hamahase. children of Mathase's place.

oy * Tshakuma,
030788,

¥ The “traditional’leaders (the Ve

tax incentives 0 lnmgn compasies deing the penod of nominal independence
(1979-1989). atracting enrepreneurs.

2 Sce Hamsen (1981 605-701> ad Roeros (1971 for he appi
principle in Xhosa and Zulu music.

ion of this

“the caller.
] o
“resemble’).
51730 April 1984.
initiation school.
= 6 June 1984,
‘Ha-Manwadu, Tshitandani. Botswana, Lovis Trichard
26 April 1984,
Rine rifuna Vho-Lutanga. We like Mr Lutanga.
Na i
games withhim.

(Lutanga was a popular leader of the domba puberty school)



Tracks of the Mouse 69

* 14 May 1984,
Idani, ri tambe rothe musidzana. Come girl, let us play.
Idani, i tambe rothe na Dafita. Come. let s play with David.
i s
"
“ghost

ies of the
Fin Figure 3.11). This aspect of
shiltwana music requires further investigation.

1984,

golongonya.
1ya vhuya tshikwarani, golongonya.  pouring down over the ridge.

35 22 October 1987.

Khonani yanga, vha tshi My friend, when you drink
wahalwa, vha song levha. beer, do ot b vicious.
Vi shi oo, v d e Whenyoure vicous you will e
beate
Kholidringi. Drink cooldrink only.
Mello Yello. Drink Mellow Yellow.
» Iy ly that Ravhura’s limit lack of iation is

and rhythmic patterns. What is required is powerful strumming,  loud voice and
entertaining narratives that lure pedestrians.

w 3133 Their use
dogg ot sugestny Westers sl concepionb muscins

“lifting’ (tota, ‘0
lif )lincmnp in conrast withvamping or‘scrtching’ (from kweta, 0 st
“2 Kubik notes that the popularity of homemade banjos among Zambian male

dentify’

(Kubik 1989, p.5).
5 With Judith and Florence Mamarigela, 04/07/85.

(sung)
Hae Mushe,
(Spoken)

Hey M

Egypian.
mutavha. the sand.




70

hitaka tshi
Yehovalari: Jehe

saying:

Mushe,

phanda hanga. kneel before me.

h Mo

Canaan.

Vhaisracle

Vhaegipita

ip
wa Yorodane. River.
ipfil Yehovala,

jehova,
ushe, saying: Moses,raise your staff and hit
imisa thonga yau u rwe ayamadi. ~ the water.

madi
A rwaalamadi. He hit that water,

madi.

ngamaanda

dibere. horseback.
Vhatshiri
Iwanzheni,

kumba vhothe! them all away

“ This instrument is referred o as dende or shikorikori (lit. an ‘empty tin’). It

‘gourd-bow, sound.

|z..gm of thatch grass.
ion dealing with ‘exotic cultures’ by offering a phnlo'np!nc nmpl: n’ a
‘tnazog: vy ofthecuans, raion, o gon, ungngessed o
folk

 pacices v non. Baropean roupngs.



CHAPTER FOUR

Black Background: Life History and
Migrant Women’s Music in
South Africa

Deborah James

in University’s Depart-
iously, I read hi
ment on unearthing his articles, and on finding the great
tome of his dissertation in the library, was the greater for what I'd felt was the
department’s — and the university’s — relative lack of interest in the anthro-
pology of music at the time. This lack of interest was surprising given the
intensity with which, his former students assured me, his charisma as a teacher
had been experienced. Finding Blacking’s writings was a great source of
0 me. Consciously or it pointed me in the
direction of my own future research interest, which echoed his in some
respects. Like him, I became fascinated by the ol played by msic in
socializing children, and young women in particular. My perspective on this,
however, was to investigate how adult women saw e oot i ciod
in retrospect, and o try to understand how it had shaped. or been shaped to
form, their later musical experiences.

Blacking's own interest in these matters can be seen from several articles he
publshed durinthe 19605, coveringthe music and symbolism ofthe hree
stages of Venda girls’

“python dance’ (1969a, 1969¢-f) — as well as in the more cumpruhcn\lvt
‘material on Venda music and on Venda children’s songs (1964c; 1967) and in
n carlier reprt uw. But it can also be scen in a very different picce of
work. In used the autobiographical wri
mdoles:tm gnl of Lutheran ith, Dora Thirwilandi Magid

Black Background: The Childhood of a Young South African Girl
(1964, The Chrisian childhood it portrays seems o have only a tenuous
connection to the experience of the female initates in the academic articles ~a
tenuousness highlighted by the fact that many of the photographs with which
the book is illustrated are of the female initiation rituals which Dora, as a
Christian, was destined never to undergo. That the two kinds of girl saw
themselves as distinct from each other is indicated by Dora’s use of the term
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salempm: girl to describe her traditionalist counterparts (Blacking, 1964a:
58).

Blacking’s interest in the part played by music in a young woman's
upbringing, seen agains the backdrop of broader Venda sociey with ts

the decade of apartheid’s most compmhen.uve implementation reveals
central tension in his attitude towards music more generally. It also contains a
clue as to why his detailed studies of the Venda have had relatively little
influence on subsequent studies of music and performance culture in a South
African context, although his more general works (Blacking, 1973, 1977a,
1980a) have been acknowledged in this canon (see, for example, Erlmann,
1991 James, 1999b).

The tension is that between music as a designator of a fixed and
unquestioned place in the social order, established through age, generation,
gender and degree of royal connection, and music as an expression of
alternative visions of social order, pﬂhup‘ nble 10 bo aed srmegially in
pursuit of such visions. iat
each stage is marked by highly formulaic Iearmng nl musical and speech
patterns. These are memorized not so much for the knowledge they can impart
as for the fact that they are automatic affirmations of status, denoting
unalterably
music marks a ranking within the context of pre-existing social statuses,
Blacking remarked in his dissertation that music is incapable of expressing
anything new; that it ‘can only confirm sentiments that exist but cannot create:
new ones’ (1964c: 108, 334). This remark is perhaps in keeping with his view,
expressed nearly a decade later, that of .n systems of symbols musical ones are:
the most resistant to change (1977a, cited in Erlmann, 1991: 11). Even when
people embraced new, Christian types o worship and the new musical forms
accompanying them, he saw these as conforming, fundamentally, to the
original patterns. Christian adolescents, for example, might learn hymns and
biblical phrases rather than the traditional initiate’s music and milayo (laws),
but these had the same function of designating status rather than being
transmitters of knowledge or the means of enabling a fundamentally new and
different outlook on the world. From one point of view, then, the Lutheran
culture of Dora Magid
Venda culture of the ‘salempore girls'.

But bearing an apparently different message are remarks to be found

ing’s Venda work, i

andlor
removal from the everyday scheme of things; hence, those performing it are.

10 have had most impact on subsequent studies — mainly focused on migrant
popular thern Africa. Music, he says, i i

non-musical circumstances. On one level, this can be scen to occur in the
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In this, chiefs or h

ly from the ruling
Singo clan — sent commoner boys and girls on competitive musical visits to
neighbouring rulers’ villages in an expression either of political fealty o
doninance, depending oa the reatve stas of the ther chif concered

(Blacking, 1%
expeditions provxded opportunities for enjoyment by engendtrmg a w.m
of fellowship® (1962) and. in particular, for anarchic cross-dressing and

transvesiite behaviour, which were afforded during the days of musical
performance and competition involved (1965: 78-79). Here, certainly, was a
case of symbolic distancing from normal patterns of behaviour. At the same
time, from the point of view of the royals who haressed the energies of these
‘commoner youths, the bepha was of primarily political signi was ‘an

agreeable means by which a ruler [could] cultivate indirecly the continued
Toyalty of his people and remind them of his position® (1962: 62), and also by
which he could assert, or affirm, his status inrelation to that of those positioned
at other points inthe hierarchy ofchies and headmen. For thse royals, then,
the sense of symbolic distancing from normal life which communal mi
involves was something to be used strategically, in the construction or
affirmation of alliance:

‘While the enjoyable cross-dressing of bepha might be viewed as nothing
more than a sort of Venda ‘ritual o rebellion’, Blacking makes the point about
symbolic distancing, and transformation, more strongly elsewhere. I
discussion of the national reed-pipe dance shikona, he demonstrates the
transformative and transcendent power that music may have in certain settings,
in part through its establishing of *virtual time” (Blacking, 1973: 27, 51) and
Hence of special kinds of social relationship between participans. Where social
itwould

the themes of *humanly organized sound” and “soundly organized humanity’
interlock (1973: 95-97). In such situations, music becomes ‘an instrument
indispensable to the transformation of man and his world (1973: 49), as it was
inthe hands of such geniuses as Bach or Beethoven

Itis interesting, however, that Blacking s Venda material lays ltle stress on
‘musical innovation or syncretism as a means of achieving this transcendence.
He was interested in the *political freedom’ (inextricably linked to ‘musical
freedom’) which independent African churches seemed to have (Blacking.
1980a). But it was a freedom which lay more in the Africanness of their music,
and hence in their escape from mission structures and strictures, than in a
creative merging of African with Christian elements. If one looks u he
Lutheran childhood described in Black Background, i
circumscribed and hedged in by institutionalized musical routines — ehoot
choir practices, Eisteddfods, weddings, singing competitions — as the
childhood of one of Dora’s more traditionalist counterparts desc

ed in
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Blacking’s scholarly articles about gils’ initiation (1969a, 1969¢-1). Reading
music’s role as a
lr.m\lormnlwe force was o li in a merging uf Venda with Christian forms.
Andyet y

d found.

transformative role.
Leaving aside the question of syncretic: I'em\m itis Blacking’s view of mus
as having an almost ord, ot a s

19800, cted n Emann, bt ). that has subs:quenlly become something
like the conventional wisdom among scholars of especially migrant, popular
and other modernizing or neo-traditional styles of music in southern Africa
(Coplan, 1985: Erlmann, 1991 James, 1999; Muller, 1999). This perspective,
in its most extreme form, could be called *methodological idealism’. The
methodological idealist tends to mine all forms of musical activity, no matter
how apparenty quiescent, for their expressi

outh Affi
the two aspects in Blacking’s work — that the imprint of his work can be
discerned on ethnomusicological studies in the region. But my claim here is
that the first aspect — in which music demonstrates or confirms apparently

neglected aspect of Blacking’s legacy. It is in the tension between the
endorsing/confirming’ and the ‘transforming” positions that Blackings legacy
should really be sought, and it is in understanding their interrelations that
scholars would do well to deploy their energies in further research on popular
and/or migrant styles.

Blacking’s resolution of this inherent tension in his own work was to
diffretite between the vaying functions of different kinds of musical
ut simply, to claim that certain kinds of music achieve one end while

). y
musical culture of adolescents and of female socialization in the Northern
Provi

the
nsically | nk:d Lavo found hat the musica culture of githood and

initation, w ¥ thei

specific fixed pomn in the life course rmd to denote apparealy immovable

gender orientat religious p
customary as against modern behaviours, can serve ~ in the context ol m.y.m
society — as a basis for later-established identities in which music plays a
transformative rol.

Thisrelates, in

ds and musical cultures of
the other are not as separate as they were alleged to be in Blacking’s Venda
material or as they have been insisted to be in some anthropological studies
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(dayerand Maye, 1971, Rather Lumepluulumg them as disinet socal

lhmkmg O acomplex inerweaving of the Luberan Dora Magid'sxperences
with those of the salempore girls. As | will demonstrate below, the life course
of a young woman from the Northern Province typically incorporated a range
of experiences - both school and sorho, Christian and traditionalist ~ which
might have been thought incompatible becausc of their ownership by i
patib ut this

culture with traditional or neo-traditional influences, in the course of the
adolescences I investigated, was not merely a matter of bricolage, in which

com-

‘new mixture. Rather, women leaving home to become migrants ldennﬁzd a
voice with which to express a very precise combin: f elements: they

that
pi
church-oriented route might provide, but they express this in terms which will
enjoy a hearing within the male-dominated and traditionalist-oriented world of
Northern Province migrancy.

Music of initiation: school and sotho culture

or 19905,
‘among Northern Province migrant women working on the Witwatersrand who

as the female equivalent of the formerly exclusively male genre known by the
same name. The other, which dovetails with the first in some respects, was
conducted in the lter 1990s among men and women growing up in a Lutheran

"To look first at the performers of kiba: the fact that men and women were in
the 19905 recognized as partners in this musical enterprise obscures some
major discontinuities. One can see the contrast if one looks at a single
performance group, such as Maaparankwe (those of the royal leopard-skin
clothing). Its male performers are mostly traditionalists (baditshaba — lit.
‘those of the nation’) from the Pedi h:;\nland of Sekhukhune, who have been
end-blow,
eserve. Thei pattensof work and resdence o migrants. and hose for teir
forebears of several generations, were largely determined by the ethically-
based monopolies within particular mines and service sectors, formed on the
basis of male initiation regiments (mephato) (Delius, 1989: 582-83; Molepo,
1984:28). As they moved from compounded mine lbour hrough a seris of
forms of employme tic service
and later industrial employment, mey ook i with . For e players,
then, this music was  constant and ongoing feature of life.




76 The Musical Human

For future female kiba players, in contrast, musical experience was
d shifting. k bo
(the north),? and had grown up while their families were rent or labour tenants
on white- or black-owned farms outside of the rese ing largely off the
proceeds of agriculture or uf r.m \abour: For thes familc, the belated move
the small both

family mermbers it e fis-evercxposure  Iabour migration. The women
who were to become singers of kiba departed for town in search of a job
without ready-made ethnic support groups.

It was only on arriving on the Witwatersrand that kiba women began to
construct or become involved in broader social networks. While these were
initially church-based and linked to associations of men from specific reserve

Lebo: i

of the friendships they had made with other women from a more broadly-
home aea. Sometimes. 3 nth case of Masparankwe, lney wentinto

ism i dancing, Performing their sung and dnm:cd verion o kba, which they
aw as part of sorho music/traditional music (mmino wa sesotho/wa setiio),
provided an opportunity to escape from the restrictive male controls of the
‘more conventional migrant associations.
T mentioned the church as a basis of social networks: most of these women
had grown up in communitics of Christians (bakrise), so the fact tha they

d kiba did not ‘lgmly a tinuity with past practice.
ing some time 1o work on the for mostit
eprescoted arovival of  pr-adolesceot avolvemeat i sotho cultus which
many

of them had grown up speaking languages such as siNdebele — or,like Dora,
“TshiVenda - and performing styles of music more commonly associated with
those languages.

Since my broader discussion of how these women, during the phase of life
when they became mature mothers, built up an identity based on selective
application of sotho ideals, morals and musical principle, has been published
elsewhere (James, 19994, 1999b, 1994), I will touch on it here only in passing.
‘The ostensible reason for their use of kiba is expressed thus: ‘Home is where
this m i2. We don’t want o forget the tradition of our home people”.
‘This statement sums up the enterprise, but conceals the true nature of this
“home’. They had not met before they came to the Witwatersrand. They started
with few contacts except an uncle or brother, eventually started watching male
dancers on Sundays, and decided to start their own club. The few who knew
this dancing taught the others, more joined, more learned: the sense of what
*home’ was gradually expanded to include more and more dancers. Women's
involvement in this unusual form of ethnic organization provided a range of
benefits. Some of these ~ financial aid and support and help with securing jobs




Black Background kd

of identity in the city, deriving some impact and audience respect from its

but perhaps more important.
‘Women’s performance, then, while apparently harking back to a shared
e r .

than of a y ported, intact, from
But its origins were, in complex ways, to be found in these performers’
upbringing. In order 1o find out how, and to establish in what ways this mature
identity drew selectively on, and yet transformed, the musical and social
experience of youth, I needed to adopt an approach which foregrounded
individulsingers acsounsof teir own usica e isorie

s, it tuned Partof
the difference lay in the complex set of landholding arrangements in the
northern Transvaal of the 1960s and 1970s. In a country notorious for its
patchwork of different forms of tenure, this seemed to present an extreme
cxample. There were three basic types of landholing, which varied

Some ﬁnuu singers nmnm ‘were living in quasi- m.au  condions. 23
Iabour tenant
Lenants, on Afican fechold fanmv These were mouly Chmuans who had
bought land away from the reserves in an attempt 10 live as independent

remote from hiefs in the

reserves. A third had been born and reared in reserves, where their familics

yielded by these different types of landholding was one which the apartheid
‘government attempted to rationalize, with its plans in the 1960s and 1970 to
remove all Africans in the first two categories ~ those living in so-called
“white” areas — and resettle all of them in the *black areas’ or reserves. But, for
the girls and adolescents who were later to become kiba singers, whose
families, removed from their original homes, began to converge on these

howe
these removals. While writers on South Africa have tended to highlight
resettlements which

apartheid “black spot” I
nts off 1971, ject, 1983).
a many farm

labour tenants, by the desire of family members to have a more modern life.
They wanted to live in conditions of greater civilization (t/habologo) and to
have casier access to schools, shops and churches than was possible on the
farms. were Cl members, g of

hurch-ori ‘modernizing them
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and their families ~ an orientation which in part resulted from, but also

contributed o, the rapid reseuling of their familis, s of other Africans,in lhe
. Inthis flux of

adolescent musical culture in which these future female migrants pxluupawd

was one in which choir, concert and church songs were favoured, but with a

selective use of customary sotho elements.

In the context of this social and cultural flux, one childhood experience
which all koma
(intiation), although their disparate social backgmunds meant tht their
attendance at this ritual by widely differis
impulses. Former labour enants who had moved o[[whuc farms were still

moder manner —to send thei hildren o initiation without much question. In
contrast, those familie
frechold farms (*black spots'), where Christian belief had predominated, often
found themselves in new situations where a Christian ethic was not as
entrenched as it had been in their former homes. The peasant daughters who
had moved from these farms were initiated because of pressure from peer
the wishes of their
parents. For the Lutheran Machaba sisters to be initiated was to rebel against
the authority of their father, but to conform — albeit more out of a esire to ‘fit
in’ than out of waditional their
age-group in the reserve. In the reserve village of GaKgare to which they
moved, where most children were dressed in skins in contrast to their own
dresses, they had felt isolated and conspicuous. After attending koma, they
found that their status as initiates and their membership ~ shared with their
s — of initiation regis 10 lessen d

divided them from these age-mates.* But the experience was not to carry the
same sense of unification d b(mdmg as it would have done for the Venda
initiates of Blacking’s account, if only because they were later to become
migrants who would rely on very different kinds of musical solidarity for their
sense of belongin

‘The Machabas were girls very much like Dora, the heroine of Blacking’s
Black Background. Although her family, like theirs, was strongly Lutheran in
orientation, she memless longed to dance the il shigombela (Blacking,
1964a: 82-56) wi
~ doing s0. Her pmnl\ ere opposed o s, but they eventualyrelntd and
y stopped
short of letting her go with her team on a qua expedumn One can only
speculate about whether her longing to imitate her peers might, as with the
Machabas, have extended to initiation had her childhood, like theirs, been
disrupted by a move from a predominantly Christian community to one where
was the norm.
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Even where future kiba singers attended initiation, the Leboa villages where
they spent their adolescence espoused a culture oriented to school and to
modernity. One might imagine that the differences between uninitiated and
initiated children would be de-emphasized in such a context. Studies of
“traditional’ rural music-making in southern Africa have stressed how musical
performance differentiates gender and age roles from each other (Blacking,
1967, 1969b; Johnston, 1971, 1975; Huskisson, 1958), with smaller categories,
each specific to a particular occasion and social status and never sung outside
of this, eclipsing any broader totality of music or song (Merriam, 1964
262-70). Adopting a mis ‘musical culture h in
contrast,to engulf all ts grip. But

the apparently homogenizing effects of Christianity.
Although the pre-initiatory phase bothumasha (uninitiated girlhood) was

(civilization), it was still marked off by age-specific musical practices and thus
distinguished from the subsequent phase bokgarebe (initiated girlhood).
‘Bokgarebe, like its male equivalent, was characterized by an abandoning of
children’s songs such as dikoa toa go bapala or dikooa téa go aloka (playing
songs, for skipping and the like). Initiated girl, like initiated boys, began to sing
ic of a school
classes and categories in these northern reserve areas. They were learned at
school, through a mixture of oral and literate transmission, and performed by
school choirs: which ame — kosa 6
i P "

In a similar vein, Dora’s brief foray into singing fshigombela had ended
abruptly when she started school. This was the defining moment which not
only separat f 3

detached her definitively from the ‘salempore girls” with whom she had had a
brief musical partnership. In the strongly school-oriented reserves of Leboa, in
contrast, what distinguished an initiate from a child was her leaving behind the
sotho songs of childhood and becoming immersed in the performance of this
‘genre of choir music - a genre embracing both Christians and non-Christians in
its grasp.

