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Mapping Out the Sound Memory of Beirut: A survey of the music of a
war generation

Abstract

Beirut today hosts a rather lively esubeultural music soene. Rappes, rock, death-metal juzz.
and electro-acoustic musicians, young Arabic singers, oud, qanoun nd rigd players and free
improvisers choase local and global sounds, hyths, forms and noise o express themselves
and heir connection 0 the nearer and broader social, cultural and politcal environment. They
organise their own small concerts for an ‘insider” audience, set up small music labels and.
Internet platforms, and try o pecwork with the music scene in Europe, the US or the Arab
‘World. Within Lebanon they hardly do not get any support from governmenta] and non-
‘governmental institutions nor do they get coverage from the local mediz. Nevertheless, these.
‘musicians, songwriers and composers, born and raised during the Lebanese civl war (1975
1990) and savwy about the new possibilitis for production and distribution in 2 digitalised.
and globalised world,are working towards a new understanding of rusical creativiy and
‘music culture in & country that is dominated by mass mediated pop music. Some of these.
artiss e trying 0 achieve o the musical level what the young people of the March 14 2005
demonstrations had hoped for, namely working i small seps towards a redefinition of
Lebanon. Unconsciously they challenge concepts of what s elocal» and «global» music.
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Towards a Typology of Vocal Personae

Philip Tagg

Université de Montréal

ptagg@sympatico.ca
Stream: Songs of Desire

After fifteen years of running popular music analysis seminars, often for students with no formal music training, it has gradually become possible to formulate ways of designating musical structure without using "musicological mystification", or, as I usually put it, "without having to know what a diminished seventh is". Nowhere is the tendency more clear than in expressions students use to phenomenologically label aspects of vocal expression, for example, to mention a few of the more colorful terms in alphabetical order: "acrobatic princess", "angry young man", "bedside gigolo", "bitch", "confidante", "death dog" (or "hound of hell"), "dolly bird", "good little girl", "harpie", "hicupping teenager", "lager lout", "nice young man", "realist raconteur" and "suicidal student". These and other recurrent vocal persona descriptors will be exemplified and discussed. Problems of teaching this part of popular music analysis and of creating a coherent terminology for these aspects of musical expression will be addressed. Notwithdtanding, the democratic necessity of finding adequate user-friendly descriptors for such phenomena, so tangibly central to most vocal performance since the invention of the coil microphone, will be advocated with considerable vigour.

Geoff Stahl

Victoria University of Wellington
<geoff.stahl@vuw.ac.nz>

In the creative life of the contemporary city, the relationship between cultural production and economic renewal has fostered new discourses of the self as well as new patterns of belonging.  Often understood by some as an ideal(ized) neo-liberal space, the contemporary city presents those involved in creative milieux--its artists, cultural entrepreneurs and others--with a new range of possibilities and attendant problems that are bound up in situations which are increasingly precarious.  This has been construed as symptomatic of a culture which valorizes risk as a work mode, a way of life, a necessary response to the casualization of the labour and changing definitions of work and the workplace, the withering away of tradition and its binding mechanisms, a hallmark of the post-social, the aestheticization of everyday life, etc.  Whether it is called “soft capitalism,” or “fluid modernity,” the situation is one in which the gravity of another economic regime has been occulted to make way for one that is supposedly “gentler,” “kinder,” “lighter.”

This paper addresses the unbearably lightness of “being urban” by considering a number of issues concerning artists in Berlin, particularly musicians, examinging the central role that Club Transmediale, plays in their networking activity and supplements strategies for survival in a fragile and fraught urban context.  Beginning with a short vignette of one musical performance, it is meant to work out the relationship between humour and play, what Erving Goffman has called the “unserious nature” of the game, as attitudes and behaviours which are a necessary part of making sense of the New Berlin.  The way in which this festival, now six years old, also contributes to the image of Berlin as a creative city is also scrutinized, as it raises concerns about how the notion of a creative city can be framed according to different interests which pose it as a problematic to which cultural activity might then orient itself towards and against.