Makwaya first came into being as a result of the impact on local sung
traditions in southern Africa of Christian hymnody, whose successful
implan P “traditi
the south is predominantly vocal, characterized by choral singing in complex,
overlapping responsorial patterns’ (Manuel, 1988: 28-29). The impact of
‘hymn-singing was profound: the imprint of ts three-chord harmonic structure:
can be detected in a wide range of popular South African music including not
only makwaya but also stretching from marabi, through kwela and mbube, to
the mainly media-disseminated mbaganga (Manuel, 86, 108).
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Most of what s been writtn about mak»ava eses s il associnion
‘middle class in both ru
o 72. T15: Manuc, 1988107 was ransmitd minly througha medmm
available only to lteate people - the tonic sol-fa sysiem of notation —although
h in an urban context

overtoa way of .
by beart oroutof ei eads”(Coplan, 1985 11, The sspect of makwips
inits popularity in the rural
districts of South Africa. Here, nlmough inits strictly religious form as African
hymnody it was sung only by churchgoers, its most frequent performance
occurred in schools by scholars on both sides of the Christian/traditionalist
divide.® Although etied o s ncegon wik the Atican il ch, s
later f income,
the ranks of those: i tlabor

this music
expression for: mhwl oing chxldmn adsdolecents.

tion did, the Koff
children from post lmmles, butit did so largely by tn-lmmg their inculcation
with a mission-style musical culture. Although the formal attributes of
makwaya or kosa ta dikhwaere may have had litle overlap with that of the
indigenous songs it replaced, the competitive social contexts within which it
was sung show striking similarities with indigenous ones. Here one can see
evidence of the accuracy of Blacking’s perception — that musical activities
o h

to change. Itis interesting, for example, that the mothetha (choir for girls and
girls under the leadership of a senior boy) to which the Machaba sisters
belonged, although singing dikoda téa dikolo (school songs) did so within a
setting remarkably similar to that of the Venda bepha:

We'd g0 with our school chir o visitotherschools, nd spend thenight. We'd
hear their songs, and learn them, and take them a5 our own.*

‘This practice of musical competition and learning leads me to mention, in
parentheses, the adolescent m lre of a much more overtly and
unreservedly Christian commanity, living a few hour's drive to the south-east
these Leboa communities. This was a community similar in ethos, perhaps,
0 Dora’s, and to the one living on the fireehold farm where the Machabas had
lived before moving to the reserves. These were the Lutherans of the farm
Doornkop who formed the nucleus of that farm’s inhabitants until the ‘black
spof removal of 1974, In the course o invetgaing e 1994 reclaming of
0 years later, I
my musical - experiences there.
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In some ways their musical activities were very similar to those of the
Lutheran Dora. Wearing special uniforms, they joined the strongly Christian-
oriented Wayfarer movement which, in South Africa, was an African
equivalent of the Boy Scout movement (see Blacking, 1964a: 101-07). Within
the context of this movement, and of school and church, they spent a large
peopocion of thel e g nd snging chole songa. Bu ey wsobat
from whom their
forbenr b boen s een o distinguish themselves. One of these was the
prevalence of confirmation groupings (dithaka) which undertook activities
strikingly similar to those of the initiation regiments (mephato) to which

1 i format, much . A great deal of
time and energy was spent in practising for, and in carrying out, competitive
events in which the chief rivals were children from other Christian
communities in the neighbourhood or members of other branches of the
Wayfarers. Even her isrupti
in rural districts of the Transvaal, there were interchanges and striking
continuities between school and traditionalist culture, despite people’s
attempts to distinguish strongly between these. Music on the farm Doornkop,

rovince, ific poi i
course at which to fix themselves.

where thesc peopl grew up wasa ompex one. n ‘was not a mark of group
identity th hristians of
long standing and of recent conversion n.longwde those who had never been
churchgoers. Neither did it mark a commitment to a traditionalist or custom-
bound social order: indeed, while koma tself represented perhaps me most
sesotho and its for thos

of I t phase in most girls”
lives be put behind

at least for a while. But it did lay the basis for proficient practice of sotho
cultural forms when these girls, as women, began to sing kiba in town. The
songs and music of koma were secret and, strictly speaking, should not have
been repeated outside of this context. But their basic structure and style was
characteristic of Norther Sotho traditional music (Huskisson, 195%)

atoni

of present-day women'’s kiba (sae James, 1994). It was a koma that most
informants, but espec
them 00 sovho music, earned, lhrough oral transmis
style.

ion, to sing in a sotho
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Black background: the case of Julia Lelahana

Among those who were later to sing kiba in town, there was then a general

of sotho culture. But this general trend needs qualification, if one bears in mind
that children of different sexes — even those within one family — are socialized

in very di ays. While it i lure that took root in
ities was not strongly differentiated by gend
be seen the mixed chois
dutes i i . were less free it for long
periods of time,

I
primary

as ‘more sotho’ than their brothers. Their orientation to the domestic sphere

often led to their acquisition of forms of musical or oral culture from

.nd gnndmnmen where boys, at school, were not in a position to acquire

m-n some of the other women with whom they would later club together to
sing in town, who would later assume key roles in teaching and developing
kiba in the urban context.

‘The case of Julia Lelahana, later to become the leader of Maaparankwe’s
women’s section, is one which demonstrates a complex interweaving of
gendered experience with the effects of the social disruptions mentioned
earlier. She grew up on the farm Bijlsteel, about 30 kilometres north-east of
Pietersburg, ‘ran away” to work on a nearby farm and eventually moved with
her parents to a village in the Moletdi reserve in Lebowa. But this major move
had not been the only one in Julia’s life: her parents had moved to this farm,
where her paternal grandparents were living as labour tenants, after being

3
where Julia had been born. It was because of this move away from town that
Julia, the youngest of five children, had no education at all, while her older
siblings, brothers and sisters alike, had been schooled in the location up until
the time the family left for the farm.
Growing up in this cont
ibove, but also from the culture of

‘The songs she sang as a child were not the mixed choir songs of boys and girls
but those of the herdboys with whom she worked and played. As a young girl
she was sent o herd cattle together with boys of her own age on the farm, and
they hul uughl her

ps

he observed:

for men]. | did this because I was a herdgirl”



‘Black Background 8

iblings.
But the contrast she noted between herself as motho wa sesotho (a sotho

an interest in sotho

. She leamed
per mnmer and grandparents, with whom sh: spent muchtime around the

lhmugh a kind of cultural inheritance from her father, whn wasa dlvmer
s kiba.

a,
of nitiation and despi I
waslater t0 become a key figure in the development of urban kiba. In 1993-94
she was the malokwane (leader) of the Maaparankwe group, heading the
singing, teaching songs learned at home to her fellow-singers, embellishing
existing songs with new words or actions and providing extensive interpret-
ation o these ind actions if ipon :

some of . who had learned all

Who were hud-pressed o explain the significanceof partculr songs. wmg
figures like Julia tended to be those who were exposed to some sotho ways in
their own and in relatives’ homes. Conversely, the musical followers were
often those whose carly exposure to this music was restricted to what they
learned at koma.

‘The cultural background of the girls who spent their youth and adolescence
on the farms and laterin the reserve villuges of Leboa was a L‘omplex one. A
variety of culture of
and their familis aspired, but these inputs were refracted, and in certain
respects deflected by their refraction, through the lens of gender. Although
most desired to live in a modern way, their role within the household gave
some, like Julia,  leaning towards sesorho.

Diversity merged in music

tbecame
clear to me that their differing experiences in adolescence nevertheless
converged in particular ways. In addition to the shared experience of koma
there were some other things they had in common. Many had been forced into

Iabour migrancy, . when a father’s Teft
their famili iless; and it oldest child
being

. Some
Hhad been briefly married. but all ended up as single mmhers exclusively
ipkeep
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Butit was not only hat th
were commonalities in these women's disrupted lives. If, on the basis of these.
regional diversities, they eventually came to have a single homogenous
experience of *home’, it was through mu: this was achieved. When they
first decided to sing together, they discovered tha their sense of sorho mu
(mmino wa sesotho), although its basic aspects had been learned through
initiation, was regionally varied and hence far from uniform. But this changed
as they practised together under the tutelage of influential musical figures such
as Julia Lelahana and as, with the passing of time, they engaged in a process of
reciprocal teaching and learning. Competitive performance formats created
creasing pressure to make of women’s kiba a highly polished and
unified style. It was thus that multiple and initially somewhat mismatched
styles of performance were adjusted to create a standardized and homogenous
music and dance style (James, 19992).

Conclusion

leed inthe midst of urbuient and d.\mmm experiencesin 1 the northem arca

of s was one in
wh\uh definitively demanaledyu in the
life course. .

connections, i ‘modern life a way of
entrenching and their commitment They

also allowed those whose circumstances denied them any easy social o
cultural connections to draw nurture from the almost forgotten musical
backgrounds of their parents. Although initiation played an vmpommlpﬂn in
ths, its
in which allfture actviies could be underaken, o of affiming dberen

in the n:lghh(mrhundv Nor did it incontrovertibly divide boys from girls.
Rather, it was a watershed between a childhood marked by traditionalist
children’s music and culture and an adolescence marked by school- or church-
oriented music and culture. At the same time it served, inits teaching of sotho
masic, to lay a foundation of musical principles to which many initiates would
return only in adulthood, in the process of constituting of a very different kind
of ethnic identity and group of peers.

For these young women, s for those Blacking described (1964c: 108, 334;
1969, 19650, th muscalexgeiencesof childhoad and youth wereones
which But the fixity and
o " afleet uabllny

‘changing identities and social arrangements in
i mrber Trnsva o e 1960 nd 19705, it may be that girls like Salome
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and Andronica Machaba were doing more than simply trying to “fitin’ with
those around them. As well as yielding to the temptation of atiempting t©
belong in communities from which they felt wmwhu estranged, they were,

beit
would characterize their adulthood. It was on hese musical foundations that
their ‘male-

dominated world of urban migration, was to be built
To usdersad the rladoasip between the scripive natrs of hse
youthf
mrgnm women, one needs to mcngmze the complex meanings attached to
In

in lwenuelh ceatury South Afce terms $1ch 48 Clisan’ Gmokris)and
“waditionalist’ (heitene)
identities. Although these terms were conceived of as mmn. oppomle

class as well (see James 1997) ~ in the life of a single individual they could be

strict subdivision had informed in more thoroughgoingly traditionalist
religious
belief, sociocultural orientation and class have been intertwined with each
other to yield new, heretofore unknown, combinations. It is as though the
experlenes of Dora and thote of ber fiends and entwhile daneing
in the life of a single

individual.

‘The legacy of Blacking's Venda work for understanding the musical culture
of migrants lies, then, in understanding how music, in its ascriptive and
transformative aspects, affects and is used within the life historics of
individuals. Blacking's leg: inng
individuals, produced by piting hemsclves against the powerful
forces that have moulded them as people, assimilate musical influences in the
process of maturing, and later use these to create new and transcendent
situations.

Notes
beer ‘people by analysts, it is spelt with a capital and is not
italicized. Norther Leboa),al

led SePed, i e, But where,

 being, a way of i

“northern’ or “southern’ (sa Leboa/sa Borwa). See Comaroff and Comaroff (1989:
276-96) fora similar usage.
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? Local people’;

bowa, the name of

a leboa of sePedi
{non}\em oo e “cognte Iogrger i common ‘socioinguistic rous,

north of the Limpopo makes matters linguistically more complex. The speakers of
iNdebel

‘Mpumal

these
various groups. sce Krige (1937),van Warmelo (1952, 1974 and Wison (1982,

4 Andronica and Salome Machaba, recorded discussion with DJ (Deborah James)
and PM (Philip Mnisi) on 19 October 1991. This was in contrast with irls in the Pedi
heartland, Sekhukhune,

agriculural viabilityofsocicty

imitat
Candersson, 1981 16) s the aveniive and cclectc responscs of such geares 48
makwaya (Manuel, 1988: 107). The case of makwaya shows that people’s use of
cultural

s claimed 1975:6), or
sigaity the coloaization of consciousacsy (Conarot o s Comaroff, 1989). Even

e calonzersinto something signifcanly iftrent, 3 Hofmeyr hasshown i her

(Hofmeyr 1993: 68-83). New and syncretic cultural forms which arise among.
church waya did, o

ranks o the converted.
© The format ofvising, competing withan lsing from one’shois,a wel s
visiting

b, ch. 3).
i S ahan. recoded neussion with D and PV Tohannsbors. 13 Octaber
1991



CHAPTERFIVE

Musicality in Early Childhood:
A Case from Japan

Fumiko Fujita

Introduction

John Blacking’s chief concern was to explore the nature of human musicality,
‘and his great interest i this issue can be noted throughout his writings. During
his fieldwork amongst the Venda of the northern Transvaal in South Africa, he
discovered a society in which all normal human beings were regarded as
capabl: of making music (Blacking, 1973) and i which o one was excluded
cipai ormance (Blacking, 1967: 191). Drawing on
this expeneme. he highlighted the contrast between the Venda concepts n'
ty of his b d
whichany e pople were rgaried as musial.His escarh, hercore, has
drawn attention to the ways in which the cultural ineracts with the biologica
often stifling innate human capabilites.
In Japan, my native country, notions of musicality have developed through
the encounter of Western and Japanese musical systems. There is no original
“music’ to all
categories of *humanly organized sound’. As traditional Japanese music is
cloelyconneeed with drams, dance and songs it docs no xit separly

pe
dm gmerge as comprehensive trm s geito, whih ranslates s wrditonl
Japanese performing arts, and it refers t0 all categories of *humanly organized
sound and movement (see Kikkavwa, 1959: 28) As Westernculure became
ever more present in Japan, a Japanese translation for ‘music’ became
necessary, and the word unmake came to be used for this purpose,

be said, therefore, that in Japan, Western music, rather than Japanese music,
has become the yardstick against which a person’s musical apitude is
measured. The social and historical P hich the

back to the Meiji period, the
main focus of school music education in Japan. This focus has persisted up to
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the present, such that Western music has now been taught systematically in
Japanese schools throughout the country for over 120 years, clearly establish-
ing the link between musicality and a proficiency in Western musical
pafommce

Lerms of thei proficiency n the performance of Wosern e Indeed, m:
elderly Japanese are unable to sing Western songs proficiently, while bcmg
excellentperformers o raditional Japanese folksongs: similary he are
‘many children who find it difficult to perform the Western instrumental
that is taught in schools, but engage compcl:mly in Japanese folk ensembles
(hayashi). This, therefore, is a clear indication that, in Japan, there is a
discrepancy between people’s “natural’ musical tendencies — that is, the
musical competencies that develop through daily ineraction within the
seting - and notion of musicality
that ha he country. Given bet
understanding of the intrinsic nature of Japanese musicality might be gained
through research that examines the early stages of music acquisition among

gs.
Processes of music acquisition were central to John Blacking’s concerns,
and he not only highlighted the link between human musicality and overt,
cultrally distinet musical actviy, but alse developed methodalogi for
investigating it. Through his research on Venda children’s music and music-
making he was able to focus on the very context in which the natural
maturation processes intersect with learned behaviour. Drawing on his
elaborate and detailed documentation of the lives and musical activities of
Venda chidren i thei culturalseting e discussd thei processesof music-
he lives of the Venda and

thei sty of music

‘One aspect of Blackings study of Venda children’s songs involved outlining
the relationship between Venda speech patterns and their musical structures,
and he ultimately concluded that the structure of Venda children’s songs was
deeply influenced by speech, both in terms of ts hythmic elements and its
melodic contours. He described the transformation process of Venda speech
into the songs in the following way:

children’s music
s s b ecded i oter prs o he word:they are understood best
elementary Venda thythms

Sacech tone s an mportatclementof Venda specch, and it can sometimes

affect the meaning of a word. The Venda do not expect a song to sound like
ordinary speech, but n:venh:lzn the melodies of songs are closely related to
. Wher it that words and
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rhythm. Once the meter and the melody of the song are established, they
lines lacking, 1967: 192)

Blacking proposed a mode of musical analysis premised on a distinction
between two dimensions of the musical product: its deep structures and its
surface structures, an idea that sprang from his concern for the relationship
between speech and melody which emerged during his analyses of Venda
children’s songs. Drawing on this work, Blacking claimed that:

. the surface structures of Venda music .. can be heard and learned by any

the Venda musical tradit are forever
cannot be lesrned excep by total partcipation in Venda

changing and whi

ty and by
‘which the culture is founded. These are the deep structures of Venda music,
‘which determine what comes next in a melody and how a new idea may be
expressed in music, how many times a pattern wil be repeated on a given

potential for d 50 they might beter
processes. (Blacking, 1971:95)

the into the deep
structures of human musical behaviour, an znd:avwl e refrrd to as e
“cultural analysis of music’. According to Blacking

of thythm, tonality, timbre, insirumentation, frequency of ascending and
scending  other essentially but describe

Because music is humanly organized sound, there ought to be relationships

course oforganized nteraction. (Blacking, 1971:93)

What is notable here is that Blacking consistently discussed the deep and
surface structure of music from the viewpoint of the music-maker. In other

words, ‘music, 2

structures of human musical behaviour. As his work matured, his ideas nbwl

how the genrative processes of human music-making derive from deey

* (Blacking, 1092,

“Musical intelligence’, he claimed, comprises the cognitive and affective
ith whi the world.

‘The musicologist and forerunner of Japanese ethnomusicology, Daigoro
Arima, studied music in Vienna, where he took a PhD at Vienna University for
his thesis Japanische Musikgeschichte auf Grund der Quellenkunde (A
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Philological History of Japanese Music) in 1933. His research concerns
centred on the investigation of Japanese performers’ emotions during
an effort (o identify

He concluded that Japanese performers assimilate a set of musical principles
which allow them to perform properly; there is a close link between spoken
Japanese and the traditional repertoire; and good breath control is a central
element of aesthetic evaluation. Although, unlike Blacking, Arima did not
undertake systematic field research, his approach, research methods and quest
for the basis of human musicality suggest parallels with Blacking’s concerns.
‘The main points in Arima’s characterization of Japanese musicality can be
summarized as follows:

During performance, Japanese musicians are restrained by the tune or
melodic pattern (fuhi) of the piece they are performing; this structural
backbone serves as.the basic.consitutional element of music
performance.
Tapanese music i closely connected o the spoken language and it s
strongly ethical in orientation. Ongaku (traditional Japanese musi
mainly mnie up of vocal music that is based on recitation (Ebisawa,
1987:35 and Fujita, 2003: 68). There are many song texts that can be
performed to a single melodic contour, and it is up to the performer to
construct variations in accordance with the ethical meaning of the text
being performed (Ebisawa, 1987: 37).
For the Japanese proper breath control is a central indicator of musical
competence, and this is true of both vocal and instrumental music
(Arima, 1951: 15). Breathing is considered to be closely connected to
human motivation and human emotions. Moreover, it is through
breating that mutial ime agreement is exabished among co-
performers during performance
The principles of Japanese music can be found in a wide range of
hawkers'

B

cries, the lines used by sumo yellers or kabuki performers’ formalized
speech; thus, these principles can be learned through practical
Ebisawa, 1987: 148-53;

1989: 13; Fujito, 2003).

was keen (o study J hildren I abilities,
was strongly drawn to Blacking’s perspectives on human musicality and his
view of musical performance as the natural outcome of the human being as
msicmake. Futerore, beapprosched the sudyof i n eation o the
ciocultural context of its performance, in order to assess the impact
e :ullur: on the biological and vice versa. 1 found that many of his
observations regarding the procedures employed by Venda childrer
‘music-making also held true for the Japanese children I was observing. All
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normal Japanese children are musical when their musical activities are
approached from Blacking’s e Moreove, her msicl pefor-
snmlar to that

ofthe.

I story-telling
and chanting. These forms involve instances in which a word or a phrase is
uttered metrically or melodically. Blacking also noted the use of such forms in
the Venda children’s song repertory (Blacking, 1967: 155).

In 1983, 1 was fortunate to have been accepted into the postgraduate
programme at Queen’s University Belfast, where I undertook a project on
Japanese children’s musicality under Blacking’s supervision. In 1987 1
completed my PhD thesis titled: Problems of Language Culture and the
Appropriateness of Musical Expression in Japanese Children’s Performance
(Fujita, 1989). For the thesis, I observed children’s musical performances not
only from the perspective of the musical product, but also as a means of
understanding the learning processes involved in generating the musical
structures. I paricula, | was interested in detecting musicality - th innate
human musical capabili s in

. and

theconditions that stiuled ch behlv:our To link the project mAnml s
the children’s

n.lsn involved grasping the feelings the hildren expressed through their

led that
employing a form of musical expression that is deeply connected to their

basic unit, namely

from inhalation to exhalation, that is used to produce phrases, words or

syllables in the Japanese language. The musical sound that is produced by
ined by three parameters:

i) the intensity of the child’s expressive intent;
i) the duration of te childs breathing cycle; and
i) the sound structure of the Japanese language. (see Fujita, 1989: 217)

Ultimately, therefore, musi
biological
‘The main finding of the project suggest that the principles of Japanese
children’s

Blacking’s notions of ‘musical intelligence’ (Blacking, 1992: 310). The study
also demonstrated that the children gained great pleasure from musical
communication:

1 activity links the self, a wilful being, to
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a] song with other

i ways of

inging with other

best resuls,

others, they felt the communicative pleasure of sharing a common time with
others by making music. (Fujita, 1989: 186-§7)

Since completing my doctoral uumn Thave begun a longitudinal research
project of m

Observation began n 1997, and it 1 bemg conducted within the context of
daily life at nursery schools, involving children from the ages of three months
o six years. This chapter presents some of the findings of this project that
pertain to observations undertaken at the Kohitsuji Nursery School

The project and the setting

The aim of the research is to obtain information about the way in which
Japanese children acquire musical skills in early childhood and about the
processes involved in the development of their musical competence within the
three
researchers visit the nursery school one morning a week for a period of around
two hours. During these visits the researchers observe the children’s musical
activities and their musical experiences. The observation period proceeds for
c 21

long-term project was planned so that the children who were in their first year
of life in 1997 would be observed up to the age of six, which is when they leave
nursery school. Observation is undertaken in a natwral setting, and the

defined as musical. Musical behaviour is distinguished from ordinary

behaviour according 10 one of the following two criteria: ed

producing a sound which consists of a tone of fixed pitch with intervals, or it is

performed with recurrent pulses.? The musical activity is recorded on video-

tape in such a way as nt the broader i

which it oceurs. The videotapes are transcribed as soon as possible after the
'

Kohitsuji Nursery Schoolis located at the comer of a public housing project
built by the Higashi Yamato City Council, in the northwestern part of Tokyo.
The nursery is run by a Christian group, and its educational policy has a
Chisian basis. There are 110 children in the school, and thy are divided into
sinage- lds. The children
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Tokyo. The daily of i

to the age-group of the children, their physical and mental state, the weather

and other factors. The daily schedule for the three-year-olds might look
i until

: o . i
17:00. The nursery makes a point of having a child-centred educational
orenttion 8o that the hildren can engage n activtis frely and spend 3

dnes ot have a systematic music education programme, xllhongh musical
s are integrated into the general educational programme. It includes

story-telling, games or musical exercises. As Table 5.1 shows, most of the
songs that the teachers present (o the children are in a Western style, s is
o . :

the Western repertoire in a monotone that bears a closer resemblance to the.
fuctuations inthe song text than 10 its melody (Fuita, 1994: 183-89).

the time of . Itbegan
in April 1997, and during 1997 the 12 children in the youngest g\wp were the

months. n 1998, there were 19 childen nthe group under obacrvation, and
iges ranged from one y:

In
‘one month o three years and two months.

‘The musicality of Japanese toddlers

‘The observers documented the musical behaviour of both the children at the
nursery and that of their teachers. Each instance was classified into one of two.
categories: it was either considered to be ‘music or an ‘intermediate form”.
‘The instances classed as ‘music” included those forms of musical activity that
: e wid oy The

“intermediate forms’ would not normally be classed as music in Japan,
although they stand between speech and song: this category includes such
forms as calling, rhythmic speech, chanting and other such behaviours. Table
5.1 i i f music the

year
of event was observed in each age-group.

Table 5.1 ical activity involving
teachers was that in which there was ‘rhythmic movement accompanied by
‘music in a Western style’. However, when the children engaged in musical

ivity the use of ly rare. On
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their own, the
intermediate musical forms. This suggests that if one s t nderstand how
children acquire musical competence, it is necessary to investigate how
children learn to perform the intermediate forms, and also to look at how they
make the transition from rhythmic speech to song. In the following section I
will outline the developmental trajectory that was observed in the nursery
school. This trajectory indicates that the children begin by performing
mic h

pr
and only then begin to perform
musical forms.

i of life

‘The musical activities of children between :h: o of three months and one
hey are
in.a sagoproc to langunge acquislon, i e behaviour s all non-

Ther playﬁu vocalizations often display a clear rhymmuc order of recurrent
ervals.

interv:
During this period the children appear o gain considersble pleasure from
shaking and beating on things, such as toys, tables, the floor, poles and other
objects. When they were observed playing in the paddling pool, for instance,
they often paddied the water surface with their hands and they repeatedly
scooped up water in a cup, which they then poured back into the pool. Thus,
many of their actions were repetitive and cyclical. It was also observed that
whenever they explored new ways of moving, they listened carcfully to the
sounds that resulted from their action. Once a child had taken an interest in a
‘movement or a sound, he or she concentrated his or her attention on it, then
o : p "

rehearsals, the child would learn how to organize his or her actions and to
render them in progressively more coordinated w

‘The descriptions above indicate that children engage intentionally and
performatively in their own processes of music acquisition. They begin by
taking an interest in the sounds which they have heard and they then make the

striving to achieve a refined sound. Recent studies into the ways in which
childeen s hrough eracton with el viroumes hav begun o eveal
the in their own
learning. Jerome Brnnzr. for example, has shed light on the intentionality
involved in children’s language acquisition, indicating that children make a
deliberate effort to communicate. His rescarch was undertaken within the
phyml setting of a child interacting with his mother during a game of ‘peek-a-

Bruner noted that thre 16 3 scquence 1o the toddiers language
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acquisition: the child begins by establishing sustained eye-to-cye contact and
then sngles out or touches a ‘new abject,ofen accompanying the at with a

da;

sylable such as “bi-bi" or ‘nana’,and then “ada’, rom then on, the child moves
step-by-step into conventional utterances (Bruner, 1983: 131). Swedish
educator Marita Lindahl's doctoral research, Experience and Learning (1995),
is one of the few projects on children’s learning processes to have been
undertaken in the pre-school context. She observed ten children between the
ages of 13 and 20 months for a period of three months in their pre-school and
demonstrated how they learn from their environment by monitoring their own
actions. Her findings indicate th Ids follow a p

sequence: the action, pto master
their environment, focusing their attention on different phenomena in order to
discern the world about them, discovering differences (Lindahl, 1995:

181-89). Although neither Bruner nor Lindahl were concerned with issues of
cultural specificity in children’s learning processes, they have demonstrated
that the learning process of young children emerges through their negotiation
with the environment. This suggests that the study of music acquisition should
also be undertaken in natural settings. In what follows I will demonstrate how
Japanese toddiers learn and develop their musical competence in ineraction
musical

Tn April, at the beginning of the observation period, none of the children in
the group uttered actual words; they only produced babbling sounds. Once
babbling had begun mey pmgre:\ed rapidly into using these sounds as well as

Their thythmic babbling
during this phase sngg:slzd that they were trying to talk or t0 sing. Shiori, for
‘example, seemed to be trying to call a teacher when he made the sounds: *wei
we, wei we'; and he seemed to be attempting to imitate the singing of another
person when he joined in with ‘da, da, da’. Almost all the young children’s
utterances were accompanied by bodily movements. In the carly days they

with their vocal sounds, but in time the movements became more intentional

‘While processes of maturation are implicated in the stages through which
young chikiren progress to chieve msical ompetence,they lso seem to
W0 use in

rded on 20 September 1998,

Ttwas a very hot day when the teachers of the youngest age group decided to et
the children play in the paddling pool. In the beginning, the toddlers remained
silent, simpl \gin the paddling pool, p

d pped 3 d they
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head, uttering the onomatopoeic word ‘jaly, which imitated the sound of the
ouing waer i who wab e yea s rwo e e ssponded
e . b, in o the teacher's

e

On this day Taishi uttered the word ‘jah® with considerable clarity. The first
time Taishi had been observed uttering the word ‘jah’ was on 6 August, when

On that day itonce, using a
low voice. The episode above recounts the second instance in which he was
observed uttering this word. Up until then, Taishi had only reacted to his
teacher's use of ‘jah" by stretching his hands forward to receive the water;
when he had Mcompam:d the hand movement with an utterance, it had been

po

H ‘m' g ‘jah’ as he raised
his right hand in high spirits. Then the teacher reiterated the word ‘jah’,
time using the same duration and tempo Taishi had used in saying the same
‘word. To do this, both Taishi and the teacher synchronized their breathing
cycles. Following this event, Taishi answered the teacher by saying ‘jaah’,
prolonging the ‘a”in the word. Once again the teacher responded by imitating
the child, using the same duration as Taishi, yet again synchronizing her
breathing cycle to his. As the two engaged repeatedly in this game, the more
their utterances acquired metical balance (see Figure 5.1

s I T
,,h[ bpd My a1l
W pn e B
s VDY Sl
et ek

* The bracket indicates a single breathing cycle.

Figure .1

“The teacher then gave her watering can to Taishi and said, ‘Do it yourself,
like this, jah, and she poured water on Taishi’s head with another watering
can, saying, ‘Hai, jaah’. Then Taishi threw his watering can down and raised

Ifound it very moving to see how Taishi learned to say the word ‘jah’ in an
interactive context with his teacher. Taishi uttered the word ‘jah® within the

familiar environment in which he was experiencing the
pleasurable sensation of felng the wateron i body and of seeing it being
poured affectionately on him. It was within this setting that the teacher
interjected with the word, ‘jah’, suggesting a relationship between the word



Musicality in Early Childhood %

and feelings of pleasure. Indeed, ‘jah' became a means of communicating these
fe:hng‘. and the vocal mﬂ::uom the child and the eacher explored

high degree of
the metrical syn:hmmzauon o hir hrcalhmg cyces, The neracrlon based

word provided e v sp:cml veicle through which to communicats
these feelings to one another. Furthermore, the very musicality generated by
the rhythmic quality of the successive interjections enhanced the pleasurable
feelings surrounding the episode. In effect, the way in which Taishi and his
carer engaged musically with one another highlights that which Blacking
referred to as ‘the special kind of social experience’ which musical
performance affords (Blacking, 1985a: 65). For people to perform together,
they must attend closely to one another. Much of the pleasure that derives from

is directly linked ‘mutual attendance
and synchronization of the body amongst performers. It is, therefore, of
particular interest that the social benefits of musical activity are experienced
and explored by children from a very early age.

Musical performance among one-year-olds

, words,
but frequent babbling sill perssts. Thus, this new resource can now become a
part of their musical behaviour, as in an episode observed amongst the one-
year-olds on 20 April 1998;

O this day the one-year-olds went to the park near the nursery school. The
children ily playing in the sand h

run. He often he ran,

y for hi il but he did ot

give up rying. He ran (o the bench about six meters ahead calling: ‘pai yah, pai

yah, pai yah, junbanko yo-h'. This phrase juxtaposes the babbling syllables ‘pai
yab' with the words unbanko yo' (you must wait for your trn).

In this seemingly mundane act, Naoto produced a metrical sequence when he

i yah, pai yah, pai yah'. He then proceeded to a lower
level of metrical time unit, dividing the time unit of his breathing cycle into
three units using the syllables *pai-ya- n in Figure 5.2. Then he
continued his performance by uttering the words ‘junbanko yol', a phrase the
feacher often sid (0 the childen. This phrase was twice s long as the

he had empl it preserved the
metrical beat previously establi ed although now he v divided his
i intosi i the phrase,
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In effect, the way in which Naoto produced the meter in his musical
performance mirror's Blacking’s explanation of the way in which Venda
i rder. For the Vend: i “

metre of [a] song has been established in the first word-pattern, or “line", the
remainder of the text generally conforms to this pattern, and the number of
syllables per “line” is controlled accordingly’ (Blacking, 1967: 156).

- 3 .

Imi)

Na-o-chan

Figure 5.2

As shown in this example, when one-year-olds begin to run, they often
accompany the movement of their legs with rhythmic babbling or words in

types of deliberate movement, just as the movements may
aid in the production of the thythmic vocal sounds.
ills, both vnbn.lly the

also become better
‘Thus, at around the age of one and a half, this resource hegmx 10 be used more
and more frequently in child-to-child encounters. The lu“nwmg episode,
which took place on 1 July 1998, documents such an interaction:

shampei [ 24X 2 X 2

Poi

Hideki
Poi

Figure 5.3
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“This episode shows how Hideki and Shumpei created well-defined rhythmic
movements and utterances through their coordinated interaction with one
another. They created the rhythmic movement together by imitating one
another’s utterance of the word ‘poi’, synchronizing their breathing cycles
Th:y bt clealy enjoyed e performance, and an important source of d\:n
m the fact that they thatit

hei abilty to pmduc: wellblanced vocalsations and movements.in which
each time unit was produced by a single breathing cycle which they had
synchronized with one another to generate a shared rhythmic sequence. This
example vividly shows how children communicate with one another and
express their sense of well-being through musical performance. The activity
was 50 enjoyable to both of them that they repeated it 30 times, stopping only
when their teacher called out their names

Musical performance among two-year-olds

The lds showed rapid progress in I tion. Almost all

‘They expressed their feelings or opinions with two or more words uttered in a

thythmic fashion, as could be noted when Shiori made his position clear to

another child: “Shiori ga ichiban’ (I am first'). The children were also
interaction with

‘group using conventional teasing words, as when Nagisa thythmically called

out the teasing phrase, ‘akkan be-", as she pushed her cheeks down with her

ds.

Children of this age take great interest in singing action songs. As part of
their daily routine, the teacher let the children sing two or three kinds of action
song that followed the principles of Western music. The children engaged
enthusic songs and, by the age of two, they were usually
able to generate a sufficiently convincing rendition of the rhythm of Western-
style songs, although the melodic contour of the songs was disregarded;
however, when they sang songs in a traditional Japanese style they could
perform both the rhythm and the melody correcly. On 3 June 1999 the two-

achiving the

action song *Genkotsu yama no P (“The Baby Raccoon’).

To introduce the song, the teacher told the story of the raccoon’s family
along with the song text of *Genkotsu yama no tanuki san’ o the 18 two-year-
olds, showing them paper puppets of father, mother and baby raccoon. Then
she sang the song working the puppets thythmically. The children took a great
interest in the story, and they joined together to sing the song with the teacher
for atotal of six repetitions.
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mountain

mountain

breast

back and saying bye-bye
Jan ken pon (Call used for the game ‘stone, paper,
scissors’)

ng the song, the chil listening
o her singi by
of the children j ingi half the
children began o sing. accompanying their singing with the gestures of the
baby raccoon. The fourth time through, half the children stood up to sing the
song, to which they now jumped. The more they sang the song, the more
excited they became. They became especially enthusiastic each time the song
reached the final phrase for the game of janken (stone, paper, scissors). By
the fifth and sixth time the song was repeated, most of the children were
i ing the song i the baby

raccoon.

ber of in which

began by placing themselves within the story of the song text and then
proceeded to perform the gestures of the baby raccoon in time to the teacher’s

dak-Koshi-eon-bashi-le ma-ts a-shi-ta  Jan kenpon!
* indicates thatthe ptch performed was lower than notated.

Figure 5.4
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last syllable of each phrase together with the teacher, and then they sang the
whole song with her. This suggests that the last syllable of each phrase
becomes prominent in the children’s consciousness, because it marks the
‘moment of their next inhalation.

“The way in which the children organized their breathing to perform the song
can be noted in Shior's (thee years and one month) perfomance (see Figure
5.4);she began to sing ‘Genkotsu yama no tanuki san’ by herself immediately
after her enthusiasti the episode.

Shiori sang each song phrase in one single breathing cycle (bracket 1 in
Figure 5.4), but she subdivided the basic time unit provided by the breathing
cyele in various ways that assisted her in her performance. For the firstline of
the song she divided her breathing cycle into two equal time units, using the
phrases “genkotsu yama no’ and ‘tanuki san’ (bracket 2). She further divided
these phrases into two more equal time units, using the word units genkotsu”
and ‘yama no’ for the first half of the phrase and ‘tanukisa’ and n’ for the
second half (bracket 3). These word units were also subdivided into equal
units: “gen’, “kotsu’, ‘yama’, ‘no’ for the first half and ‘tanu’, ki sa’, n’ for the

4). Thus,

her int hical rhythmic order by
grouping the words and syllables into ever smaller, but equal, units. The
Flapanese

whichall
The obscrvations cm\ducwd lm lhxs i prject sugget Py !woyexr olds are
of the

) mn:r traditional children’s songs in which the
melody i related to the contour of the textare also casiet fo two-year-olds o
sing than those without this characteristic. The texts of traditional children’s
’s ehythmic
speech games. It is likely, therefore, that the song melodies were produced
through transformations of the speech games, generating a genre of traditional
Japanese children’s songs with close links to the tonal patterns of children’s
shythmic speech commonly found in ‘intermediate forms” of musical activity,
namely those that e between speech and song
A common feature of many traditional Japanese children’s songs is that their
melodic contours are more directly connected with rhythmic speech than with
ordinary speech. This suggests that the transition from speech to song takes
Thus, the ' * provide akey o
explaining how the melodies of children’s songs are influenced by speech-tone
fluctuation. With respect to the relationship between speech tone and Venda
children’s songs, Blacking claimed that ‘[tJhe melodies of the children’s songs
[were] never slavish imitation of speech-tone, but both they and their rhythms
Htended] t0be influenced by it fluctuations’ (Blacking, 1967: 167). Based on
hat children move
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fluently between speech, thythmic speech and song. The children found it easy
to switch from speech to song and vice versa because both speech and song
employ a form of musical expression that is common to both modes of verbal
communication.

Conclusion

In this chapter [ have attempted to provide a detailed account both of the ways
in which young Japanese children acquire musical proficiency and of the
sequence involved in their musical development within the context of their
daily life. This sequence could be summarized as follows:

Children under one year of age engage in considerable non-word-based
‘musical activity, involving repetitive action and vocalizations, such as
shythmic movements and babbling
One-year-olds often produce rhythmic movements and rhythmic
utterances of words and other vocal sounds. Their movements are often
accompanied by thythmic utterances. They show great interest in
making id movements
other children.
Two-year-olds take a great interest in performing action songs, and they.
have developed techniques to assist them in learning to perform such
songs. They begin by mastering the action sequences of the song, which
assist them in controlling their breathing; then they sing the endings of
cach phrase in the song at the nppmprlnl: moment, which triggers the
of

Children between the ages of three. months and two years show
remarkable development in terms equisition ‘of musical
competence that run parallel to their language acquisition and their
physical growth. Al of the children, even those as young as three months
of ! o, actively engage in forms of behaviour that require the
ation of movement and vocalizations in musical ways.
kdren draw o their reprtoine of ‘musical for rms of expression’ ~ that
is, the framework of their music-making ~ to engage in vocal behaviour
d  patterns th rent with i
‘and feelings. To do this, they first synchronize their breathing cycle with
others, and then they organize their movements or utterances according
the Y

“This research project was strongly influenced by John Blacking’s perspective
n ndiit

which Japanese toddlers engage in musical activity is deeply connected with
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Notes

ncepis of Weise or Ton (see
Ebisawa, 1987: 74, F..,.«.. 2003: 65-67)‘ul.helelaml indicate the use of fixed

1 | have defined the distinction between musical performance and ordinary
ance following proposal put forward by S.F. Nadel (1930: 531-46: e alss

Fu{m, 1989: 4749).
he apanee enguag e commony beld o e o anguage, withexcaly
. and it has a

* For example, the first phnse of the song *Genkotsu yama no tanuki san’ is
pronounced “Genkotsu yama i ki san’ (horizontallin indicate the higher tone).

“Warabeuta® (‘raditional J

children’s song”

melodics, and that cac hnu:lndyhuunenuwnbakuoni nuclea note’) (Koizumi, 1960:
107-14). Acconding to this theory. the song *Genkotsu yama no tanki san’ is

nd,



CHAPTER SIX

John Blacking and the ‘Human/
Musical Instrument Interface’: Two
Plucked Lutes from Afghanistan

John Baily

Blacking’s early insights

John Blacking had a long-standing interest in what he later came to term ‘the
biology of music making’.' The roots of this lay in his undergraduate trainin
in anthropology and archaeology at the University of Cambridge. Physical
anthropology was an important part of the syllabus. His wife, Zureena Desai,
laer played an influntial role insupportng and informing hs ineret inthe

f music and d doctor in South Africa
and was later awarded a PhD in the Faculty of Medicine at Queen’s University
Belfast.

In two early papers, published in African Music, on the Butembo flute and
the Nsenga Kalimba Blacking developed some seminal ideas about the
relationship between music structures and the human body. Concerning the
Butembo flute, Blacking found that the music was constructed from repeated
patterns of fingering, which, coupled with varying degrees of overblowing to
obtain upper partials, seemed to generate the melodic sequences of the tunes.
He suggested that the shape of the music was influenced by the spatial
properties of the instrument (Blacking, 1955). In the case of the Kalimba, he
found that

i fi of

structures, but the pecuring pters of “fngering’ whic,combined wit
yrhythm between duce a variety of

nclodies - [Thel s ae varinions o 3 heme bt the theme i physia nd

not purely musical. (Blacking, 1959b: 6)

From these examples came Blacking’s idea that certain aspects of music
structure are ‘rooted in the human body’. This phrase is actually a very good
example of Blaking's ambigity ofexpresion. Musi s obiously ‘roted n
the in the sense that music requires ears to hea and vocal parts to
move, and brins (o faciitate thes processc, But Biacking obviously meant
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more than that. He was interested in showing how musical structures are
y phology of and

d

prycicogkal nfomadon rocesiag capctis.

lh:y mrmpnmd to cert mslg.hls about music-making derived from my
‘own background in experimental psychology.

Responding to visual targets

Responding to i i ing at them, is
ighly i

itisin

Itis part vfm= y ve think in movement,
thought', by wi
how to doit. “thinking body’ i normal

n a ‘non-ego centred mode of

pos
When ing I
i As

(and « ure the
accuracy of pointing at visual targets when the hand itself could not be seen.

contrast between fast “ballistic’ movements, in which all decisions about the
‘movement are made in advance, and slow ‘feedback controlled” movements
(see Figure 6.1).

Figure 6.1 ing
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‘The apparatus included a motor-driven trolley which allowed a human
*subject” (the language is interesting) to point at a target without using the
muscles of the arm. Foot switches controlled the left-right movements of the

tended arm, and i

of pointing (see Figure 6.2)

Overhead support
for_promal end ———
of trolly

Reversivle motor operated
by foot pedals
Support for index
finger

Distal end of trolly Solenoid below index
runs on wheels over finger lowers cont
marking surface oo marking surface

Figure 6.2 The passive arm mover

My research involved disturbing the normal relationships between
movement and visual perception by ‘transforming the visual input’ ~ having
people view their arms through a wedge prism which moved everything
visually 15° to one side, 5o that the arm was seen to be in one place and felt
(kinaesthetically) to be somewhere else. Pointing behaviour is initially
systematically disturbed in this situation but quickly adapts under the
appropriate conditions. When the prism is removed and the transformation
ends there is again a disturbance in coordination, but now in the opposite
direction (Baily, 1972a and b). This sort of research in the 19605 was relevant
to carly space flight and the issue of human movement under gravity-free
conditions. Richard Held at MIT, for example, had argued on the basis of such
experiments that human sensorimotor coordination would gradually break
down in the absence of gravity. Eventually, he believed, the human sensori-
‘motor system would become totally disorientated and incapable of effective
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scton: These preictons bave, of course, proved incorec. The huruan

remarkable.