Communicating the Collective Imagination: The Socio-Spatial World of the Mexican Sonidero
Cathy Ragland

Esther Boyer College of Music and Dance, Temple University

<catrag1@gmail.com>

Stream(s): Nation, Region City AND Technology & Industry

 

Among Mexican immigrant workers, the sonidero (DJ) emerges as a subversive and powerful figure in facilitating and framing individual agency within new social spaces, blurring boundaries that once defined "home" and "abroad." This paper considers the role of the sonidero in mediating connections between immigrants in New York and New Jersey and sending communities in Mexico. At weekend social dances in clubs and bingo halls -- featuring light shows, sound manipulation, and cumbia music -- sonideros talk constantly over the mix, reciting poetic shout-outs written on the spot by (mostly) undocumented and documented youth. CDs of each sonidero's set are duplicated and later mailed to Mexico. In the social dance space, the sonidero serves simultaneously as entertainer, as a vehicle for communication between distant parties, and as a quasi-heroic figure traveling the same migrant paths as many in his audience. Since most sonideros and attendees are from the southern state of Puebla, references to local villages are capriciously located in NY boroughs. Likewise, regional and national identities are equally "mixed-up" (i.e. "Puebla York" or "Manhatitlan"). Simultaneously in Mexico, dances are held in outdoor plazas (often financed by immigrants from the same villages), where residents of all ages compose shout-outs that are mailed to the US. In the sonidero-mediated social dance space, the exploitation of technology evokes a newly constructed social life in both the US and Mexico that is built on a shifting of location, sounds, and images. It disrupts borders, displacement, and marginality and bypasses the mainstream political economy of music and global markets.

Hearing as a Contact Sense
Anahid Kassabian

University of Liverpool

<a.kassabian@liv.ac.uk>

Stream: Songs of Desire/Popular Unpopular Musics

In this paper, I explore the possibility of thinking of hearing, and therefore music, as a contact experience. Beginning from the growing tactile experience of music that comes with high-volume sub-bass mixing, I argue that new musicology, based as it is in semiotics and narratology, cannot account for film, videogame, club and other musics that rely on sub-bass and surround sound technologies. Instead, a haptics of music, drawing on the work of such theorists as Deleuze and Guattari and more directly Brian Massumi and Laura Marks, might offer new theoretical paradigms for not only the study of these musics, but of music more generally.

Lyrics, Tunes, Arrangements: Putting A Song Together In A Tense Way

Silvio Augusto Merhy

Universidade Federal do Estado do Rio de Janeiro – Unirio

<simerhy@globo.com>

Stream: Popular and Unpopular Musics

Records have made easier to think over a musical issue as a document, not exclusively as esthetic object. Through song recordings it’s possible to decompose, recompose, analyze, extract components, etc., and most of all consider them as belonging to a vast social net. Putting together lyrics, tunes and arrangements transform into a question the task of classifying genres. Musical arrangements, as a kind of song frame, can displace the former sense of the combination lyrics/tune. Recorded songs of Tom Jobim and Vinicius de Moraes, namely “O morro não tem vez”, disclose contradictions and tensions in what is called Bossa Nova and make it a permanent question. 
Letras, melodias, arranjos das canções populares – componentes em tensão.

O registro fonográfico tornou mais fácil que se pense a análise de uma produção musical como documento, não só como objeto de apreciação estética. O gravação de  canções populares permite decompor, recompor, analisar, destacar partes, etc., e sobretudo pensá-las como objeto pertencente a uma rede social de amplitudes quase infinitas. O resultado da combinação da letra, melodia e arranjo transforma em questão a classificação dos gêneros. O arranjo musical, suporte musical da canção, pode deslocar e colocar em tensão a produção de sentido do conjunto letra e melodia. Alguns dos registros das canções compostas por Tom Jobim, como “O morro não tem vez”, revelam contrastes e tensões que tornam o que se classificou como Bossa Nova uma questão permanente. 