*Reading around” my subject i the library of Sussex University I discovered
Bruno Neul's Theory and Method in Ethnomusicology (1964) and must have
been profoundly mﬂn:nctd by reading Nettl’s comments on a passage from
Curt Sachs. Sachs had sta

“The original concepts of vocaland ofinstrumental musi ae utrly difernt.
‘The instrumental impulse is not melody in a ‘melodious" sense, but an agile
movement of the hands which scems to be under the contro of 4 brain center
totaly diffrent from that which inspires vocal melody.
merely a means 0 a musical end but lmostan end i iself ... the vocal and the
instrumental expressions of a tribe are never one in style. They shape two
separate . (Sachs, 1962: 110)

Netl commented:

this theory . we must agree

greatly. One reason,

(Net, 1964: 209,

Nettl’s book also directed my attention to Mantle Hood's article ‘The
Challenge of “Bi-musicality”” which argued that the student of non-Western
i should not bypas basc muscansip i the music cuur in question,
d the capacity to
and dev:lnpmg ‘memory span in Ieammg pieces aurally. 1 saw a way of
extending my expertise in human sensorimotor coordination into an area in
chl teur ‘folk, jazz and blues' performer.
After finishing my DPhil I soon had the chance to put these ideas into
prctic. In 19711 spent several mout in Kathruands, Nepal, nd bogan,
und ©
in Lucknow, a practical study of North Indian music which proved mvnlnihlt
in my later work in Afghanistan. I stared to learn to play the tabla, and while I
never became a very competent tabla player, I was fascinated by the learning
process itself and how it related to my studies of motor skill. Acquiring this
new skill allowed me to experience in a very direct way much of what I had

Iwrote
i these nd put
forward some innovative ideas about the verbal representations of movement
patterns.
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‘The second feature of a field skill is that there are a variety of social and

only but how it is performed.

‘They may have a profound effect in shaping the motor pattens which may be

observed at the behaviourial level. For this reason, the structure of a field skill

cannot be fully appreciated without considering its social and cultural

environment. The structural rules underlying a fild skill will, to some extent,
d by e

motor syst
bu i

i
social and cultural factors. This influence is more obvious when we consider
eicn of vt soch o e e apresions which seve 4
wral’ pattems

posture have been estimated.
At present, we can only guess at the impact of social and cultural processes on
complex manipulative skills. This problem calls for a cross-cultural study of

variations in skilled performance with processes in the socialfcultural
environments. This is the general orientation of the rescarch proposed here.
(Blacking and Baily, 1973: 9-10)

Thegrae aypllca(mn reat o o argue ot e frovids s very profiac

eavious and oulined 00 o theKey lemeats ofoa approach, which was 0
look at the relationships between the morphology of a musical instrument, the

patterns
of the music produced. Whereas Blacking had had the intuitions, I felt that I
had the technical knowledge of experimental psychology to analyse more

Inthe event, i
the research on the Irish fiddle was never carried out, The work in Afghanistan

h . The with lute,
the dutar, was provided by another musical instrument which I found in
Afghanistan, the rubab (sce Figures 6.3 and 6.4).

‘The rubab and the dutar

‘The rubab s a short necked double-chambered waisted lute, with three main

Afghanisan and played in many parts of the country. bein especially
‘music of Kabul. The dutar is a long-necked lute with 10 or |
sympathetc stings, with tuning pegs along the neck, and is e
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Figure 6.3 The 14-stringed Herati dutar
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Figure 6.5 Naghma-ye kashal in Rag Kumaj

which

‘which I call a linear

amay. The ayoutof noe positions i shown n Figare 66, sing the sargam
many Afghs

in which note po:mum are laid out, which depends on the morphology of the

Research methods

In retrospect I realize that, from the outset, my methodology relied heavily on
learning to perform as a mode of research. But it is a curious fact that no
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Figure 6.6 The layout of notes on the rubab and the dutar

mention of this was made in the SSRC grant application. Itis asif in the 19705
such an approach might have been deemed to be msulﬁ:lemly scientific’ by
the SSRC bodies. Leamning
de-issue. a bonus, but not something mbeenlen«m:dwnuu\ly Even Hood
(1960), in discussing bi-musicality’
o perform as a method of research: his argument was wmply that training in
i ind of ip. T

central pillar of ethnomusicological inquiry (Baily, 2001).
T approached learning to play the dutar and the rubab as a guitarist with an
imerestin performing modal music, especially North Indian classical musi

in Herat I h
poet stringed dutar and  made reconlings of three dutar players in Herat, and
the dutar players, to
teach myself to play. e covcred ht in some ways, s was nt ke
the way most dutar players learned, at least initially, through observation and
private experimentation (Doubleday and Baily, 1995). Once based in Herat I
received more formal instruction from two outstanding dutar players, Gada
Mohammad and Abdul Karim Herawi (popularly known as Karim Dutari), the
acknowledged inventor of the 14-stringed dutar.

In due course, as laid down in the SSRC proposal, I constructed a sample of
15 ditar playess, covering playersofboth e and -srngcd instramcs,
ind lookin; virtuosos).
For the purposes of comparison I recorded them playing a repertoire of five
well-known tunes and also filmed the left-hand movements of ten of the
musicians playmg these picces in order to investigate patterns of fingering
Thirieen of the 15 dutar players also participated in extended recorded

interviews.

My approach to the rubab was much less systematic. The rubab was never
intended to be an object of special rescarch but, having encountered the
instrument, [ was keen to learn to play it. n this I was greatly assisted by two
months of lessons in Kabul with Ustad Mohammad Omar, Afghanistan’s
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greatest rubab player of recent times. This gave me the basic technique and
also introduced me to the type of piece known as naghma-ye chartuk (or
‘naghma-ye kashal) which was very important in understanding the “classical’
repertoire of the rubab. When I moved to Herat I received no further lessons
but made a number of recordings, especially of Rahim Khushnawaz, which I
used as a source for learning.
My researh on the human/msical instrumen ntrfuce was therfore quite
Blacking.
music were mad from outside, whereas my analyses of e dularmnd the rubab
ractical pcﬂurmer

pl In that
ohjecl ofnvetigation. While hi sproach ight scem unduly subjecve vas

ware that the nineteenth-century polymath scientist Herman von Helmholtz
made ‘many of his important discoveries in acoustics and optics through using
himself as an experimental ‘subject’ (Helmholtz, 1967). T knew about his work
from my wedge prism experiments. My fieldnotes show that many of my

. when
1 )i uments. Now, them for
30
Interactions at the interface

‘The results of the comparison between the rubab and the dutar are discussed
here under three headings:

@ the perception of the spatial layout of the keyboard
. H

.
Mapping the Modes
One way of look Tutes like the isto

propose that, in playing a melody, the player generates a sequence of spatial
targets and responds to them in turn. The targets are the note positions, the
places where you put your fingers to ‘stop’ the strings. As a keyboard, the tiered
array of the rubab i an easier spatial frame work with which to operate because

than in one.

For example, a very common melodic mode played on both the rubab and
the dutar is Bairami, similar in some respeets to the Phrygian or E mode.
Figure 6.7 shows how the note positions are laid out on the tiered array of the
rubab and the linear array of the duar.
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Figure6.7 The layout of notes for Bairami on the rubab and the dutar

Ttis easier to ‘place’
on the linear array of the dutar, in the sense of identifying where the notes arc
located and responding accurately to them. In practical terms, this means that,
on the dutar, one is more likely to make mistakes ~for example, by ‘taking’ the
wrong note. To avoid errors one has to play more slowly on the dutar than on
the rubab, and to concentrate more on the technical placement of each note.
‘The difficulty in locating note positions s compounded by the fact that many
different modes are played on the rubab, and these often involve different
configurations of note positions (Baily, 1981). Consider the note positions for
the modes shown in Figure 6.5.

aAs

used in ascending nelodic novenent
2 e e dectding anodis somset

Figure 6.8 Ye nd
the dutar
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‘The different configurations which characterize the various modes are more
easily remembered on the two dimensional layout of the tiered array of the
rubab than on the one-dimensional lmcxr array of the dutar. The latter is the
‘more confusing layout with which to
In learning to play instruments ke the rubab and the dutar, viswal
information is very important, and there is no doubt that the keyboard is
initially represented cognitively in terms of visual positions in a visual
framework. As motor learning proceeds, over a long period of time, the note
tial framework that can be
apprehended in visual, aural, kinaesthetic and motor terms. But it seems that
the dutar remains strongly reliant on visual information, as shown by the fact

Finger versus hand movements

A second, but not unrelated, factor concerns the relative accuracy and speed of
finger and hand movements. To play an ascending or descending octave scale
(that is, a sequence of eight notes framed within the octave) on the rubab
usually requires only finger movements. The notes required *fall under the
fingers”. In this respect playing the rubab is like playing in the first position on
the violin - a position which is characteristic of much folk fiddling. In contrast,
playing the rather
than finger, movements. Changes in the position of the hand are achicved
through shoulder and elbow movements. There i e donend for vial
information to control these movements, whereas finger movements can
proceed mainly under kinaesthetic Contrel. Forthe, £ finger movements are
generall

ihe rubab and the dutar the principle of
what . in the sense
of there being a “good it bﬂw:tn the Iayo\n of akeyboard or control panel and
the movements required in dealing with that active surface. The various scalar

within the music ith
oftherubab than with the lieararayofthe ddar: ndeed it seems vy likely
f the naghma-ye -ve kashal) type were

unglnzlly composed by rubab players.
This conclusion about compaiblity receives futher support when we
consider the from which the 14-
bemeen 1950 and 1965 (Baily, 1976). The word dumr ‘means ‘two strings’,
‘and the older form of dutar was just that, with two strings made of silk or gut,
usually tuned a fourth apart. The music played on that kind of dutar was
structured within tetrachords rather than within octaves, and performance
required sequencing rather than playing mlm pusages. A very simple
example of a sequenced melody is shown in Fig
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Figure 69 Typical sequenced melody
Atthe level of action, the typical movement pattern formz left hand was to
operate

of wherg
at each position in “cluster patterns’, i e e, accond and thid fingers
(Baily, 1985: 253), as shown in Figure 6.10.

e

Figure 6,10 Use of three fingers on the two-stringed dutar

Right hand patterns

So far we have discussed the player's left hand. The right hand raises different
issues. Both the rubab and the dutar are played punteado, single-string style,
with a plectrum. On the rubab there is a marked disparity between the

position (see Figure 6.11).

s

dutar
rubab

Figure 6.11 Right-hand positions for the dutar and the rubab
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th itself hitting
‘The upstroke
i much weaker in amplitude, and acoustically thinner, with no skin sound.

create a rich variety of thythi erns by sequencing these two elements
according o a simple set of rules when playing the rubab (Baily, 1990a,
1991b).

The

Again, i upstroke. The
‘metal plectrum tends to click on the dutar's wooden belly on the downstroke.
But now the dutar has the advantage in ergonomic terms, since the right hand
has to deal with only one melody string rather than with three. This avoids
making plectrum i

are required on the rubab. In particular, the single melody string of the dutar
eliminates the technical problem of changing strings after a downstroke and
before an immediately succeeding upstroke, which involves interpolating an
extra lteral movement between the two (Baily, 1991b: 158).

C

“The work that i ith Blacki lbab and the
y a number of i

the human sensorimotor system and a musical instrument. It showed some of

the ways in which the interaction between human body and instrument is

connected with X

1. Musial syles vary widely with respect 10 the degree (0 which the
patterns of

the constraints imposed by the morphology of the instrument and use

d h ically easy for

the human sensorimotor system o organize. However, the constraints
inherent in a particular spatial layout may be transcended to varying
degrees. Baily (1977) argued that the transformation of the Herati dutar
from a two-stringed instrument of rural folk music to a 14-stringed
instrument of urban art and popular music was accompanied by a
decrease i compaibilty and anicreas in e akill requird toplay it
length of
of musicianly performance).

question of whether the instrument shapes the music or is selected
. e e e
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instrument was modified to equip it to play a repertory seemingly

developed with reference to another instrument, the rubab. This was, of

couse,uow e for e dar. T alrsaive posabiiy, it the
how new music may arise from discovering new ways of movmg in
relation to the instrument. Tl is implicit in the quote from Nettl

(1964: 209) cited earlier in this chapter (see also the quote from Jimi

Hendrix in Baily and Driver, 1992: 67),

‘Cases where we can identify a particular instrument exclusively wi

ind of music are perhaps somewhat rare. Theories about
relationship between a morphology and a music run into two
complication:

(@) Instruments with very different morphologies are used in many
societies to play the same music, often brought together in a single
ensemble (for example, Irish music, or Iranian music);

(b) certain instruments, such as the violin, the accordion and the guitar,

to play a range of very different kinds of music around the

With respect to the first issue, it remains the case that special
relationships between instruments and their music are recognized. One
speaks of a ‘piper’s tune’, or of a “fiddle tune” in Irish music, indicating
that these which adapt them spe ©
the instrument in question. With respect to the second issue, there is
clerly anocd or coss-culural stdies of ntrments sch s the vioin,

dm«em ways. A pioneering study of tis kind is the analysis of folk
blues guitar-playing carried out by Baily and Driver (1992).*

The results of the research in Afghanistan were presented at the ASA

Conference convened b Blacking in 1975 t Quen's Univerity Belfst on
the Body” and pt P

tBalIy |977> Theappmdch!olhe human/musl:al instrument interface that

Anougi f,
is hampered by the fact that few ethnomusicologists have any training in
experimental psychology.* Three studies are worth special mention. Jonathan
Stock (1993) has offered an analysis of Chinese erhu playing which embodies
some of the principles described above, Risto Pekka Pennanen, in his PhD
thesis (Pennanen, 1999) has done something similar for the Greek bouzouki.
Olga Velichkina, in her PhD thesis (Velichkina, 1998).has applied similar
ideas to women's panpipe playing in Southern Russia.

Blacking saw ethnomusicology as developing on a broad front, in which its
practitioners sought, according to their own individual skills and interests, to
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“identify all processes that are relevant to an explanation of musical sound"
(Blacking, 1973: 17). is i

piece of that complex jigsaw that we call music, and Blacking understood the.
contribution that experimental psychology could make to further our

Notes

! “The term “biology of music making’ was borrowed by Blacking from The Biology

in music. [
second of these, of
M{enonCmIMn s Music (Blwkms, mm

of Scia Antropology a Quen's Univery Betot Sec By 1994 o s

T — mponent action syl of peformance sy
o Penianlong ncked e, the farand e sc

I of the

olﬂoh‘l performance.
3 The Masic Deparnea of Ohio St Usivesty i neof e few plces where
cognitive thoomusicalogy s being nurured. However

plychnln‘y For example, Bell Yung wrote a very interesting p.pamcrmngnpmc
result

of learning to perform on the instrument (see Yung, 1984).
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CHAPTER SEVEN

Experiencing the Ballet Body:
Pleasure, Pain, Power

Helena Wulff

John Blacking was a pioneer in identifying the body as a focus for
anthropological inquiry. His approach to the body placed special attention on
dance as a form of non-verbal communication and a medium for creating
exceptional bodily experiences for both performers and spectators. In
particular, Blacking argued that, in dance, body and mind are ideally united
(Blacking, 1977a: 23). His writings have been followed by a growing set of
works in a number of disciplines that focus on the body as a site of culture
(Turner, 1984; Featherstone e al., 1991) and processes of embodiment
(Csordas, 1994a).2 A major contribution of this line of inquiry i its critique of
the classic Cartesian view that posits a separation between body and mind, and

o
may indeed be attained during dancing, I shall argue that they take place in a
number of shifting and complex ways.
issue, this chapter i ays in which the body is
thin the world of ballet, since
vmfesuﬂnal dancers, in particular, must do a fair amount of thinking before
hey are ‘able to move without thinking (Blacking, 1977a: 23). The ethno-
g(ap ic material was obtained between 1993 and 1995 from amongst three
national classical ballet companies — the Royal Swedish Ballet in Stockholm,
the Royal Ballet in London, the American Ballet Theatre in New York ~ and
one contemporary dance company, the Ballett Frankfurt in Frankfurt-am-
Main. Since dancers work with their bodies, and they work them extremely
I fr 3
differences between the ways in which the body is conceptualized and
experienced amongst professional dancers within the theatre and in society at

terms of the dancers’ experiences of pleasure, pain and power during
performance; dancers also hold particular notions of body types and ideas
about i movement
Blacking’s work on Venda
dance in southern Africa during the 1950s, focusing in particular on his
descriptions of domba, the Venda girls’ three-part initiation cycle. During
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Vhusha, the first phase of initiation, the girls engaged in arduous and painful
movement sequences (ndayo), while the domba dance, an integral part of the
final phase of initiation, was clearly pleasurable. In his assessment of the
impact of i he girls, Blacking noted that what they remembered
most vividly were their experiences during dancing

In 1956-8, all who had taken part i the cycle of initiation were agreed that the

what they forgotien
of problems 2 movements

" the cl ¥ other’s bods

i,

from the physical to the social body that was experienced through contrasting

movement styles. (Blacking, 1985a: 86-87)

Itis quite likely that it was in light of this observation that Blacking came to
conceive of dance as potentially powerful, as it was capable of engendering
memorable experiences amongst dancers. Indeed, he wrote that ‘the ultimate
aim of dancing is o be able to move without thinking, to be danced” (Blacking,
1977a: 23). And some years later he wrote: *To be effective in society, dance
must mediate between nature and culture in human existence and so be
transcendental in context” (Blacking, 1985a: 72).

s also in terms of the ability of dance to evoke such transcendental states
that Tunderstand the power of dance for ballet dancers. During such moments

into ‘optimal . or that which C: i

(1992: 3) has referred to as ‘flow’. It during these moments that ‘mind and
body’ become fused, and the experience of this integration can be con-
ceptualized as an experience of empowerment. While such theorists as

dance ion of body and mind, they paid less
i i h i the focus of
Foucault's (1979) famous work on the disciplining of bodies. In Discipline and
unish, Foucault argues that the impact of bodily discipline produces docile
tical borinthar, dospit: i cbance capabltic, can bo ware asily
subordinated. Yet pain ce, and it
highlights the complexity in the union of body i e, 1 st b
arguing that pain should also be seen as a means of breaking down the
Cartesian divide.
Drawing on ethnographic data on the moonlight dance and the rain dance
among the Miri, a Nuba group in Sudan, Gerd Bauman (1995: 39) provides a
Blacking’s idea of i
o Even though the Miri d
the rain dance only lasted for three minutes at the most; according to the Mii,
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had it been longer it might have evoked trance. Bauman is not convinced that
these short-lived experiences could have a lingering, let alone las ect
upon dancers. He does concur, however, that music and dance can produce
pleasre, but no it they arenecesarily b ering. Bauman suggcststhat
dance and music have a ‘dual poten 5:39): they can be liberating, as in
the way they were used in the South e independent churches that
Blacking (1981) investigated: but they can also be oppressive and a way of
B

Here I will develop Bauman's (1995: 39) idea of the ‘dual potential’ of
dance by looking, in the firstinstance, at how dancers achieve experiences of
Hveraiona personal poverhat derive from the control they have over their
n, drawing on Foucault's ideas about bodily discipline, I will
d\ums e ways in
— one’s own and those of others. These issues will be viewed through a cross-
cultural comparison between ballet and Venda dance. This analysis reveals a
‘number of striking similarities in the experiences of pleasure, pain and power
brought on by performance in both contexts that supports Blackings vision of
ashared humanit

European ballet and Venda dance

Ballet is often associated with cultural capital and the elites. This belief does
not, however, do justice o the wide range of class, ethnic and racial dentities

array of narratives and movemer mlmm and hales Asa
mm:rol( 1 and foremaost as aris
asa part of the *high culture’ of theatre. lny:rs ‘There used to be an assumption
in the West that ballet was a superior dance form. It i, however, sill necessary
1o state that ballet s but one dance form amongst others, encompassing the
different types of art dance, ethnic dance, show dance and social dance. In
contemporary stage dance, sections of different dance forms are increasingly
being put together into new crossover versions, mixing modern dance with
cial dance

n his seminal book How Musical is Man? (1973), Blacking argued
forcefully that the Venda taught him that European ‘art” music and ‘folk’ music.
are basically the same kinds of music, in that both result from the same mental
structures that allow for the manifestation of human musicality. There are, of
course, “distinctions between the surface complexity of different musical
e (Blackin, b these maybearbued to diference n socil
organization. European ‘art’ music is not to be viewed as the product of an
inherently superior musicality, ot of 3 more extemsive diision oflabour,a
more developed technological tradition, literacy and systems of musical
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notation among other rmm Furthermore, as Blacking (1995b) noted
elsewhere, there i also ‘art’ m tribal societies and ‘folk’ music
in complex industrial societies. s dxsuncuon is 10 be of any use atall it s
best e *folk®
social interactions promoted through il pe formance, ‘art” music draws
attention to the aesthetic properties of the music tself. Blacking’s observations
about the similarities and differences between ‘art’ music and “folk” music are
equally valid for ‘art’ dance and *folk” dance.

'When Blacking (1985a: 71-72) wrote about Venda dances, he did not hesitate
to compare them to European ballet. It is in a discussion on discursive
‘movements in dance that he noted that such movements were included both in

Asin ballet, the discursive movements in Venda dance tend 1 be perk\mwd by
with the

noting
this, Blu‘klng oo nformed o thet thers wero s calogorice e pincipa
Venda pr adiscussion

e Vendadance forms are nked o the larger society. George Balanchine, a
choreographer of the New York City Ballet for many years, was equally

2
when he had the dancers dancing at high speed to reflect the fast pulse in

Wi
Venda dances were often circle dances of counter-clockwise movement.
e N

f the Venda, but
the Venda attributed to the circle. In the domba dance, the hallmark of the final
phas ofinitaion, the novces formed a tght snake and moved i a cicle

o
womb and the bass drum symbolized an unborn baby. By continuously
repeating the domba dance, a baby was said to grow and be born at the end of
initiation. That was also when play songs were sung, and this could produce an
elated transcendental state amongst the dancers, as could the 24 hours of
ecstatic dancing at the conclusion of the domba (Blacking, 1985a). This
suggests that there was indeed considerable pleasure involved in the perform-
ance of the domba dance. The excitement generated by the transcendental

matter to which I will eturn.

‘The vhusha dances, on the other hand, were meant to stretch the body. They
involved very demanding self-critical exercises called ndayo that in fact were
50 stressful that, when the girls made a mistake or lost their balance, they
tended to collapse in pain. In the basic ndayo step, the girls moved from a

feet
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In response to Blacking’s call for continuous debate (see also Byron, 1995;
Baily, 1995), Reily (1998) revisited his extensive field material on the Venda
s nitition schols (Blacking, 19695, 1969¢-D. and provided adecper
f Venda dance. Her anal
work on ritual orchestration and memory to assess the impact of the initiation
schools on Venda women. She uses, in particular, Whitehouse's (1995)
demonsaion of the impect tht the prucodion of memorable experiences
revival
religious activites. She combines this with Femandes's (1986)viewof it
the promotion of experiences of wholeness and suggests that a sense of
wholeness s  central aspect of the experience of Venda nitiation. Itis because
of this experience that the girls’ recollections of initiation were framed
primarily in terms of pleasure.
Initiation was not,
the strenouos ndayo movements of vhusha. As Blnckmg noted, “ndayo are
there to make the girls suffer and honour the old ones” (1969c: 19). Although
sch pan wes meant o pepare the girls for the handshis of womashood, it
to remind them of the Vend: hy. Such an adult show of
power was clearly intended to discipline the gnrls. rendering them competent
‘women in Venda society.
‘These procedures provide a good example of Foucault’s (1979) ideas about
the power of discipline as a means of moulding bodies that, while becoming
bl

of socialization processes of
‘power and subordination by older generations over younger ones (see Walff,
1995). Bourdieu’s (1977) influential concept of habitus adds to our under-
sanding of thepractceof uncing s amode of incrbing dispoilons —hat
it s that
these dispositions influence the dancing, as w:ll as the social,life of dancers.

Blacking exemplified this not only on an ethnographic level, connecting
sections of Venda initiation dance with aspects of the girls” adult sociallife, but
also as a part of his wider interest in the way in which dancers make decisions

dancing ‘affected people in ways that influenced their decisions outside the
immediate dance sitvation’ (Blacking, 1985a: 88), suggesting that new
movements can produce mental changes. This was, of course, the aim of the

them into women: with the onset of the girls’ first menstruation the physical
changes had already taken place (see also Blacking, 19834).

Blacking (1985a) comments on the contrasts in the dances used in Venda
girls’ initiation: the d: dividual anied by
polyphonic vocal and drum sections in the first phases of initiation towards
greater uniformity. However, the most salient contrasts were experienced
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during ndayo exercises, which I would suggest is of analytic consequence to
my discussion of dancers’ experiences of pleasure, pain and power. Here,
through juxtaposition, essentially different experiences became interrelat
the intensity of the experience of each ndayo depended on its contrast with the
previous one. By being instructed to ‘move lm'wavd on their buttocks without
touching the ground with their hands” (Blacking, 1969: 154), Venda girls
e taght about the pain of abour, A prcgnan woman thus strts o have
‘rumblings in her stomach. ... It burns with pain: but it is nice when it's all
over’ (Blacking, 1969: 154). Clearly, the great joy that the arrival of the baby
causes is enhanced by thecontrast o the relief brought by the end of erible
hysical tof the grand finale
e s dones which, together with the 24-hour ntense dancing.
produced tates that also brought e f po
participants.

Disciplined dancers, synchronized bodies

“The notion of ritual dance as a mode of oppression brings us back to Foucault’s
( dies. While I

10 dance in the Venda girls’ inj of analytical significance
10 ballet. From around the age of ten, ballet dancers spend much of their time
disciplining their bodies to perform the movements of ballet, such that they
eventually become part of their habitus. These bodily dispositions have a
profound impact on the social lfe of dancers even when they are not dancing
Their impact can be noted in the wa during ballet training, dancers
also assimilate an old-fashioned decorum of pronounced interactional
politeness, particularly when there are inequalities between the parties, such as
age, gender or status differences. Dancers also adhere to formal rules of
etiquette, such as being on time and dressing smartly, although they avoid
exuall its. D

be said to ‘become’ the dance, to embody their work, much more intensely than
people in occupations in which the body is used less elaborately. Ballet
dancers” bodies are their tools and instruments (WUlff, 1998: 102),
Professional are completely their
bodies;they have (o be fit a alltimes. Compared to athletes* who acquire
basic bodily form which they train more intensely before competitions, both
young promising dancers and those who are established, but need to confirm
their pmlu(\n constanily have to make an effor to improve. Indecd, dancers
ying & * (Walff,

1998. 103)
Dancers move in a distinct manner that s different from non-dancers, even
when they are nor dancing. They are very good at non-verbal communication
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d

non-dancers. Through the movements that often accompany their speech,
dancers can “write’ sophisticated intertextual messages that are compre-
hensible to other dancers and ballet people, since they refer to steps or stories
related to backstage social contexts, such as amusing incidents that occurred
d\mng aperformance or a borin rehearsal. Morcover, the physical closeness

one another even when lhey ire ot dancing  evel of closeness that o
dancers woul
who s Fien, o fut enjoy oach otbee's SOUpaRY, may :ngage in sensual
touching and cuddling that would be considered inappropriate in many other
contexts (Wulff, 1998: 102, 111). Occasionally, however, the physical closeness
of dancing can have sinister consequences, leading to physical aggression
amongst dancers. One such instance was the topic of a story I was told by a

fighting with  young cors de bale dancer who did notwant 1o cam th stcps
that the company was practising. According to the senior dancer, the young
dancer was not putting enough effort into learning the steps, so she ook her to
task in the corridor. In response, the young dancer kicked the senior dancer,
which enraged her. The young dancer, however, refused o apologize, and
physical aggression ensued. The two women were finally separated by two
male dancers who chanced upon them in the corridor. The two dancers
remained enemies for a long time after that, but, in the end, they made up,
following a common pattern for conflicts and their resolution in the ballet
world

‘While preparing a new choreography in the studio or learning a role for the
first time, many dancers form a mental image of the steps they are to perform,
but they have to practise them for some time before - as they say ~ ‘the body
understands’. By practising they are able to achieve the right expression and

though some danc lize steps

studio, since a different spatial perspective can be useful in getting over

In reviving productions that were danced a year or so earler, often, dancers
say, ‘the head remembers, but not the body”. They also claim that they ‘must
hear the music to remember the steps’.” With the help of the music, dancers are
able t0 recall the steps of a dance for a number of years, having stored them in
their ‘muscular memory’. My observations indicate that steps can be retained
inthis way forabou ive years afe that the memary ofa chorsography tends
to disappear
spend hertime tcaching seps thy Know well 0 young dancers (Walf, |995
103-04),

T witnessed numerous instances indicating the degree to which steps could




132 The Musical Human

become inscribed upon the dancers' bodies and called up by the music. Many
dancers find it rom dancing in
dancer on stage performs a mle they have played in another cast. Insiad of
standing still to await th . they ‘mark’ the steps in synchrony with the
dancer on stage (WUlff, 995 1034»)

One of the core ideas in the ballet world is the dsinction made betweca »
*good body’ or a *natural talent’, on one han “not having the right
mentalit’, on the other. A dancer with a ‘good body s someone with softness
of the limbs while the ‘s .
dedicated work. Dancers who have ‘good bodies” but lack the ‘right mentality”
are considered idle, and they are also the targets of envy: after all, they do not
have to put as much work into their dancing as the majority of dancers.
However, these d
happen: dancers who lack the proper physical stature required of leading
dancers but possess the ‘right mentality’ can summon their willpower and put
themselves on meticulous schemes of dieting, practice and active thinking

ps. the top (Wulff,

1998: 104). In writing about the importance for athletes and pianists of having
certain bodily proportions, Blacking noted that ‘a mysterious quality such as
determination or will may help a less adequate body to perform better than
expected” (1977a: 23).

In the ballet world, such ‘thinking dancers’ * as they are called, deconstruct
the choreography and look for solutions t0 spatial problems in the dancing. A

g
10 know how to prevent injury. “Thinking dancers” also make an effort, in the
studio, practise methods for ‘rescuing’ mistakes that might occur on stage.
These dancers spend a lot of time reading books, listening to tapes and
participating in courses on mental training, and are thus very knowledgeable
about the effects of diet and training on hormones, stamina and body shape.
E ; both befc

and after regular working days in studios and workouts, as well as in
commercial workouts located outside the theatre. Only a small number of
“thinking dancers’ exist ~ a handful in each company — but they have all
astonished choreographers, coaches and colleagues. In time, they attain ‘work
victories'. Linked to the difference between ‘thinking dancers’ and dancers
who have “natural talents’ or ‘good bodies” is the indigenous distinction
between ‘workhorses’ and ‘racehorses’. ‘Racehorces’ are able to elegantly race
past the “workhorses” and soon reach the top without as much effort as the
khorses’, who remain below them (Walff, 1998: 104).
ions in the ballet

in in classic On body type
i I ther is a
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goodlooking male dancer who dances elegantly. As a prince he often dances
with a ‘lyrical”dancer, the generic clasical ballerina. There i also the demi-
caractére, the °, often
‘male dancers with a pronounced acting talent who are cast in roles such as the
Jester in Swan Lake. Dancers who have other types of body, or who, because of
company politics, are confined to corps work, may flourish if they move to

rary companies where there is a need for a variety of body types and
stage personalities (WulfF, 1998: 102).

Alongside these ideas about classical body types, the ballet world also
classifies dancers according to notions of desirable skills. The ability to tum
and jump well s valued, and this is why dancers are characterized as ‘tumers’,
“jumpers’ or ‘pirouetters’, even though dancers tend to turn or ‘pirouette’ better
on either the right or the left leg. Those dancers who are unable to perform
these movements with ease are negatively identified as ‘not turners’, ‘not
pirouetters’ or ‘not jumpers’ (Wlff, 1998: 102-03).

In his exploration of an anthropology of the body, Blacking wrote that
“throughout the world
states and experiences of bodily resonance, or true fellow-feeling’ (1977a: 7).
‘This was possibly inspired by Alfred Schutz’s (1964: 161, 177) ideas (see
Byron, 1995) on how ‘mutual tuning-in relationships’ are the basis for
communication in a vivid prtszm Although Schutz focused on the

is ideas 0 group
dancing, which can o b viewed a sancerof - sharing of the Other’s flux
of experiences in inner time’ and ‘experiencing this togetherness as a “We'
(Schutz, 1964: 177).

PP
between partners, whether they are lovers or a corps de ballet. Sometimes that
rapport encompasses the whole company in big ballet scenes. Dancers” high
degree of body consciousness and awareness of other bodies, particularly in
‘motion, lead to issues of proxemics and kinaesthetics (Wulff, 1998 ). Olsson
(1993) uses the term *proxemic unity” to refer to the closeness which partners
or the corps de ballet create on stage when they are ‘like one body” and can feel
they are in synchrony with one another. Such bodily and mental unity is
extended to the off- unge eavironment. This does not nnly pertain to the
dancers unity on stage, un
pring up, like isands of closencss, during backstage rehearsals s well a5
amongst dancers mesting outsid hetheatre

| mes.
Dancers have s way of scanning whal is lakmg pln:a beside them without
turning their heads, thereby applying a kinaesthetic knowledge obtained from
Bale, I a dance st one will commonty cncounter o women dancrs
absorbed in conversation while facing different directions: one may be down
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on the floor stretching and looking at herself in the mirror while the other is
standing up checking her leg as she is lfting it as high as she possibly can.
Anather typical mode dancers have of reating (0 people which derves from
the f dance is to make known by
movingnfronkof someone witcutlocking  thes (Wl 1998),
nce of other be their
movement pauems. ‘This ability obviously comes from dlncmg with other
, H i
stage. This sense of the presence of other bodics in motion i transferred 0
dressing
side of the room to the other, frequently across the high line of mirrors in the
middle of the two rows of dressing-room tables that are blocking their view.
akers cannot see each other, but they are completely conscious of one
another's immediate proximity, which is why their communication takes the
form of a ping-pong conversation, with questions and replies back and forth
over the rows of mirrors (Wulff, 1998).
‘The focus on the body in the ballet world also leads to a great deal of talk
about what one has eaten. For example, a dancer may explain that she is not

g for breakfast

A ter of ing that she.
peri

Habitus of pain

Th i of *cultural artefact” ballet, as this dance

form is sometimes dismissed as ‘unnatural’, even by dancers themselves.
When modern dance emerged in the early twentieth century, with barcfoot
dancers, loose-fitting costumes and large s nts, this was
celebrated as “natural’ and *healthy" (Kendall, 1979: 17-31), unlike classical
ballet, with its characteristic tight tutus, narrow pointe shoes and precise
movements.” Since then, injuries have become a monumental problem in the
dance world ~ both amongst modern dancers and ballet dancers.'® The risk of
having to endure career delays brought on by injury or, even worse, to be
forced to leave the ballet world prematurely is always there. When this occurs,
it creates traumas both among the injured dancers and those who are still
dancing. Injuries tend to happen in rehearsals, sometimes in daily class, but
most dramatically on-stage in performance. No one glorifies injuries; they
cause too much pain, especially the really bad ones that can even be disabling.
But there is a ranking of injuries, according to which injuries that oceur in
performance are placed at the top. There is an analogy here with soldiers that
are wounded in war, or with football players injured in national league
matches, suggesting that there is a certain heroism attached to them (Wulff,
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1998). Injuries that happen outside the theatre, however, as when a dancer is
injured on holiday, lack this prestige.

‘The growth of studies on the body and embodiment has drawn some
attention o the social and cultural meanings of physical pain. DelVecchio
Good et al. uoqz; argue tha, although pain occurs in the bndy. itis
with society and
local worlds. El.hnagmphlc smd‘e& such as Wacquant’s (1995) on boxers and
Palmer’s ( t that

seem alien and cruel to outsiders. Thisis clearly the case with ballet dancing,
t0o. In daily life backstage, the body is discussed most of the time in terms of
pain from injuries.

In ballet, men and women perform different steps to some extent, and this
means that there is a certain variation in the injuries that affect them. Men lit
m women, even carry them sometimes, and are expected to jump higher than

tostay longer
Bk ll\junes are thus more common among men, while women have many
knee and foot injuries. When I was doing fieldwork, stress fractures and
sprained ankles, as well as spurs in ankles and muscle ruptures, occurred
froquenty (Wulf, 1998).

ial he political
cconoms/of the concert marke, Aford and Srato (1996) iscuss the ea tht
pain is a necessary element when learning a virtuoso technique. Yet, this pain
tends to be denied. In the ballet world it is considered unethical to cast or
promote dancers while they are injured. This leads some dancers, who know
that they are on the verge of being offered leading roles or solo sections, to
conceal their injuries and rehearse, and even perform, on painkillers,
anaesthetic creams or injections. This can impair the injured person and may
force the dancer to stop dancing in mid-performance (Wulff, 1998).

‘There are dancers who only suffer the occasional slight injury, but virtually
all dancers are injured — and in pain ~ much of the time. As with pianists ~ and

i d ~ pain

is considered necessary to ‘make it’ as a ballet dancer. According to a
psychological study on dancers and pain tolerance, dancers have a higher pain
threshold than a control group (Tajet-Foxell and Rose, 1995: 34), although
there may be individual and contextual pain tolerance thresholds. It is common

feel pain — at least as long as it makes them fitter and they enjoy the mirror
mage of themselves, untl they cannot cope with the pain any m
afew with 0 hospital;
but there was never an emergency when the first aid equipment, which is close
at hand in studios and backstage, was needed. Neither did I see the first
aid rooms in use. They were built for dancers, opera singers, stage technicians
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You feel like you are completely free, everything feels so narural! You're
surrounded by this music, everything feels so right. You just don’t want (0 stop!
‘You have o control yourself. You feel ke fiying!

According to a woman principal at the American Ballet Theatre, “You don’t
stop where your body ends!”. Flow is when dancers forget the technique and
the dancing becomes effortless.

Theard many stories about dancers being asked unexpectedly to perform a
leading role at short notice. It could be a role that they had learnt but not yet
performed, or even a role they had performed many times, but were asked to
take over halfway through a performance because someone had just been

. Out of

dancers moved into a second state, into flow. In such instances it was the
contrast with the feeling of pain, the mental pain of stress in this case, that
accentutated the pleasure of the heightened state brought on by dance. The
aumosphere that was portrayed on stage during such moments tended o be
rapturous, but dancers did not talk about being carried away while their
character was dying on stage. Regardless of the atmosphere, flow struck
unpredictably and only occasionally. States of flow could not be called up but,
when they arrived, dancers reached into that zone where things that were not
L P

Conclusion: the ballet body and the Venda body united

“This chapter has explored what it feels like to dance. By comparing ballet with
Venda dance, I have been able to show that memorable experiences of pleasure
and power in dancing - transcendental states of flow — grow out of previous
experiences of pain. These notions of pleasure, pain and power can also be
investigated in relation to audiences at ballet performances; tey t00 can g0
through they watch ballet. But audiences do not usually
‘which makes
their experiences somewhat different from those of the dancers. In
contemporary bxllel nnd dance, however, it can hxppen that spectators are
‘which

of pleasure for e, Blcking wrote bout how te inalclimas in i dovba
dance was watched by many spectators who sometimes could take part in the
dancing and so ‘feelings of generalized excitement and satisfaction grew”
(1985a: 84). The pleasure increased at the graduation celebration, which
attracted Venda from different parts of the counry.

Building on Blacking's insights, Andrée Grau concurs that the achievement
of heightened experiences urpose of dancing, and she reminds us that
they do not happen during every performance. Nonetheless, it is in such
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‘moments of “occasionally

transcended and dance to be “understood” even when the cultural context is

not’ (Grau, 1995: 47). In the television series, Dancing, Blacking (1987-88)'

suggested that *dance transcends cultural particulars at the level of personal

expression. Aesthetic communication can therefore provide an alternative’,

‘and that ‘dance can unite what words t0o often divide’.

Blacking (1977, 19834, 1985) regarded language as being inadequat

conveying feclings.'? He kcpl returning to the point that the essence g me

lequately to words, For Blal:kmg, it

© expllmmg dance experiences. Insiead, he saw “another kind nf uum\mg
‘with the non-verbal

Itis not that people abandon reason for emotion when they dance, but that they
- " x

(Blackis

fectivel
19854:67)

a “grammar and
content” correspond to reason and emotion as we recognize these entities
. or does dance potential to create pe
categories? This is at least what choreographer William Forsythe is aiming at
by working with ‘an open form that generates new possibilities’ - that is.
vertiginous spaces and atmospheres (Wulff, 1998: 45), some of which have
been identified as “punk on pointe’ (Gilpin, 1993: 105). Watching Forsythe’s
work. L have indeed been ouched by atmospheres  heat-pircin. hilarous,
‘mocking ~ that | L As T write t
to represent the entire experience of those moments in a text. S0 a text nboul
dance, whether  journalistc, arsic or scholarly sccount (and an
synthesis, an int

taking the form of a new picce of art

is an emphasis in Blacking’s writings on what happens during and
after dancing, while my ethnography of the ballet world focuses on the
preparation for ballet as a career, on the rehearsal process, as well as the
performance in itself. Blacking was quite articulate about the fact that dance:
and movement may have an impact on social life outside the dance context,
especially after the dance. During the Venda initiation cycle, for instance,
dancing s linked to lessons about womanhood. In classical ballet, the precise
steps,postures and proxemics of the dance forms affect the ways in which
dancers move and interact with other people outside the studio, even outside
the theatre. The movement patterns of ballet dancers are characterized by
bodily closeness and expressive gestures shaped by the lines and language of
classical ballet,
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Drawing on Blacking’s (1977a: 23) observations, I began this chapter by
referring to the amount of thinking that ballet dancers have to do before they
are ‘able to move without thinking, to be danced. Even though soon after I
arrived at the Royal Ballet a hardened male corps de ballet dancer had told me
that ‘they knock your brains out here’, thinking is very much a part of learning

encouraged to think for themselves, o be original, thereby avoiding
confrontations with the ballet management. Obviously, however, itis not only
the “thinking dancers’ who engage in thinking, even if they do it more
systematically than their colleagues. This particular thinking tends o take
place in rehearsals that entail active thinking about how a particular
choreography is structured and how best to perform it, including considering
‘measures to avoid injury.

Both in Venda dance and ballet, physical and mental pain is debilitating,

empowerment. In ballet performances such experiences can generate

achievement of powerful positions in the ballet world. The dynamics of
momentsof rasoeadecee, of flow. ave bee it coate of i chage. In
ballet such moments for the pain of i

da d s of
flow are what make th initiation work. Such momentsare fondly remembered
afterwards, just as the memory of moments of flow are cherished in the ballet
world. Both types of fi ‘wholeness.

evoked in different
be quit similar. This, therefore, is where the ballet body and the Venda body
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CHAPTER EIGHT

Creating a Musical Space for
Experiencing the Other-Self Within

Rebecca Sager

Music’s power to create transcendent experience is evidenced worldwide.
‘While music can be a mere diversion or simple pleasure, some music seems to
lic at the very heart of what it means to be human. In a revolutionary gesture,
John Blacking placed this transcendent power of music at the core of his social
theories (1983b; 1995). He conceived of music and other aesthetic forms not
‘as marginal to scientific inquiry but rather as the fulcrum of human psychology
and sociocultural formation. In his theory, music’s motivational force links
“self” to “other’, to “other self", to spirit possession; music links not only
d emotion to social dis but als
individual growth to national poliics.

Blacking insisted that transcendent states were natural, normal and even
necessary for the full development of a human being. In Blacking’s vision,
music’s power to foster human development and social well-being was largely
contingent upon experiences of the “other self” ~a ‘transcendent state of self”
(n.d.a:12; 19850).

otential,
their personal growth as well as their relationships with others. Blacking's
theories have proven rich with interpretive potential, not just for his own work
with the Venda, but also for my research in Haitian Vodou singing. In Haitian
Vodo formation of individual and social identities
that lead to Vodou spirits manifesting in the form of possession trances — what
‘can be seen as an experience of the “other self” within. Whereas many ritual

' i s, Blacking
led the exploration of music’s semantic power as a fotal musical experience
that creates what he called a world of *virtual time’ and what I submit is more

of the ‘other self".