The Monterey International Pop Festival (1967): Visions of Peace, Love, and

Money

Charles Gower Price

West Chester University of Pennsylvania

<chasgprice@stanfordalumni.org>

Stream: Performance

The First Annual Monterey Pop Music Festival was the earliest significant rock festival, and it is well documented in D. A. Pennebaker’s short film Monterey Pop. Historically in the shadow of the larger Woodstock Festival of 1969 and Michael Wadleigh’s 1970 documentary film Woodstock, in many ways the Monterey event is a truer expression of the hippy sensibility of Northern California’s “summer of love,” and Pennebaker’s film provides consistently better musical performances. In contrast to rural upstate New York, Monterey was a venue well prepared to host such an event—albeit for a smaller audience. Thirty-one acts performed, with San Francisco, Los Angeles and New York bands well represented. Unlike Woodstock, soul music was part of the mix.

Both the audience and the participants—melding together in ways not possible at Woodstock two years later in 1969—were peacefully celebrating the anti-Vietnam War movement, open drug use, hippy fashion statements and sexual freedom credos of the blossoming counter culture of San Francisco that were being heard about around the world. Representing the U.K. were Eric Burdon, The Who, and The Jimi Hendrix Experience, and world artists with performances by Hugh Masakela and Ravi Shankar. A significant outcome was that major American record companies eager to cash in on the new psychedelic rock quickly signed up Janis Joplin, Jimi Hendrix, Electric Flag and The Who. 

Maybe The Music Industry Has Gone “Crazy?  Probably…”: A Discussion On The Internationally Acclaimed DJ and Producer, Danger Mouse, and His Contribution To The Re-Configuration of The Industry of Today and The Future. 

Sharadai Rambarran

University of Salford

<shararambarran@yahoo.co.uk>

Stream: Technology and Industry

Keywords: Technology, authorship, industry, consumption, copyright 

The blurred distinction between the Adornian spheres of music has gradually strengthened over the last few decades.  A current contributor to the developments is Danger Mouse (Brian Burton).in 2004, with the aid of digital sampling, he ingeniously blended the Beatles’ The White Album and Jay-Z’s Black Album and called it The Grey Album. Danger Mouse was notoriously handed a cease and desist order by EMI for not asking for copyright permission. Ironically in 2005, he worked for EMI to produce the Gorillaz’s second album Demon Days.  The first single from that album made the top chart position that was based mainly on the purchasing of downloads.  in 2006, Danger Mouse had his status acknowledged again with the band Gnarls Barkley.  The track ‘Crazy’ was instantly a number one hit (UK) which was achieved entirely through downloads a week before the actual release of the single.

This paper will focus on the authorship, copyright, ownership and musicological issues of the Grey Album.  It will also explore how his other works have made an impact on the audience through technological consumption, such as the Internet (e.g. ITunes).  This will raise questions about the industry such as: Are certain established industry structures now in decline? Have unrelated sources of the music industry (e.g. websites such as ‘My Space.com’) replaced its tools with the consequence that musicians and producers like Danger Mouse now have control of them?  and, who will be in control of recognising creative music in the future, the industry or us?
The Performance of the Fado Singer: From Oral Tradition to Media