Self and other: Blacking's identity theory

A full exegesis of the other self’ concept requires an examination of its
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integral position in Blacking’s theory of personal and sociocultural idenity
Figure .1 aligns the main mem of identity discussed in Blacking's

conception, but noie Blacking s n of transformative categories
(labelled *") linking the individual to society and cultural tradition, and
blurring the very distinctions between self and society set up in the
anthropological discourse that Blacking inherited,

omer SHF-m-mmn oo s
st n seine)

suraargesonns \}umwul[)

Couraee—— socurr

omneR

[ —————
8 mermmme e

© et s

Figure 8.1

Suprapersonal

ted by Blacking in
made of Durkheim's The Elementary Forms of me Rellxmu: Llfe a91s
[1912]) (these annotations can be found in the Belfas we know,
Durkheim postulates the idea of *collective consciousness’, of whn.-h science

raising himself above his own peculiar point of view and living an impersonal
life (Durkheim, 1915 [1912]: 445). After noting this, Blacking commented,
*Although Durkheim uses the word “img 1" in this and similar contexts,
think that “suprapersonal” gives a better idea of the concept he is expressing”
(Blacking, n.d.b)

I aspect of the self s one way




Creating a Musical Space for Experiencing the Other-Self Within 145

the presence of the opinions and values of others in society
within an individual. *... In a word, there is something impersonal in us
because there is something social in all of us’ (Durkheim, 1915 [1912]: 446).
Durkheim postulated an ‘antagonistic’, ‘conflictual’, even *violent” relation-
ship between the person and the 4, ‘impersonal moral law’ and
“impersonal reason’ that ‘incarnates” tself in the individual, whereas Blacking
had a decidedly more positive view of the relation of self to society. Certainly

‘expense of the individual or vice versa. However, the crux of Blacking’s
identity theory is that, in some societies, like that of the Venda, there is a
coherent system of ideas about self and sociey that links personal and
in such a way th beneits from

the Venda syuem of a

“balance that
45, emphasis added.)

the

ic
self-satisfaction and communal concern:

usical

istic of self-
secking, but that the best musical results were obtained when all participants
- e "

musical performance were two interrelated aspects of the same activity.
(Blacking, 1983b: 61)

Blacking was careful to insist that these rhythmic principles were not simply
“musical gimmicks’ but rather constructed the deeply shared values of Venda
culture:

(Blacki

1973:29-30),

Sopraperonl hinomaus woukd el 1oy behavm\lr performed in an
enculturated man
leaning in wclny. For example, the “invisible pes ‘which Blacking
‘mentions above is a suprapersonal phenomenon that allows an individual to
entrain musically and socially in the proper way to bring about music that is

ying. While it may be difficult g but
aform of coercion, Society
he should not be conceived of as often
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from one’s in society and cult the
actions are socially informed.
Related 1o the ‘suprapersonal’ concept is Blacking's definition of
expenence In terms of anthropological terminology, ‘experience’ is a very
and practice-oriented way of nymg “culture’. Experience is what our
inds e made of since experience inevitably results in neural nets, memory,
associations, learning, habits and innovations. In handwritten notes for a
speech o the Newman Society in Belfast (1975).itled *The Anthropology of

“experience’ and ‘sens:
place: not really suscej

jon'. *Sensations are unique (0 [a] person, time and
e to analysis’. Experience, on the other hand, is

and the sel. is *described in langu: i ’

(childbirth, death) ... Experience need not be couched in words, but it must be
repeated and in a sense shared'?; (Blacking, 1975: 1), punctuation mine.
mphasi i original. This rather public definition of ‘expericnce’ nev eﬂhe

i ‘shared”

falized or enculturated even at the emotional level (see Blacking., ms :
47). Since music can engage the emotions while coordinating interaction
between self and others, the power of musical experience s that it may bring
aboutan individual's full emotional devdnpmemal\dwclal integration.

Although the individual may feel mans . and not
analysable by, ot i Qui
often, Blacking would cite a Venda proverb: muthu ndi muthu nga vhanwe
(Man is man because of his associations with other men’) (Blacking, 1973: 28;
also 1983b: 56.60; 1985c: 45). *Self could only be realized through others™
(1985c: 45), because '
richness of personal relationships’ (1983b: 60). For the Venda, being a good
singer was one way of exhibitng social responibily, which ‘was an
indispensable condition of personal identity’ (1983b: 56).

. are producs of social interaction, the structure of every aspect of the
e wil e v processes of that interaction. Thus music,
which is a product of the processes which constitute the realization of the self,
will reflectallaspects of the self. (Blacking. 19953 [1969]: 33).

‘Ths, Venda music was ‘an experience of becoming” (Blacking, 1973: 28).
One o the shortomings of Westem cultres i tat they have » ather
self d to other as the Venda
(ocenamgie, xeemakmg. 1983b: 50 and his muuunotnomnsum]). Asa
 ‘the emotions ... transcend
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the sef rther than ocus on heself (Blackin, 1983b: 52, emphass added),
! self than that
gmenlly pmv.m by Euro-American ethno-psychology’ (1983b: 47).
Blacking asserted in 1983 that current identity theory was, in effect, ‘only a
theory of situational dentity, in which people are said to use various degrees of
personal and socio-cultural identity for a variety of purposes, but not in such a
way that a single notion of identity can be said to link the different spheres of
action and motives for them" (n.d.a: 3). To alleviate this problem, Blacking
e i idual) ‘in terms of
fellow-feeling and growth motivation rather than [egoistic] self seeking’
(1983b:55).
In Blacking's writings. the reference o ‘growth motivation’ i related to
‘slf-actuaizaton’ - an idea that Blacking atributes o0 Maslow's book
d Personality (1954).> ibed as ‘the full
use and exploitation of talents, capacities, pmenhallhﬁ‘ etc. Such [self-
actualizing] people seem to be fulfilling themselves and to be doing the best
.y are capable of doing’ (Maslow, 1954: 200-01). Maslow suggests that
people are motivated by many things, one of which is the *... need for self-
actualization or self-fulfillment of the idiosyncratic and_species-wide
potentialities of the individual person’ (Maslow, 1954: p. 2) This ‘need” for
self-fulfilment is probably what Blacking meant by ‘growth motivation
Blacking took it as a given that humans were naturally motivated to grow into
their full potential.

focused on the self,
they do take account of others as well, as we see in Blackings report of Venda
culture: “Children were ... considered to be active ... in their own
development, but their i ion,
Kindn 1l as the of skills”
uossc 45). Blmkmg also considered the experience of the ‘other self” 0 be

'Fn“nw fecling’ anothe erm Blacking usedin discussing the influence of
others on the self, may be defined as an awareness and sensitivity to other
people, to the “other self”, and to the world of nature (see Blacking, 1983b,
1985). It s the ‘pleasure of association with neighbours and kinsfolk” that
‘one of the goals of Venda music \Hlnckmg. 1985¢: sn

wathy’ - the
sosttion s swarsness of eymckroalcity with e pl phymnl movements of
others around one in a music situation. Blacking referred 10 this as ‘the
experience of “falling into phase” that players shared’ (1983b: 57). *Each
player had to hold fast part,and both
new cultural forms for the ears of performers and listeners and a icher, bodily
experience  (1983b: 57). Bodily to relate
to ‘groove (see Keil and Feld, 1994) and entrainment — the process of one
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thythnausing ot ancber e Kely 198) - tatare ity thebodly both
of coordinated motion
(after all, music is made through motion). o, e, bodily experience
was a consequence of correct musical performance ... and a correct musical
performance was a way of feeling’ (Blacking, 1983: 57).

Supracultural

Blacking moved far beyond Durkheim's vision of culture when he wrote:
“Cultures are not creative; only individuals are creative’ (1983b: 55). He
argued that ‘men are more remarkable and capable creatures than most
societies ever allow them (o be. This is not the fault of culture itself, but the
fault of man, who mistakes the means of culture for the end, and so lives for

* (1973: 7). The idea of living beyond cul
the core theme of the *supracultural” concept. *Supracultural’ activity is that
which passes *beyond resricied words of cutraly defined realiy” b

forms in an i
that something greatly affective is brought (mhuoxsc 44).
While considering the rules of Venda music performance, Blacking
describes how i
expectations. O the ‘dozens of permutations and combinations that occur
ol a
others are much more than that: they are positively transcendental in their
effects on audience and performers’ (1981 189). By using one’s imagination to
chisel away at the received forms of tradition, the resulting supracultural
expression could not only transform and enrich the established tradition,
i 1985

).

In Blacking’s view, transcendent states are often made possible through
social music-making, dance or other aesthetically-oriented activities.
According to Blacking’s identity theory, the transcendent experience that
occursin the social environment “gencrats such decp commitment (0 the

. e = o wh,

tron; ense of dire i ina wide range
Winsiona contexts’ (Blmkmg‘ 19830: 52). Alibough ‘mosic cn b used
it
ony affcting and ffecive as music when i i mltmahud as a bodily
se o set of cul mbols’ (19836: 52, emphasis n oriina When
effecting, le's

commitment’ to the gmup is mnlmd by the impact of the music on their
senses” (1983b: 52).
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to create another world of virtual time’ (1995a [1969): 34, emphasis in
original). Music offers the possibility of stepping out of ordinary, daily social
rhythms and into rhythmic relationships mediated by music. When this
happens, music becomes the interface for social entrainment (see the
discussion of “fellow-feeling” above), and, in this way, music provides for a
transcendence of the ordinary soci

Creatng a specia world of e’ is wha isinguishes music from non-
music for 1973: 48). Itis which
defines Venda music, 5o it is not surprising i Blacking emphasized the
element of time as that which sets apart the transcendent from the ordinary.
‘Transcendence occurs through the *virtual time” of music because ‘we often
experience greater intensity of living when our normal time values are upset’
(Blacking, 1973: 52).

has said that it
may lead to ‘the ‘other world'—the world in which things are no longer subject
o time and space’ (Bonavia 1956, p. 204). Likewise, Hindemith speaks of
“victory over external forces and a final allegiance o spiitual sovereignty”
(Wilson 1962, p. 13 “the other tate of
1953, 126)
“They [the ‘ther world',‘sprtal sovereigty’, he ‘oher mind"] efr o sates
in which people become keenly swae of the true natureoftei being of the

“other self ip
with the world around them. (Blacking, 19953 [1969]: uy.

‘The ‘other self”

So.whatishe ‘oter el exacly? T oher el thememory or prospec of
selfin ferred to as the “internal other’
(Blacking, msh 52).In fact, the connection in Blackings writings between
e “other self” an

strong that hen we o the phrase, “other self’, we can nearly always
interchange it with the phrase “transcendent experience’. To quote Blacking:
“the other self ... was invoked by the transcendent state of the self” (1973:
44-45; 1983b: 57; 1985¢).

Blacking states on several occasions that the memory of one’s self in a

" ! e

are important components of the ‘other self”. Thus, for Blacking, the concept of
the “other self” istied to one’s sense of who one is at different points in time,

ume. Any normal ‘self” is aware of time, past and future. In this regard, one’s
identity actually consists of many other senses of self. One of those very
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self
experiences - the ‘loss of s in Being" (annmmwdm Blacking, 1973:
could be said is the
“ober el Thi warenss o tanscendence e experience of e ‘othr sl
Blacking argues, is highly motivating — one desires to relive that euphoric
exprince. s a consisent mothvating force, Blacking is able t0 place the
self at the core of his identity theory.
Aiough is universal i the other self
can be dcl“ned‘ in different ways in different contexts, as a matter of
interpretation ofthe “otherness ™ one feels (Blacking, 1983b: 57). For example,
as Blacking describes the situation, all the participants of ngoma might have
xperienced tnascendence and expetencd thels ‘other s, bt ks

that hey el (1983 57, Types of othernes’ ncluded ‘cormon group
low-fecling which transcended normal sociability’ (1983b: 57).

Only for those: o wer i o homes, could the “other self” be defined as
their ancestor spirit, and therefore their experience of the “other self’ was
iranslated into possession by their ancestor spirt. “(Tlhe crucial mrrmm
lay self who

was imvared by the transcendent ste of he el (19830 58). A Blackmg
thought of i, it wasn't necessary for the “other self” to be translated into a

pi

uwsauoss] i,

For the Ve of
ranscendental experience’ > compared to rshikoma here transcendence was
associated not with one’s own ancestor spirits, but ‘with the world around [the

performers), in which “the other self” . communicated
with time past and future’ (Blacking, 1983b: 50). Here, Blacking invokes the
“virtual time” concept, implying that in this transcendent state of the “other
self", people may sense not just a ‘loss of self in Being’, but a loss of time in
eternity (sec Huxley, 1946: 312 concerning his concept of the ‘timeless Now’,
cited by Blacking).

Blacking’s publications frequently allude to his ideas about transcendence,
“virtual time’, and the “other self", and he often used them to build new
theoretical models, even had l ing evi

nature of
the sources noted by Blacking in support of these concepts, drawn from the
amateur cthnographer de Zoete, philosophers Dewey and Langer, the
theclogian Huley, bumanistic psychologists Maslow and Fromm, and

hies of Stravinsky, Mahler (by Bonavia), and (by Wilson).
m most compelling evidence for Blacking’s ideas comes from his own
rigorous musical and ethnographic analyses of the Venda.
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Tt not clear just where Blacking derived the idea that the self and other could
be so closely related as to become a state of consciousness. Despite obvious
influences, Blacking’s ‘other self” concept comes neither from the Venda, nor
from Western anthropology nor from philosophy. The ‘other self*is suggested
by Venda cosmology that places a reincarnated ancestral spirit within every
newborn in a cumulative ‘cycle of existence’. Blacking describes the other self.
as the ‘real self” of the ancestor spirit ‘return[ing] to earthly society’ (1995c:

178-79). But there is no evidence that the term “other self” i derived from the

Venda. Furth the ‘other self” was clearl

of which the Venda have a unique varian. Durkheiny’sidea ofthe ‘impersonal
is nor

Blacking’s own ‘suprapersonal” concept is what he meant by the ‘other self'.

Robbins's entry on ideslty (Robbias, 1973 clied extenively by Blcking
[1983b)) “folk concept
of the sl wih wmch Blacking was surely familiar, including Tylor's
description of the soul as ‘the second self” and G.H. Mead's as ‘the double’. De
Zoete's mention of the the “other mind.’

10 The Other Mind: A Study of Dance in South India (1953), appears in the first
printing of Blacking’s idea. But since de Zoete offers nothing more specific than
that the “other mind” i

Blacking’s
notes, publications and sources i that ideas of otherness” within th self —

whether in the form of ‘impersonal reason’, an ancestral spirit, a soul, or an
“other mind’ - were attendant in Blacking s intellectual environs.

‘What Blacking seems to have found in these sources were encouraging
glimmers of affirmation for his burgeoning philosophical proposition, which I
suspect he arrived at inductively, based on his own experience first as a
musician and second as an anthropologist. 1 get the sense that Blacking
developed the “other self” idea ‘creatively” (in his own sense of the word) by
piecing together his experience and these reports of other creative individuals
he met or about whom he read.

Despite the inconclusive evidence, Blacking was so convinced of the
existence of the ‘other self” that he called for scholars to make it central to their
investigations of identity theory (1983b); he implored educators (1985¢) to

music in a way that of the “other
eIf I no les than fou impertant publicaions (1973, 1983b, 1985, 1995c
[19851,) he asserted that experiencing the “other self’ was the key to fully
realizing one’s potential.

‘The case of Haitian Vodou singing and spirit possession®

Blacking’s theory of music and identity, and especially his concept of the
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“other self", relate in very useful ways to the analysis of the social significance
of Haitian Vodou singing and spirit possession. llluminating similarities

forms a
bridge between local cultural practices, values and knowledge and

ethnomusicology's more unitarian world-view.
Vodou s nota religion buta way i Vodou governs how people elae
0 nature, 0 other people and to the spiritual realm. The term *Vodou' refers to

hiscultre, s well as 0 spiits,and o thefestivals and s supiicatin s
. In Vodou, spirit possession represents the embodiment of an idealized
Otbrselwithin n s ar « Vodou's high i i
spiits and ae imparted during spirt posss
emphasize that this ‘other” is an ideal type (a o Weber)
position in Vodou cosmology and social order.) The ‘otherness’ Iintend by the
term Olher self within' s akin to what Blacking meant by the term ‘supra-
the presence of others” ideas and values internalized within the
|m‘l|v|dual psyclw 1 propose that the Other-self within, as expresscd dunng
context,isa
highest values imaginable by the person being possessed. It is a sort u(
projection, if you will, of one’s decpest religious or spiritual valucs into a
dramatic, physical form. Wi arrow confines of a small family-based
community of Vodou practitioners, this concept works very well. Yet it is
possible that partly account for the variati
spirits n difernt rgions of i, s wel aschanges in naton. name and
attributes of the sa the
in every

may be partly explained with regard to the needs and values of the people
involved, I can only confirm the attribution of such values to the spirits
themselves within the confines of the family group I worked with

My idea of the Other-self within is not explicitly expressed by the sévite—
widely held social
principleof respé - lterally ‘espect~ i which selvs and othersare dentiied
according to their role in complex interrelationships of giving and receiving
care. Rspé s  mode orsocal inteaction where & person who can provide
others red o do
so0. The one being nurtured is obligated to show dumm and respect to the
caregiver. Respe is a primary cultural value in Hait,regardiss of whether you
practise
respect or deference as, for example, when a visitor kisses the eldest female
before greeting the others. In Hait the saying ‘It is for the younger o respect
their elders, but for elders to protect the younger” applies to all social classes

e elinions s " o of the respé.prorer
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When respé or protect t reciprocated, social dysfuncti I
Such is the case in Haiti, which has the worst standard of living in the western
war). The

vi
intense poverty, hunger, suffering and political marginalization of Hai
pove (‘poor masses’
of human life normalized during slavery and systematically replicated after
independence by Haiti
Vodou have helped shore up the elite’s economic exploitation of the kias pov.
Over the last century, fundamental Protestants have joined in the hotly
aiaicsiobicto condeam Vodoaa Swasic

hereas antagonism toward Vodou once was largely a class issue, today it
~lmngly divides the klas pov (see especially Beauvoirand Dominique, 198

Kas

Some people convert to Protestant sects as a consequence of their desperation,
for Protestant-run schools provide daily meals and he) poswhxlny of college
cation in the United States. Protestant worship it

allows for experiences of the *other self” and expressions of high morality.
Notwithstanding the benefits, conversions are fraught with problems, not just
for the immediate family who may remain committed to Vodou, but als for
society, since the vicious anti-Vodou rhetoric has paralysed the collective
power of Haiti's large klas pov more effectively than anything the ruling elite
s evr perpetated by law or taxaton. AL he same tim, cormuption is
al parish: n

succumbing o the emptation to explml an impoverished and vulnerable
populat

My rencarch centred on he houschold of a Vodou svié named Lilyan,
whose patron spirit is Jean Dantor. Lilyan believes that human suffering in
Hiaitiis due to a lack of ysof respe,
compassion, Oras the spirit, Jean Dant
problem, human suffering is caused by move moun — bad people. ‘Humanity is
crippled’, and ‘everyone suffers’, says Lilyan. Haitian society is turned on its
head” — caught up in a confusion of behavioural standards of which the
principle of respé is merely one strategy tempering fervent individualism.
Within this kind of confusion, any religious or cultural system finds difficulty
in maintaining a coherent system of ideas about personal and sociocultural
identity. Yet, despite antagonistic and dysfunctional Haitian social and
political arrangements, within many family units the resp model continues to
serve as a coherent system of ideas about self and others ~ both human an
spirit and the natural environment.

Within the principle of duty and respect, as interpreted in the Vodou
practised in Lilyn's household, spirits can be seen as the ultimate caregivers
involved in a sévire'slife. Believed to be omniscient and omnipresent, Vodou

a 3
aware of more, they have greater wisdom, they have a greater capacity for
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forgiveness, greater compassion and a greater ability to protect as well as
discipline (usually by withdrawing protection). In this sense, spirits are the
ideal type of the significant Other.

Respé as a personal quest

Thave not observed or recorded Lilyan during her private times of respe. But
i ‘personal

work.
is to justsit, quietly listening for the guidance of the spirits. Lilyan preferred to
hold our interviews in a relatively calm and quiet place. She seemed intent on
making me understand what respé was, and what importance it had for her by
demonstrating these principles in her style of speaking and singing. And I
understood our discussions to be in a mode not unlike her own devotional

imes,

“The renditions of songs that Lilyan recorded during these discussions were
freer, slower, more elaborate, more extended and more embellished in
‘comparison to those typical of the ceremonies (where other family members
generally led the singing). Singing this way emulates Lilyan’s comprehension
of the spirits’s ideals of respé, sajes and sansibilite - where sajés means not
only wisdom but also good behaviour, and sansibilite means compassion and
awareness — for awareness of another’s suffering is a prerequisite for
recognizing their need.® Even when Lilyan talks about these ideals, she uses a
calm, slower and lower-pitched voice. As she tells me about respe, her
speaking and singing style are iconic of her practice of respé in which being
still and attentive is necessary to listen for the spirits’s direction.

In Vodou tradition itis believed that spirits give the songs to people, and the
songs are a rich source of esoteric knowledge. Indeed, compared o speech, a
song’s musical parameters conveying emotional attitude are largely fixed,
prr:nxdmn:d by thecompostion's syt and melic comonry o well as the

fou spirits.

1o this respect, songs !end 1o enforce  paticular atitude towards Ihe topic of
rds being sung. This may cause a singer to realign her own attitude to

that conveyed by the song and the singing style. Because, in Vodou, the songs
are taught o people by spirits — sometimes in dreams, but also during
possessions — and because spirits sing while they are in human form, the
emotional meaning expressed in the composition and performance aligns
directly with the very ideals that the spirits intend to teach humans through
singing the son. I othe words, what i be eamed trough sining Vodow

s per se but, ath

conveyed by how the words are expmsed el vThew meanings are
‘grasped through living with the song’ - by repeatedly singing the song in
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accord with s performance tradition. In fact, only ahtr 1 I:am:d t0sing these
songs myself did I begin to apprehend the expre: otypes at play.
Through repetition,in the course of daily but also ceromonil m.ulmrannn,

of the habits of th ‘onsequently,
singing well Iy pirits's 5.

ple of thi hen Lilyan brought

10 beautiful tmbled into the sea far

below. This was Lilyan’s family’s property, although just the foundations of
several homes remained after having been destroyed in 1986 during the
tumultuous aftermath of Jean-Claude Duvalier's brutal dictatorship. This
period is referred to as the dechoukaj (‘uprooting”) when Duvalier's supporters
and his private militia, the Tonton Makout, were targeted for revenge. But
typical of Haitian history. the political instability also inspired the persecution
of Vodou sévite. During the anti-superstition campaign sanctioned by the
Roman Catholic archbishop in 1986, many prominent Vodou sévite were
Dominigue 1988).
Today, Lilyan lives instead on her husband’s family property. During a
recording session there, on 19 July 1998 Lilyan sang the song *Paren Ogoun’
and described the dechoukaj at length. The song is about people who hate
Vodou spirits and tells of the spirit Ogoun’s continued protection of them
P his followers. from
dered e
i ' Rather than
exproseing vengeance or anger n fetun for hatred, Liydn's performance
expressed an adoption of the spirit Ogoun’s attitude of tolerance. The
performance conveyed her centring in respé to such an extent that even the
word ‘rayi’ (‘o hate”
respé. This consistent throughout all s
collected of il inging ti song. Bven when Lilyhn 1o s ong during

ter

remained relatively slow, and — though more metrically constant — any

thythmic feel was thwarted by elongated nasal consonants, rubato and sliding

between the notes. It was only in comparison to all the other instances
that |

ary this musical setting is. The musical setting
is largely responsible for communicating the very moral lesson of the
song — the spirit’s message of forgiveness. Understanding this song

he values of self within,
‘which in this case is Ogoun and his genuine regard for others ~ including his
persecutors.
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that are the core values expressed in the Vodou song repertoire. The
performance of these ideal social relations creates an atmosphere of soci

armony necessary for spirit possession: *spirits will not come where there
fighting or arguing’ (Lilyan, personal communication). If the participants sing
the ede and have a good time dancing, the spirits will not only be enticed to
come to the fér ‘party’) but will stay longer. The energy they invest in their
work is rewarded by the transcendence which the participants may personally
experience, as well as by the benefits imparted by the spirits who join the
festivities in physical form. ‘It’s at these times’, explains Lilyan, ‘that the

the fu i i

0 share: itis they who show us how to live’.?

Performance of possession

o . " inthe musical
expression of the Other-self within. The point of the singing differs as well
Spiritssing for a number of reasons, for example, to call other spirits, o teach a
new song, to educate and to pran plezi (*have fun’). During festivals, a spirit
has the pr 2 the songs.

ind texts of the songs.
Spirits can halt the ritual progression by taking over the singing; ultimately the
‘master spiri of the family mediates between the other spirits’ and the family's
agenda. When a spirit is working, people know to hold their response, and not
sing ede, as this only prolongs the work and delays the point in time when
people can start asking for the spirit’s help or counsel

In comparing performances of Lilyan as herself and as possessed by |h:
family’s master:
constant switching betwecn singing and apesking - often mid-phrase Tean
Dantor also consistently sings at a pitch about a perfect fourth higher than
Litin and s voclimbre coloured by constricionat te top oflhe oat.

freque

more

Lilyan's singing.
‘Through the differences in singing style. Jean Dantor asserts total control
over the ceremonial discourse. Having established himself s the focus of
everyone’s attention, Jean directly admonished one family member for having
two sexual partners, critcized a close family friend for loving money too much
P inthe
morning.

Below is an excerpt of a speech and song that Jean Dantor (in possession of
Lilyan) performed during an evening visit to Lilyan's houschold. The content
concerns the cause of human suffering and his assurance that those whose

ed ffering will they and their own
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children for generations to come wil suffer in kind. The song poignantly
reinforces the message of Jean Dantor's speech. In the song, the spirit Ziya

‘upon themselves.'*

Jean Dantor speaking:
Mensesoli .

and pay for that tll.

Ifthey would quit, X
petit-apetito peyi-sa. the children,the country'schidren.
se pett-apetito itis thechildren, theirchildren
Kipeyesa, ypasa? who pay for i, sn'tt 07
Someone speaks:

Peyiatombe. The country s alling.
Jean Dantor, singing:

Ziva, Ziyaalawe Ziya, Ziyaoh!

Jean Dantor speaking:

Maprale, wi T'mgoing o leave.
Another person sa

Jean, oupaka e, Jean, you can'teave,
Jean Dantor, singing again:

Rele Zivaalawe CallZiyaoh!

Jean Dantor speaking:

Retire e yo pita. Betteryet remove those flowers.

The semantic differences communicated in how the spirit manipulates
b and t i hel

3 ipto
ntify the voice being heard as that of a spirit. In so doing, the differences
give the spirit's singing and speaking the additional moral authority necessary

isciplis h, protect and heal andits
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These same individuals achieve full integration with this Other-self within
‘when they translate the ‘other self” felt during transcendent music experiences

‘s @ manifestation of a Vodou spirit.
While from my perspe:nve the moral values of participants strongly
influence their interpretation of the Other-self within,

thought about from the s perspectves they

simply fill a vesél,
by the limitations of the human body, the singing voice and the moral and
intellectual development of the person they possess. Therefore, the

’s 3 that s,
values.

system underlying Vodou singing as seen from the monte-ede structure, the
modal organization of melodic movement and the recurring patterns of the
expressive stereotypes. For Vodou practitioners, participating in the recreation

‘can only be achieved in the Vodou festival environment. ! Participation in a
redundant aesthetic form like Vodou singing can facilitate the kind of social

Maay pecple particpaog inth ceemonlesdo ot shar Lilya's vl of
justas
nor her acts of charity nor practice of healing. Many family members are not
particularly concerned with the spiritual or mystical aspects of Vodou; for
them, these ceremonies have significance primarily as a family gathering.
Everyone comes because it s fun and uplifting; most arrive with intentions to
help show respe, hoping for the favour of the spiris in return, while a few seck
personal enlightenment or edification. Like Blacking suggests for ngoma, not
.n wuhm a Vodou seremoni interpret their other selves n the same way. Some
“other selves’
2 posession by  Vodos spirit — an Other-self within. For all who are
lou song.

potential to be absolutely transcendent.

‘The total musical experience

A thorough examination of the transcendent effects of music would be
i usic’s vari i i

are instrumental in creating a musical space for experiencing the other-self
within. Music’s semantic power ultimately resides in the fofal musical
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experier
o mon-referental - tht i, certan emorional, physiological and cognitive
responses not necessarily involving symbolic meani

Within the disciplines of philosophy and m\mcolugy the field of music
semiology has primarily focused on how music can be meaningful in
referentinl ways: s a symbolic systm (much as lagonge 1 8 symbolc
system); by referring to its own self (in terms of the expectations of a style or
the internal structure); as an expression of emotions; for the associations
evokes; or s an icon (for example, of music’s associated institutions or social
events, as a marker of identity, or the arrival of a point in a ritual sequence — see
Blacking (1973; 49-50)). Within this semiotic tradition, many studies of music.
initual have focused upon music’s symbolic power 0 g rance sats.
Butl

for creating a total musical experience mmugn which people can feel what
Blckingcalls s mamocndent st of i the “aber el

rough publication (for example, Blacking, 1995¢ [1985)), teaching, and
conterence participation, Blacking contributed to what has become a basic
tenant of ethnomusicology: that proper context and enculturation are essential
for music’s effectiveness at the onsetof possession trance. Although there is
an extensive body of ethnographic evidence regarding music’s role in
transcendent experiences, the ‘unanalysable’ nature of such experiences (in
that they are profound not just in the realm of observable experience, but
especially in the realm of inner sensation) means they still elude precise
scientific description and complete comprehension in terms of human
psychology. As a result, many of our ideas about the role of music and trance
remain conjectural.

One of Blacking’s contributions to the study of music and trance was his
‘observation that music is effective in inducing transcendent states that are not
exclusively interpreted as possession trance. For example, he often asserted
that, in Venda ngoma ceremonies, all the participants could be deeply moved
by a good music performance and all appeared to have the same intense
musical experience, even though only those in their own home would be
possessed (Blacking, 1995 [1985]: 178). By claiming that, for the Venda,
transcendence was always the aim of music-making, Blacking tumed his focus
away from possession trance per se. At another point, Blacki bout
“the effectveness o a] particular style of music” (1995 [1985]: 178, emphasis
added), which,

from inp s or musical
motives, but rather from the totality of behaviours and tra rdering the
sounds that constitute a style (perhaps we could call this a ‘supra-referential”
meaning). Finally, Blacking commented that ‘musical experience itself was a
kind of possession’ (1995c [1985]: 180; see also 1973: 48) and that intense
musical experience could be an end in itself (1995c [1985]: 177; 1983b: 57)
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rather than something that needed to culminate in a possession trance. Music’s
capacity to fully engross human consciousness was not merely to serve as an
impetus for instead, an sical exp
was the very sensation o ramscendence et

Ttis a fact well established by scientifically modelled research that there are
“inevitable physiological responses to music’ (see Blacking, 1983b: 48), but it
appears that tranc ne of those responses. For example, rhythmic
drumming affects any normal person at the precognitive level of brain stem
functioning, but this effect is obviously an insufficient igert for the onset of
trance. If it were,
studies, then most of Africa would be in trance all the time (Ruugu, 1977a:
234; 1985). In a review of the extant studies in music psychology, Patrick
McMullen (1996: 387) reports no success in psychologists endeavours to

ol " #

“This s not to say that a physiological response to thythm is irrelevant to the
total musical experience. Blacking himself often stated that, although the
proper context was necemary for possession, “ultimately, [possession]

pended on a proper, rhythmically steady performance of the music ..."
(Blcking. 19853 37 s s 1973444 1985¢) Mcule ha advocated
that inguiries be redirected to ask how musical experience generates less
specific effects, such as generalized aesthetic response and ‘activation’ or
arousal at different psychological, physiological or behavioural levels (sec
MecMullen, 1996: 390-91). Whether noticed consciously or not, music’s effect
on the body (in terms of changes in blood circulation. blood pressure,
respiration, s the
effect of a total musical experience.

Tn light of this discussion, further progress in our understanding of the
transcendent effects of music demands a thorough examination of the role of
music’s non-eferenial qualiis. Although my assetion remain conjectural,

the ubiquitous,

of musical experi experience. To
develop this hypothesis, I will consider the physiological phenomena involved
in time perception, sound localization and gesture-motor perception. The
objective is o assess the effectiveness of these modes of perception in creating
a total musical experience with the potential to engender a sense of a virtual
‘world of time, activity and space in which a person may achieve a transcendent
state of self.

Non-referenti

meaning

As discussed above, Blacking's mention of ‘virtual time’ was often
accompanied by an entourage of metaphors for extraordinary, ‘otherly’
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experiences: ‘the other world", ‘inner-world", other mind’, and especially, the
other self". In Music and Trance, Rouget speaks in a similar fashion about
musical sounds marking out a space, proposing that music’s sort of
crystallization of time has the role of maintaining a certain continuity of
“being-in-the-world" that is related o possession trance experience (Rouget
1985: 121-24). (Not surprisingly, mm comments are found in Rouget’s
discussion ic) g ‘in
{ime" with obher mumans engenders i us  paricvlae sense of b the
world. Blacking referred to this phenomenon as ‘bodily resonance” or ‘bodily
empathy’.

Blacking asserted the non-s refereoalimpect of musc's vitaa) e’ on
transcendent experience in statemer : “The thythm of music per se can
transport us in a variety of ways, fromt mppmg our feet to falling into a state of
trance or giving vent 0 anger (Blacking, 1995a [1969]: 34). Inthe frame of
“virtual time’, music has the potential to mediate not only social entrainment
(as discussed above), but all dimensions of time flow, including memory, as
well as continuation and expectations a form of projection into the musical

based d past ces of

Lipscomb, 1996: 139).

sic p
through which we create a stable, inner world of time” (Hodges, 1996a: 45).
“This ability originated millions of years ago, at a time when it s believed that
‘mammals hunted at night. It was an adaptive advantage for mammals to
perceive sounds occurring across time as indications of approaching or
retreating prey or predators and most importantly, to “detect their exact
direction of movement, entirely in the dark’ (Hodges, 1996a: 45). Hodges
contends that this ability to hear sequences of sound over time ‘as connected
patterns of movements in space” is one of the necessary cognitive facilities for
i ot d . 1996a:

citing Campbell 1986: 263-64).
Toing o

por of the type of
space we inhabit as well a the precise location of sounds in our environment.

This psychological phenomenon is known as ‘sound localization’. The
auditory system of discern the tiny b the

time it takes a sound to reach one ear as compared to the other, as well as
differences in the arrival time of sound waves reverberating off objects in our
environment (Lipscomb and Hodges, 1996: 84). Using these minute
e P -

our
immediate landscape, but also come to know the direction and velocity of

(Risset and Wessel, 1999: 142). Considering the importance of sound for
creating our most basic sense of being in the world, it should not be surprising
that sudden deprivation of acoustic information is highly disorienting. A
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suming example of this came from Roger Darcy, an acoustic architect, who
designed an anechoic chamber to be dead silent. When he entered his own
cration to test it, he lst his balance and crumpled to the floor (personal
communication). Roger's anecdote confirms how necessary, basic and
‘automatic our use of acoustic phenomena s for placing ourselves in our world.
Notonly is our sense of hearing our most pervasive sense ~ for even in slecp,

b and Hodges,

1996: 124) ~ it also appears that sound localization is an automatic function of
the auditory system (Risset and Wessel, 1999: 142). Sound localization results
in a mental map of our spatial environs, created from our perception of the
movement, quality and intensity of sounds surrounding us. When I became

d al i

that musical sounds must also react with this innate function of the auditory
system to create the perception of a world of objects out of view, but
neverthelessfising, faling, advancing and eeaig, with v:‘ncuy and depth.
Such ements would
ilar movements experienced in nature. If musical sounds can create
musical ‘space’, then what might be the results on the meaning of the music, o
the quality of experience of the music, when it becomes subject to this innate
function”

‘Although acoustic phenomena are automatically processed for location, I
believe that the effects of

sounds to be int d spatally in ways diffe
phenomena. (Likewise, interpretations will be made according o the listener's
development and cultural priming to atend to, or disregard, the effect.) When
music dominates our hearing, or at least the focus of our attention, the

sound musical space
that engages the totality of our being for as long as the music lasts. Obviously
orchestral music and electro-acoustic music are involved in intentionally
placing ¥ electronic

. Nevertheless; even f  s0lo voice can
construct a world of shape and form and time which can transport us out of
ordinary, o musical experince

ing in
reaity is the nvolvemen of the metor corie in music p:mepuun Although
not yet clearly understood, research s being carried out to determine ‘how the
gestural experience of producing a sound in a physical world interacts with its
perception’ (Rissett and Wessel, 1999: 42, citing Cadoz et al., 1984, 1993).
‘Sundberg concluded that people ‘seem to interpret [vocal sounds in terms of
how the voice organ was used in producing the sounds’ (Sundberg, 1999: 210).
Blacking similarly reportcd that, for the Venda, ‘music sounds were always
tirring of the body, and old, blind,
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master musician criticising a performance on one of my tape recordings on the
‘grounds that the drummers could not have been moving their shoulders and
arms correctly’ (Blacking, 1983b: 57). Frank Weins, my piano teacher at
university, could hear whether I was playing with the proper technique and
taught me to do the same.

‘The botiom line is that music perception involves senses other than hearing,
such as the feeling of our body in motion (sce also Hodges, 1996b: 256,
261-62; Keil and Feld, 1994; note also the above discussion of ‘fellow-feeling’
and *bodily resonance"). If listening can engage the motor cortex because we
imagine how a sound was physically produced. then it is possible that listening
to music (and not even participating) can become totalizing by involving all of
our capacities for sensation, action or being in the world, including physical

By comparison, singing to oneself more strongly involves the body in
‘motion than does merely listening. It seems especially likely that a singer, such
as Lilyan, in her song with a physical c

that her singing becomes totally engrossing as she imposes on herself not just a
musical space and a virtual time, but also a tradition of vocal gestures. In
doing 50, she may not only connect not with the traditions embodied in her
“suprapersonal” self, but she may also express her emotions and become
“possessed by the music itself” or potentially experience her ‘other-self” as the
Vodou spiritJean Dantor, or Paren Ogoun.

With regard to music in religious practice, perhaps it is this totalizing
experience of being in a musical space that helps convince us that a world is
possible beyond what we see and touch. Some people may hold religious
belief

that a world beyond what they se is possible. Such an assertion is not new.
Blacking himself wrote: *Musical performances provided cxperimenal pmr
of the spiritual nature of the universe ..." (Blacking, 1995a [1969]: 180). A
person’s sense of ‘musical space’ that may create the perception of an ‘other
world' i
aistic medium. 1f musis ranscendentaffe are uniguely dueto howits
ceived an ys

then itis not merely rhetorical to suggest that music is /ruly an incomparable
aesthetic form. This is not to say that all musics are equal in their aesthetic
capaciy. As Blacking put i, ‘There s 2 iffrence between muse that i
music that is simply
k\rhnvmgand music that s for being’ (1973: 50, emphasis added).

Thave overstated the case for non-referential meaning in order to swing a
conceptual pendulum back to the centre, because these effects have not
d the same consideration as referential meanings of music. But while
“referential’ and *non-referential’ may be convenient labels for recognizable
aspects of 1
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suspect that all types of re largely

‘meaning may

mask another,
the total musical experience. The focusof further research n this area should
be and anings work in
tandem. Social experience, physical sensation, emotion and symbolism all
relate and are needed to make the most sense of our being in the world. The
more we understand about how music is meaningful, the more resolved we
must be that we can never fully know, in specific terms, what music means to
an individual at any given moment. Yet, it will be through our continued

‘music as something people care so deeply about that music motivates action
‘and commitment i other spheres of life.

Conclusion

In Blacking’s theory the “other self*is related to a transcendent state of self
‘which may ted ways.
the other self somewhere between the awareness of oneself in a state of
transcendence and the interpretation of the other self found in that stat. For the
hosts of a Venda ngoma ceremony, one definition of that other sclf may be the
“real slf", person upon
their birth.
oI relaton o my own research, L havebeen tinkingofthe ‘oer slf 25
xpressed through the manifestation of a Vodou spirit. I have also
o e Blacking's model b thinking bout the Vodouspirt s being &

model of ideal social relations. This ‘suprapersonal” e el wicoution
thought of simply as a generic term for all the various manifestations of the
“other self”in Vodou’s compl I any manifestation
of a Vodou spirit, regardless of name, is an embodiment of what the person
being possessed has learned and can imagine to be of highest social value. The
efficacy of and need for different representations (such as the more violent,
revolutionary Perwo versus the more staid Rada) is never doubted in social
terms, but the morality of the spiritual representation could be questioned in
universalist terms. Finally, these other selves” expressed in Vodou possession
trance, have a different social status than ordinary people, and they
which musically,

and e socilauhority s cahanced hercby.
‘The most valuable part of this endeavour for me has been to contemplate:
how the other is a part of the self, and how selves are aware of their own




L oth Teis perhaps k inthe
self than ther. Blacking
transformed :h: landscape of identity theory and proved the central role of

other in common humanity.

Notes

! 1 am grateful to the School of Anthropological Studies of Queen’s University
Belfast for their invitation 1o conduct research in the John Blacking Archive, and
pec i i i

“other sef” concept. Files
from John's carly period of lecturing, publishing and letter-writing in South Africa,
while at Pittsburg as well as at Queen’s, provided me with a unique insight of his
intellectual progression on concepts such as universals, biological foundations of
inte s oneepts such, s

7

that (After this
commen, Blackin wro: <t Jungon S Paur e indictd o st ferene)

hared, becar
Blacking xpresss he elation of sl to socety though simply using the words
“sensation’or‘feclin

5 The term “self-actualization’ was lppncnlly first coined by Kurt Goldstein
(Maslow, 1954:91).

Motiation is cental o Blacking's theory o
influenced by Tor
ot cophass

ntity. This focus is clearly

‘which states that current concepts of culture lack a theory of motivation, which the
identity concept could provide.
* 1 wish to thank the Wenner-Gren Foundation for Anthropological Research for

© In discussing lass politics in Haiti, Averill wrtes:

e s in il dossno eer o posion dtemined sy by
hip to the means of production, but admits numerous criteria,
mcludmg ity backgromnd, g(n!ﬂphl: nngmn wealth, education,

into wo basic status groups: those with access to power and.
money (. th e ad hos w74 o s i pople o s

(Averil, 1997:3)

The las py, o plp, includen ‘el psas, i, whan rolsai, s wrpe
(urban working class), and structurally unemployed slum dwellers, lounpen (from
umpen proletaia (Averil, 1997: 4

ses that Lilydn used to describe Haitis social problems
incod oo st e i and et
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* Lilyan said:
so.