Heloísa de A. Duarte Valente

Instituto de Artes (Unesp) São Paulo, Brasil

<whvalent@terra.com.br>

Intended Stream: Songs of Desire

Keywords: song; mouvance; nomadism; performance; fado; semiotic analysis

Carrying on an investigation in which I develop the idea of “media song”, that is, the kind of song that is associated with electronic technology, I will describe, in this paper, how an old tradition like the fado song has been converted into another modality of song, after being absorbed by media (recordings, TV shows, radio programs). in observing this unique genre, I will focus on some aspects of song performance, specially: 1) the role of the microphone in the changes in performance tradition and conception: the microphone made possible a new way of singing (e.g., the "soft" crooners, in the 30’s), in opposition to the previous operatic models (e.g., Enrico Caruso). On the radio, this “soft voices” converted unknown bodies into lovely imaginary idols; 2) the very importance of record as a means of learning the way of “styling” (“estilar”) the melody phrasing and ornamentation: if in the times of Marceneiro versification and improvisation presupposed the model of oral tradition, nowadays, the singers of “New Fado” (“Fado Novo”) declare to have learnt fado performance listening to domestic records, Amália Rodrigues’ ones, in particular. Considering fado as a privileged example of “nomadic” genre, I will found my analysis on the concepts of “mouvance”, by Paul Zumthor and “territorialized/ nomadic” musical genres, by Ramón Pelinski 

Stepping in Cyberspace: Salsa Dance and the Hypertext

Sheenagh Pietrobruno

Fatih University

<sheenagh_pietrobruno@yahoo.ca>

Stream: Technology and Industry 

Keywords: Salsa Dance, Hypertexts, Standardization, Diversification, Orality 

Popular dance practices that were  once only disseminated through lived oral communication are presently being transmitted  to the globe in the form of  hypertexts. Popular “street” style salsa, for instance, has most notably been transmitted through the minds, bodies and memories of dancers: this style has generally not been recorded in texts or notation. Having developed through lived oral contexts outside of textually- regulated rules and codes, the “street” style is consequently characterized by a myriad of evolving styles rather than a fixed denoted standard. Until the rising popular use of the Internet ( about 2000), the “street” style or styles had not been standardized through written regulations as are the Latin American dances of the ballroom tradition.  This paper examines if the dissemination of salsa in hypertexts leads to an  increased standardization or whether the renewed orality of the Internet furthers the diversification of forms that resembles the development of cultural diversity of lived oral contexts. This analysis draws from a virtual ethnography of various popular salsa dance sites. 

A Consequence of Popular Choice in Turkish Popular Music; Phrygian Mode

Songul Karahasanoglu Ata

Istanbul Technical University, Turkish Music State Conservatory

<atason@itu.edu.tr>

Stream: Songs of Desire

Keywords: Turkish Popular Music, Phrygian mode, Kürdi maqam, social transformation.

Popular music has been greatly affected by the richness of traditional music in Turkey. This effect can easily be seen in their maqams, rhythms and styles. When we look at the properties of contemporary pop-music scales from the beginning of the 1980s, the Phrygian mode, which is frequently used in Spanish music and also among many countries of the Mediterranean, started to be used in Turkish pop music and it remains very popular until this day. The Phrygian mode is the same as the kürdi maqam, which is one of the basic maqams of traditional Turkish music. However it does not carry other maqam characteristics.

There are several reasons for the increasing use of the Phrygian mode. Firstly its structure gives it an oriental sound which is familiar to Turkish listeners. Secondly it can harmonize with a major scale. Also the increased popularity of the Spanish guitar (and thus the melodic sequences typically used there on) has influenced the choice of scales. 

in this presentation, the characteristics of the Phrygian mode and the Kürdi maqam will be introduced and compared. Examples of such works will be given and with the aid of audio materials, it will be shown why this mode has been so embraced by the public and composers alike; how it is used; how it is harmonized and how it became so popular. 

Learning for Fame: Performing Gender and Sexuality on Television

Hillevi Ganetz

Centre for Gender Research, Uppsala University

<Hillevi.Ganetz@gender.uu.se>

Stream: Performance  

The discussions about the performance of male and female artists have been numerous the last decades, especially since popular music of today is increasingly often disseminated through visual media such as music video and television. Such debates often focus how individual artists represent gender and sexuality, but rarely situate these representations in a social and cultural context. However, representations of gender and sexuality are “learned” and constructed in an iterated cultural process. in order to study this “learning process” leading up to the actual performance on stage, this paper analyses the Swedish reality TV show Fame Factory. 

Fame Factory is a talent search series with many similarities with Pop Idol. The big difference is that the audience is allowed to follow the young artists in spe in the Fame School. There they learn to sing, perform and dance, but they also learn to perform masculinity, femininity and sexuality, even if this is not outspoken. Through a close analysis of some central scenes of this reality TV show, this paper will discuss how gender and sexuality are learned and performed. The analysis will point out how the performances rest on a highly traditional conception of those categories, but it will also assert the many transgressions, especially concerning sexuality, that undermine hegemonic structures.

Shady Spaces of German Selfhood: Memory, Liminality and Performativity in the East-German Gothic 

Isabella Van Elferen

Utrecht University

<isabella.vanelferen@let.uu.nl>

Stream: Performance

Eastern Germany has a large Gothic scene. Parents and authorities have expressed their worries about the increased number of suicides and occultist rituals related to the Gothic in eastern Germany. Such incidents are ascribed in public opinion both to the social circumstances in the “new” German countries and to the internal forces of Gothdom. 
This paper investigates the specific characteristics and internal dynamics of East German Gothic milieus. Taking the psycho-social situation of young East Germans as a starting point, the aim is to investigate the Gothic as a culturally critical performance. Many outward characteristics of the Gothic, such as neoromantic Weltschmerz, isolation and aversion against consumerism, are directly in line with the depressing psycho-social circumstances that these Wende-Kinder live in. Much more than in these superficial similarities, however, the deeper attraction of the Gothic for young East Germans lies in the genre’s historically developed function as a tool criticising cultural dichotomies through a radical incorporation of ambivalence. As such, the Gothic does not only offer East Germans an immersive form of escapism and collectivity, but moreover enables them a critical stance in the shape of embodied liminality.

The paper will focus methodologically on the performative aspects of memory and identity. Combining East German political and social dissatisfaction with Gothic irony, myths and masquerade, being Goth in Eastern Germany is simultaneously expression and cultural performance. Examples taken from bands such as Sandow and Rammstein will illustrate the manifestation of these subcultural developments in texts, music and image. 

Performing Masculinity: The myth of Rammstein

Ilona van de Bildt, Ilona 

Utrecht University 

<ilonavandebildt@hotmail.com > 

Stream: Performance 

Keywords: Gender, Myth, Spectacle, Music video, Identity

This paper explores how the spectacular performances of Rammstein include the construction of masculinity as a marker of their musical identity, and part of their celebrity.

One of the most striking (and controversial) aspects of Rammstein’s imagery is the use of irony, which makes it difficult to interpret their music and images. The private lives of the Rammstein band members are also left to the imagination; very little is known about who they are. And so the myth of Rammstein is created; the myth of 6 ‘real German men’ who make loud music. But what does this notion of ‘real German men’ mean? Do we actually know what it is? How does their gender performance add to the myth?

In order to answer these questions, the 3 most famous videos by Rammstein will be analysed: “Du Hast”, “Sonne”, and “Ich Will”, thereby aiming to go beyond stereotypical notions of masculinity. Therefore, theoretical notions such as Jacques Lacan’s concept of the male parade, Laura Mulvey’s notion of the gaze, and transformational ritual in music video as proposed by Lisa St Clair Harvey will be considered, as well as the relation of this gender performance to the concept of the ‘male crisis’.

 

The Unpopular of Popular Music – The Popular of Unpopular Music: On Postmodern Dialectics in Popular Media Culture and its Perception within German Media Cultural Studies

Christoph Jacke

University of Muenster

<jackech@uni-muenster.de>

Stream: Popular and Unpopular Music
in my paper I will try to show that you can find the same paradoxies when observing phenomenons of popular culture with popular music as maybe still the centre of popular culture. Both seem to operate via a central difference of old versus new or established versus revolutionary. Popular culture as well as popular music needs to be conservative on the one hand. On the other hand, they permanently have to change (but will never be overthrown completely). This leeds to the phenomenon of a constant change within the remaining field or system. Although this mechanism seems to be crucial for all aspects of a media culture society, media, especially German cultural, media and communication studies still neither deal with nor develop media theories which help to explain the role of this change within the ‘unchangeable’.