" (personal
ommu 1998)
9 Se 16 sa.0'y ka bay yon kek sekre ... Se y0 yo menm ki monire now koman pou
e 4

1998)

communication, 1998)

. 1997). Since the 1980s,
minantly based on Vodou music—has become an important genre of
‘popular music. Richard Morse,leader k rasin band,

Vodou




CHAPTER NINE

Bach in a Venda Mirror: John Blacking
and Historical Musicology

Britta Sweers

We need . i Blacking'

Oneis gl

10 help us with West
repertory of Venda children’s songs. (Kerman, 1985a: 167)

In How Musical i Man’]ohn Blmkmg presents a fascinating analysis of the
within the
South African Venda society. ‘music cannot

specific sociocultural context, Blacking’s study set the agenda for
ethnomusicology well beyond the early 19705 when it was first published.
Furthermore, it provides an exemplary reflexive account of how a Westen
orld- a

Yet, th i 1

probably not have paid much atiention to Blacking’s ok i s critique
Contemplating Music (1985a) had Blacking not presented Venda music as a
means of understanding all music cultures, including Western art music. If

perspective
as highly |dmsymm1c and of Ttle nerest o the wider werld of musc
scholarship?

can nhnomuanlogy‘ conceived as te muicologyof e ather b of e to

rticularl msznnedszs,
i 1d music’.

posi light of
that traditionally focused almost exclusively on historical musicology have
. > oey e

staff. Furthermore, with the emergence of so-called “New M
theoretical i

been motivated by a perceived need for reformation. This has also been the
case in Germany where the major historical musicological society, Dic

ology’,
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Gesellschaft fiir Musikforschung, drew up a memorandum in 1998
demonstrate the discipline’s innovative and interdisciplinary orientations

found it le more.
than a decorative lppendlge. efered 10 4 an Orchideenfach (' orchid
discipline’). In an effort to respond to this view, the memorandu
the fields importance, by citing research undertaken within ethnomusicology,
systematic musicology and popular music studies. It is worth noting, however,
that these disciplines were only given marginal acknowledgement,
historical musicology taking the foreground; indeed, a subsequent critical
analysis of the teaching of musicology in Germany by Jan Hemming, Brigitic
Markuse and
s well as non-Historicaldiscipines,only make up  small porion of the
G athorough
xamination and practical realization ofthe possibiltics elhnomu icology
could offer to musicology have only been undertaken by a few historical
scholars, most notably Peter Jefferey (1992), who developed a comprehensive
perspective in the study of Gregorian plainchant by employing methods for
intercultural comparison.
In contrast to Germany, where ethnomusicology is only taught in a few
universies, aempis a forging new orentations within historical musicology
ly been p: arge

In

and the Study of Western Music', for example, Jonathan Stock (1998: 42)hnx
provided a detailed analysis of the fundamental

iscplnes, whi i lnr

instance, that historical musicology has generally focuscd on Western music

(particularly on individual performers/composers), the notated musical
e P P

Western world, addressing such issues as culture, the complex of

and change. Yet, recently, historical musicology has also started to turn its

has begun to discover the musics of the West as a field of rescarch. In order to
is dis Ishall i

music scene. In particular, I am interested in looking at how ethno-
musicological perspectives might contribute to the development of
performance practices within early music.

Ethnomusicology: the ‘other’ and humanity

Consciously or unconsciously, Joseph Kerman's polemic criticism of the
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counterpunctual role of the Venda in Blacking’s work highlighted a major
: e it heone

hand, it claims to contribute to the general understanding of humanity and, on
i i ies *the musical

other'.

Musicians,
Carole Pegg (2001: 367) uﬁm elhnomnmology as ‘the study of social and
cultural aspects of music and dance in local and global contexts', suggesting
close links between ethnomusicology and the fields of social and cultural
anthropology. The tem anthropology was originaly coined in Germany
around that
theology. This comprehensive orientation was st evident e heorrica
writings of Johann Gottfried Herder, who, in Ideen zur Philosophie der
Geschichte der Menschheit (1787-91), attempied one of the broadest-ever
portrayals of
the naure, he cultre an the historyof humankind

As in this monumental project, the desire to understand the nature of

ty vast
sources has probably always been suffused with — if not dominated by ~a
foes has , el it

i of ethnomusicology. Yet, conceptualizing ‘the other’ has been a complex
endeavour. Philosophically speking. auping tht deviates from one’s own
ious

music that occur within one's awn :ulmnl s but stand owtside one's
immediate social networks. As the social and cultural distance increases
between one’s own cultural heritage and that of the other, the other's cultural
universe comes to be perceived increasingly as foreign. This need not be
because it stands outside one’s own (Western) cultural sphere, such as the
Tuvinian chddmey singing from Mongolia, but also because it is based on

For example,
clear, clean sounds in Western art music. the Shona strive to achieve rich,
buzzing sounds; they attach bottle c:

their mbiras (see Berliner, 1981). The need to identify difference is also

reflected in such expressions as ‘exotic’ and “alien’ that were used within

academia well into the early twentieth century. Although the academic world
. ions foe .

the fascination with the other has remained.

This is especially evident in the term ‘ethnomusicology” and other terms
employing the ‘ethno’ prefix, such as “ethnology’ — a prefix that places the
‘emphasis squarely on otherness. In classical Greek, ‘erhnos’ was the term for
theother,and i was usd 0 efer o he oGk peoples with difeent
jons, economic systems and religions that were considered inferior to
G high culture. Otherness is accentuated even more by some of the other
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terms employed in ethnomusicology and its sister disciplines, such as ‘non-
Western' or ‘non-European’. Within the Anglo-American ax ery canon
of ethnomusicology focuses on the non-Western, comprised, as it is, of the
polyrhythms of sub-Saharan Alncn. the classical traditions of India and the
tas the b
for the teaching curricula and m(lbooks of the discipline, the emphasis on the
other is further propagated to each new generation of students that enrolls in
ethnomusicology programmes. As Bruno Nettl has pointed out (1999: 305),
this common ground is necessary to enable scholars with different research
However, the f the oth

I d cultural entity can lead pline away from its broader
humanistic project.

n the central reference book Ethnomusicology: An Introduction, Helen
Myers (1992c) claims that the three main areas of study within
ethnomusicology are: (1) oral traditions, (2)the high art musics of Asia and the
Arab World and (3) folk musics. Within each of these research domains,
different aspects of the other are highlighted: the focus on scieties with oral
traditions emphasizes the qualitative other that has been shaped by different
sociocultural factors; by concentrating on Asian and Arab art music,
seogmphic disance s sressed: andthe st of folk musics wnderlin e
distance to art my

Generaly speaking the differences i the charactristics of the marca
systems also relate to particular theoretical approaches. First, among the non-
Tierse peopls ofth nan-Wesir world  ‘cultaralist” paracigm s common,
and these ‘musical others” tend to receive anthropological treatments, an
orientation that is especially apparent in American ethnomusicology. Second,
the classical literate) traditions of the non-Western world, such as those of
China and India, tnd t lead 0 (historical) musiclogica oienatons, ince
nmr highly

0 be closer to the West than the non-literate cunms that can only be
1mc~uga(<d through extensive fieldwork. Finally, folk musics, the musics of

the “others within', stand in an intermediate position. Often linked to
nationalist agendas, folk m en the focus of some ethno-
muscologicalschoots (forexampl, hoe o Scandinaviaand Easern Europe
among others); however, in other academic contexts, folk musics have been
catiely ignored. This, forcxample, i th cas with Englishflk msic it has

by historical musi whose main f the
study of art musics, as well as by ethnomusicologists, perhaps bmm of its
proximity to Wester culures.

Itis no surprise, then, that, regardless of its various theoretical orientations,
0 some outsiders, ethnomusicology appears as the study of the musics of the.
other. Indeed, in the Random House Webster's College Dictionary (1991: 459),
ethnomusicology is defined as ‘the study of folk or native music, especially of
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then organized into chronological sequences that were meant to represent the
at type of music.
by Curt Sachs in Geist und Werden der Musikinstrumente (1929; he noted
findings and t b

so-called ‘primitive’ populations. He then went on to investigate performance
s, which led him to the conclusion that the polyphony of the Fuegians
and Pygmies represented the level of development of ‘our prehistoric
ancestors” (Sachs, 194
The mx tmaorsudy w ical framework in th
19305 i f his
pmamm-n by developing a detailed linear model of the prehistoric
development of European polyphonic art music. Schneider claimed that the
structural parallels between early organum and Caucasian polyphonic singing
were far 100 striking to be completely coincidental. Therefore, in Geschichte
der Mehrstimmigkeit (1968 [19341), he organized the non-Western cultures of
tonal

the summit
of the system, the various (unintentional) forms of heterophony to be found
around the world were placed at the lowest level of the scale, while sub-
Saharan Africa, with

was said to represent the highest level. Eventually, the theoretical fwndallun\
nr ademia, as
ealiz ot smilar musiclcharacersics coukd derve from qute dmmc:
Creative processes and that these could only be ascertained
the cultural music in

question.

Amirrori view from

One of the most significant findings in ethnomusicology since the Second
Workd War was the ecogaition hat sound material sloe i insufficient to
achieve an adequat ‘music. As John Blacki din
o Msical s Man, a s hisiorian who loks only at recorded material
‘might interpret the occurrence of five-, six- and seven-tone scales in Venda
culture as the manifestation of a transitional stage, in which the music was
moving from a pentatonic system to a more complex heptatonic one. A closer
ook at the sociocultural factors surrounding the musical life of the Venda,
however, had i reed pipes |
before they adopted the pentatonic reed pipes from their southern neighbous,
the Pedi. For Blacking, therefore, behaviour and conceptualization constituted
spheres to be investigated by the ethnomusicologist:
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1 inds in Venda
. In asking h

but which of the music.

The origins of music that concern me are those which are to be found in the

psychology and in the cultural and social environment of its creators, in the
(Blacking, 1973: 58)

Blacking clearly realized that ot the
tial

ng. In
ns, one’s commonsense

have noted, not all musical
sysmms are based on harmony and melody, as in the West, and not every
culture operates according to the Wester idea of professional musicianshi
Indeed, Blacking noted that amongst the Venda, social, physical and musical
activities were so closely interwoven that all the members of the society were
musicians. Likewise, when comparing the role of personal emotional
expression in Western and in Venda music, he observed that, in the West,
individual expression i aed shove echuical maser, wheress the Veada

precision and it he p P

an encounter with very different ultural s

feeling.
Kerman's portrayal of Blacking suggests that Blacking turned to African
music because he was unable to find a place in his own culture. He

Blacking was in fact strongly rooted in the Western art music tr

of hi school I i ic was in the air at home
and at school. At ten, he gave his first solo keyboard performance, a recital of
Giles Farnaby pieces on his father’s virginal® (1995 2). During fieldwork
Blackng isteneto Alban Bery's Woszek and the compositions of Auton

¢ and o

153 musican who [becamel pmlesxmm] anmmrpologm (Blacking, 197

V). g his life, and he also
in he
Queen’s University
e reen o amostup o from
way in which it tinuously challenged by h

fieldwork. But Blacking’s objectives transcended the critical reflection of

i he aimed ata proje that for which

Kerman musical

universe of the Venda was caly & fint step in the process of ultimately
general

5. however, an inherent contradiction to this project: if, from a
culural etivis perspective, music can ony be underst0d i terms of the
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seminal investigations of their own Wester culture. What i significant about

their approach is that it challenges the assumption that one must be a cultural

outsider in order to observe the field from a distanciated perspective. Yet,

before embarking upon the ethnomusicological investigation of Western
ic, both Nettl and i

It could b argued thatthis pio iekdwork experience wasunimporant - and

p for the new. them
o view their own cultural Nt and Botian
s both put themselves inthe position of a distanciated emic observer (in
Nettl's case, a fictitious visitor from Mars), and, from that standpoint, they
strove to unravel the cultural assumptions underlying the musical universe
under investigation. At the same time, however, they could take up the
insider's efic viewpoint o validate their observations.

Vienna, he did not

perceive itas the city of Mozart and Schubert, but as a fascinating mixture of

various present-day cultures that include Viennese coffee-house music,

Hungarian dance bands, as well as Peruvian street musicians. Only when

viewed in a historical context does Vienna become the capital of classical
c yjor po 3

composed.

‘That researchers do not necessarily have to be outsiders is also confirmed in
Bruno Nettl's (1989b) article ‘Mozart and the Ethnomusicological Study of
Western Culture’. To verify the methods of his dicipline, he embarked upon
the new project by addressing the same questions that he had dealt with in his
study of the musical concepts of the Blackfoot Indians (19894).In an effort to
understand the main underlying concepts of the Western ‘musical universe’, he
adopted anthropological field methods and chose a reasonably small socio-
cultural unit or his investigation: an American school of music. By taking the
role of a Martian,

world. Within the music school, interest centres on composed music, and
composers are venerated almost as though they were sacred beings. The
“Martian’ is especially struck by the hierarchical ordering of composers and by
the dominant role of a very small number of the, the so-called ‘great masters’,
such as Bach, Mozart and Beethoven. These figures have a high rate of
appearance on concert programmes and their names are familiar in the wider
society. Furthermore,
10 the study of one of these composers and his (as most are male) music,
confirming the degree to which they are esteemed both within and outside
academia. Nett goes on o describe & number of riual elements that take place
within the
such as the choice of outfits, programme patterns and behavioural structures,
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and,

held.
Thus‘ such an approach can provde an importan bass for a more balanced
\ding of Western musical culture.

in Boston as well as in Rio de Janei Tokyolndlemsﬂ:m.
Yet, Jewish

Isracl, not to forg
and contextual specificities of the musical event. Even though a Beethoven

ply
one stting o the next. Although hese quarets, ke the works of al the great
‘masters, could be said m exist as absolute music inthat they can be separated
from any raphical location and their so can be
ideniified in a dlv:rsuy or setings,they do not constitute neutral eniis.
Rather This

becomes cvident when one noies the controverialreception of Richard
Wagner

Ethnomusicologists visiting historical cultures

Although involving
theandyofa i

h h. Giv sensibility for the

omn an elhnomlmcnlogm ho is undertaking the study of a Western
begin by focusing on past’

Although the interest in the musical other found its clearest expression in the
exoticism of Debussy and Ravel around the turn of the twentieth century, one
need only look at sources from the sixteenth to eighteenth centuries to see that
this interest was not a new phenomenon. As becomes evident from J.J.
Quantz’s Versiuch einer Anweisung die Fliie traversiere zu spielen (1752), for
instance, in the barogque era, the contrast between French, Italian and German
but also a matter of
theoretical reflection.” Other sources show tht there were circles at the time
that were extremely curious about other musics. For example, a fascinated
‘Telemann, who lived in the Polish region of Zary from |7n5 10 1708, did not
stay in Krakow,
he described the Polish traditions he encountered 45 music of ‘barbarian
beauty’ (Koch, 1982).
 Sysematlc descipions o frelgn music” wers sready sppearing n the
+Jacques Rousseau inese and
american ey i s Dicsomnone e ‘musique published in 1767, while
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William Jones published his study, On the Musical Modes of the Hindoos, as
early as 1784.8 Only recently have music scholars been turning to these early
works as researc
the tools and the theoretical background to undertake
historical musicologists have tended to be unprepared to deal with traditional
musics. However, in his investigation of Charles Fonton’s ‘Essai sur la
> (1751), 1991 how these
works may be a key to achieving a more nuanced understanding of these ras.
As one of the earliest European descriptions of Turkish music, Fonton’s study
is not only of historical
the musical thinking of the eighteenth century. This becomes evident in the
way in which Fonton presents the inadequacies of Western notation and the
ethnocentrism of his time.

Ethnomusicology in historical musicology

m h . but

a distanciated gaze can also be achieved through temporal differentiation.

“Thus, one could argue that the object of research within historical musicology

is also constituted by the musics of other cultures. The distance separating the
g

an the f the historical that
have shaped the mentalites of the past and the preset. Nearly two decades
before Bohlman (1991a), Blacking (1973: 67) had warned against the
dehistoricization of classical Western music. The occurrence of identical
msiclfigures n Benjamin Briten's War Reguiem and Gustav Mahler's Lied
von der Erde migh same feelings among audiences today, yet it
Should not b presumed tha thesc masica figures also had their Curent
‘meanings for listeners at the time of their composition, since the pieces were
composed under different sociocultural conditions. While Mahler's setting of
Chinese P fans Bethk portray a philosophi

Welischmerz, Britten’s War Requiem from 1961 referred to impressions of the
Second World War, created, as it was, for the rededication of bomb-damaged
Coventry Cathedral. As Blacking pointed out, the notion of a unified Western
musical tradition needs to be challenged, for besides the temporal dis-
continuities within the canon, one must also consider the discrepancies

madrigal and the Tehaikovsky symphony [no. 6] .. . And so1 find it hard to
accept that there has been a continuous musical tradition between England in
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1612 and Russia in 1893, in which certin musical figures have had
“The only .. would be that

of human physiology and psychology. (Blacking. 1973 68)

et Blacking went on sy tha,amongst he Venda, the pnlhem_\ of intervals
notes,
their musical univeral musical
‘meanings. However, the idea that historical cultures can be understood by a
. " o §

human universals that are equally valid from a historical perspective.
Nonetheless, an awareness of the *historical other" has been slow to emerge

firmly grounded dehistoricized orientation within Western music history to
dissolve, but also because the consequences of this new perspecive go far
beyond tudies

perspective it is likely that other musical genres that previously were
consciously ignored, such as popular musics and folk musics, would begin to
attract the researchers” gaze.” For example, in terms of musical artistry, the
simple, yet entertaining songs of the Musicalische Kurtzweil (Musical
Amusement), published by the relatively unknown composer Erasmus
‘Widmann (1572-1634) in 1611, cannot compete with the art music of his
contemporary, Heinrich Schiitz. However, Widmann's songs provide a
particularly revealing wmdﬂw into the mentality of the era. Their texts depict
everyday life and use ve ar language, with themes that revolve around
drinking, war, student | tunes

folksongs. Yet withn academia, th study of ‘small masters’ (Kleinmelster)
such as Widmann has been highly undervalued, even trivialized, in relation to
the investigation of such giants as Bach, Mozart and Wagner. Consequently,

in historical y
especially evident Wit the rie of what has come t0 be known 25 New
Musicology', an orientation that was at least party instigated by Joseph
“ontemplating Music (1985a). It s not, however,

possible as yet to fully assess the theoretical directions being generated by
“New Masicology'. Rathe thanacriica selfeflction, Kerman's crtgue of
in

d vers,
ic approach were nh:n combined

A
1999: x), while the calls for a more rel

\d methods of
musicology. Nicholas Cook and Mark Everist, in their preface to Rethinking
Music, claim that ‘[ilt would not be entirely unreasonable to complain that the.
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Carmen, for example, McClary represents the nineteenth-century aesthetic

could argue, Ihneforc mn i perpective i Jllsl s el theprevious,

Histoica e, without | lhe backlng of cunwmp\)nry sources 1o vmd.m o
itions.

s of various
fields of music scholarship. it is still not possible o speak of  true integration
of ethnomusicological methods and historical musicology. Along with its

perspective, i array
of methodological and thearetical resources to the new historical approach
faking shape within musicology. However,as Jonathan Sock (1999) has
emphasized, rarely for this
is that many musicology dcparlmenu simply do not luve the necessary

staff;

notes,a istori ot e
investi I footing with true change

will not oceur.

ete are, however, positive signs that transformations within the
ork of the discipline are under way. One example of this is
Nicholas Cook’s study Music: A Very Short Introduction (1998), which
portrays a broad twentieth-century musical landscape in which an orchestra
interpreting a Beethoven symphony is discussed in conjunction with such pop.
stars as the Spice Girls within the context of the modern mass media. Another
comprehensive approach was undertaken by the editors of The Garland
Encyclopaedia of World Music; in the volume dedicated o Europe (Ric,

2000), for example,
the network, consisti ional folk,
popular and art musics, and it also discusses the main conceptual orientations
of European high culture, such as the strong historical perspective and the
focus on single composers. Although the chapter titled *History of European
Art Music” (Schulenberg, 2000) might seem superficial to classically trained
researchers, it laces the music within a contextual framework. The musicis
* (that s, part
of the intemational Western educational canon and high art culure), bt s
landscape of

Dumerous micro-culturs, musical syles and contexs.

of overemphasizing the perspectives of other disciplines, such as popular
music wndies Whilethis may generue  shit n pecspective, it may 0ot be
helpful the multi-1

Wester art music. Yet, the book Rethinking Music, edited by Nicholas Cuok
and Mark Everist (1999), for example, already points to a more balanced
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structure, consisting, as it does, of chapters written by both historical

musicologists and ethnomusicologists. In this way, the book not only opens up

larger dimensions (for example, by looking at musical text in general or the

institutionalization of musicology), but also presents new ways of looking at

seemingly long-established topics, such as Beethoven’s symphonies that are,
tanc per P

carly music studies

While musicology is still struggling to establish new  perspectives,
performance studies have already made head-roads towards an integration of
rue in early

especially in baroque music performance. Despite Mendelssohn turning his
t. Matthew’s Passion in 1929 and instigating a baroque

revival during the

early barogue musi wasgenraly lien, and

ithad no presence in
historical styles, subsequent periods were also mlhcr condescending towards
the baroque era, perceiving it as overomamented and pompous. Indeed, this
view is embodied in the name given to the period: *baroque’. Coined around
1750, the term was probably adapted from the Portuguese barroco/a (lit.
“irregularly shaped pearl’) and conflated with the medieval Latin baroco that
described a kind of obfuscating syllogism (Costello, 1991).

During the 1960s and 19705 a few scholars and performers began tuning to
the pre-romantic periods of European music, establishing what came to be
known as the early music scene. This movement was confronted with the
‘problem of how to approach the historical other, for, s researchers engaged in
more detailed studies of early performance practices, they felt themselves
becoming increasingly alienated from the distant norms and behavioural
patern o the Historical culures they were investgating This was aiso

the criticisms levelled against the scene. Due to the rougher sound
coloar,qicte nstruments and sesmingly exaggersed plying echniques -
epitomized, perhaps, by Frans Briiggen's recorder-playing in the Messa di
Voces - th pesformers were ot aceused of musical extemism. Allough 0
classically trained ears, the overt effect of these performance practices verged
on the exotic, they were based on reconstructions derived from a diversity of
historical sources, including a range of early instruments, iconographic
representations and written scores as well as theoretical treatises and other
sources that i

‘Within the German early music scene during the 19705, two quite distinct
trends emerged, although both took extreme positions: one of these trends
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