Therefore, my paper argues that socio-cultural constructivism – especially its precise definitions of media, communication and culture and its production, distribution, perception/consumerism/usage and (new) reproduction– can help to analyse the complexity and the dynamics of popular culture and of popular music. According to this approach, culture can be theorized as a kind of virtual programme (neither computer nor television programme!). This programme orientates individuals and groups by interpretations of crucial standard norms and rules of a media society. Beneath the surface of this programme as a whole, different parts can be found: one main programme and sub programmes which I call main (popular) and sub (anti-popular, unpopular). They function in all social systems (like popular music) and are articulated and offered mainly to public spheres via media i.e. communication means, media institutions, media technology, and media offers. When main and sub(s) start to interact, this can lead to a change of values first and to a change of the categories of differentiation (to mention only some of the standard categories: gender [male/female], direction [left/right; upwards/downwards] etc.) within the main programme later on. This means that a social field can never be generalized as subversive. For example, popular music culture functions as a programme within the main programme of culture and with its own mains and subs. Looking at the concrete phenomena of popular music, one can find out whether they belong to a main or sub programme. But popular music culture will never be mainstreaming or subcultural in general.

Cultural Programmes can only change when individuals within subcultural programmes (subcultures, for example within popularf music, e.g. punk rock, post rock or hiphop) start to create revaluations which not only are meant and used by them but also spread into the main programme. If individuals or groups re-evaluate or build up completely new values and convince a significant number of people, one can talk about creativity within popular music. Therefore society can learn from members of subcultural programmes (subcultures like within popular music) how to (at least try) to change the main programme. Media cultural theorists can observe this phenomenon particularly within the symbolic battles of popular culture. and from these battles we can learn a lot about the social management of change sensitivity and speed. For this reason one has to examine the popular of the unpopular music as well as the unpopular of the popular music.

‘You can win if you want’ - Dieter Bohlen and the Concept of Self-similarity

Silke Borgstedt

GIM Gesellschaft für Innovative Marktforschung

(Institute for Innovative Market Research)
<s.borgstedt@g-i-m.com>

Lutz Fahrenkrog-Petersen (Berlin)

Forschungszentrums Populäre Musik an der Humboldt-Universität zu Berlin

(Research Centre for Popular Music at Humboldt University Berlin)
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Stream: Popular and Unpopular Music

Dieter Bohlen, one half of the former pop duo Modern Talking, is one of Germany’s most successful producers and composers of pop music. But as a person of public interest he is even more: One of the most polarising. 

Our paper aims to explain:

· why selling millions of records with music nobody seems to like is possible

· why being loved and being hated is not necessarily a contradiction

· what success has to do and not to do with popularity 

· how public rejection enhances well-known-ness 

It will become clear that Bohlen’s success is maintained by applying a specific form of brand management which enables to remain present in public and supports the production of  continuous news value via subtle variations of the core components. The referring musical model will be outlined and the dynamics of switching between the positive and the negative side will be exemplified. This also pertains to Bohlen’s concept of being male – respectively – anti-male with regard to the resulting provocative pleasure the audience takes out of this. Finally, this leads to the evaluation of his star status by taking a closer look at the interplay of representing the hero and the anti-hero. 

Our interpretations and conclusions are based on theoretical approaches from cultural and gender studies, analyses of the musical structure and Bohlen’s public image in the media. 

New Age: Tecnología y Sentido en la Música Contemporánea

José Miguel Ordóñez Gómez

Escuela Nacional de Música. UNAM.

<dejomi@servidor.unam.mx>

Stream: Tecnología Musical

En estas páginas se aborda la música New Age y su relación con el proceso de hiperindividualización de la sociedad occidental, esto último entendido como la desaparición de la subordinación de lo individual a las reglas colectivas; el individuo y no la comunidad como valor fundamental de la sociedad. Intenta establecer cómo se materializa dicha relación en la creación, el consumo y la percepción de la música actual y su correlación con las nuevas tecnologías del audio.

El fenómeno del New Age evidencia un cambio sustantivo en la manera como se escucha y se crea la música a través de las nuevas tecnologías del audio. El sampleo ha permitido la apropiación de otras músicas, extrayéndolas de su contexto original, para situarlas en una estética “sin profundidad”. Es una nueva estética posmoderna donde la creación musical es un pastiche, un colage, una yuxtaposición incluyente de sonidos que no muestran ni desarrollo, ni intencionalidad definida. Esta estética que vuelve más ambigua la interpretación de la música por el escucha es un resultado premeditado, se trata de darle un carácter indeterminado para adecuarse a los fines que el escucha quiera interpretar. No la música como una expresión deliberada del compositor, no como un significado definido, sino más bien como un contenido “a la carta”.

El escucha actual es activo en la búsqueda de una experiencia auditiva en particular y no de un mensaje impuesto por el creador. Así desde los reproductores de discos LPs, la grabadora de cassette, la miniaturización del walkman hasta los formatos digitales como el MP3 han contribuido a hacer de la música parte del la llamada tecnología del ego al participar de la “cultura del control” individual del entorno.

Todo ello da como resultado que el New Age no sea un género musical, entendiendo género como las similitudes y afinidades que hacen que algo se pueda incluir dentro de un grupo, sino más bien una nueva manera de construir la realidad, expresada culturalmente en la forma como escuchamos música. 

Globalidad, Posmodernidad, Hiper-individualidad,  Tecnología Digital, son procesos que afectan la creación musical. Cómo se refleja y qué impacto tienen en la música, es el tema de este ensayo.   

‘AMERRRIKA IST WUNDERRRBARRR’: Radio Goethe’s Cultural Export of German Popmusik to the United States Between Distancing Mechanism and Cultural (Re)Presentation

Till Krause

San Francisco State University/Friedrich-Alexander Universität Erlangen-Nürnberg

<Tkrause@sfsu.edu>

Stream: Nation, Region, City
Keywords: Germany, National Identity, Popular Music Export, Cultural Flow, “Americanization” 

The research presented here is designed to investigate an example of Germany’s export of contemporary popular music as state-sponsored promotion of its national (pop) culture. San Francisco’s weekly radio program Radio Goethe -The German Voice, which distributes popular music from Germany to English-speaking audiences, is explored. The purpose of this program is to portray a modern Germany and to arouse interest in the country. The weekly 60-minute series began airing in 1997 and is financed by the German consulate and the Transatlantic Program of Germany. Radio Goethe is broadcast on over 30 college radio stations in the USA, Canada, and New Zealand, and in 2004 the German creator and host of the series received a high civil award (“Bundesverdienstkreuz”) by the German government for his intercultural work. I will critically examine presentation, style and (language) choice of the music. The results of qualitative research on the meanings that 26 listeners assign to the music are presented, based on questionnaires and focus group interviews. How do they perceive Germany through the music? How do non-musical context parameters change when Rammstein, Kraftwerk or Nena are elevated to cultural ambassadors? The research is framed within existing debates about the relationships between popular music, national identity, cultural representation, and state supported music export. Data from interviews with the founder of the show and the cultural ambassador of Germany in San Francisco are analyzed to clarify the goals of and assumptions behind the radio series. The overall argument advanced here is that Radio Goethe targets a very specialized niche audience which actively constructs ‚Germanness’ in popular music and uses the music as a distancing device from the „dominating“ (or even “Americanizing”) musical culture of the United States. 
On the Other Side of the River...: Diaspora Frontiers and Industry Limits 

Rosario Radakovich

University of the Republic of Uruguay

<rosario_radakovich@yahoo.com>

In February of 2005, Jorge Drexler, an Uruguayan popular music singer received the Oscar Award to the Best Original Song. The song, named “On the other side of the river” was a part of the film “The Motorcycle Diaries”. It was the first such award ever to go to a Spanish language composition. Thus, it was the first Oscar ever to be awarded to a Uruguayan national. 

At the same time, the Academy announced that the song will not be singing by the uruguayan singer. To sing this song the producers looking for different Latin American and Spanish prestigious and commercial artists. Finally, the Academy decided that Carlos Santana and Antonio Banderas sing the song in the ceremony of Oscar Awards. 

Both decisions had international notoriety and they produce a debate between the Latin Americans and U.S. artists. in the ceremony, when Drexler heard his name called onstage, he decided to sing a part of the song. The debate about the Oscar Award and who has to sing the song reached to the public opinion in the region of the South of Latin American, especially in Uruguay. 

Latin America is experiencing an important migration of population to the United States and Europe. Uruguay in particular is the country that has the higher percentage of people out of the country in the continent in relation with the total of population. Jorge Drexler is an example of the Uruguayan diaspora and the new generation of Latin American “alternative” popular “glocal” music. 

Different approaches in the sociological and anthropological Latin American tradition (García Canclini, Martín-Barbero, Ortiz, Achugar) shows how the Diaspora and the new multicularist and hybrid societies changes the ways to understand the cultural identities and new imaginary in the nations and how the music and the cultural industry is increasing their importance to reconfigure this identities (Yúdice).  

The paper will analyze how popular “alternative’ music in the news generations of Latin American musician -like Drexler- could be an instrument of cultural identity and social recognition of the diasporic and multiculturalist  context in Latin America. in this sense, popular music is in relation with new ways to understand “what is to be a Latin American” 

beyond frontiers and nations. Thus, how popular music can rethink the connection between the autochthonous and the foreign identities in a diasporic context?     

Multiculturality and “hibridization” are the keywords of the new time in Latin American. The new codes of Latin American “alternative” popular music are changing the ways that national identities are defined traditionally. At the same time they express the contradictions of the culture’s integration. 

The debate about the Drexler award is an example of the complexity of the social integration in America and the rol of the “non commercial art” in the new cultural identities and in the cultural industries.

How we can talk about a Latin American identities in the diasporic contexts?  

How artistic activities like popular music and cinema help to re-think and re-create Latin American cultural identities without frontiers?  

How difficult is the integration of this new way to understand the Latin American art to the Latin American cultural identities? 

What kind of problems have this kind of popular art to be legitimate in the international market like a representative of the Latin people without boundaries? 

The paper will analyze how the Latin American music is a powerful mechanism of cultural and social recognition of new identities beyond boundaries and borders in the national countries and the tensions to be integrated in cultural globalization. in this sense will be analyzed the claim of the folk and popular music in front of the commercial cultural industries.

is important too, explore the differences between the most famous and commercial Latin American artists and the emergence of new and alternative artists. At the same time, is necessary to analyze the consequences of alternatives styles and messages in the cultural industries and the Latin American identities. 

The paper will analyze the debate of the Oscar Award doing a content’s study in a  qualitative perspective. 
Sh(r)edding Historical and Cultural Boundaries: The 80s Shred Guitarist as Gender Paradox and Contemporary Parachronism
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While recent scholarship has examined aspects of heavy metal and gender, it typically attends to the mainstream or subculturally legitimised stream such as “death metal” or “thrash”, effectively overlooking an intriguing stage in the development of metal: mid- to late-eighties “shred guitar”.  Shred relies heavily on the performed embodiment of virtuosic musical gestures, a performance style that was much maligned and effectively muted with the rise of the “alternative” aesthetic in the early 1990s.

Through Judith Butler’s understanding of gender performativity, we argue that the shred guitarist is an author of a fluid and unstable theatrical ontology that subverts normalised conceptions gender.  While acknowledging the musical diversity within shred, we suggest that cultural conceptions of masculinity at the advent of the post-Cold War era, and concomitant discourses of “liberation”, ultimately undermined the male guitarist’s opportunity to subvert gender stereotypes in guitar-based rock.

Furthermore, the encroaching cultural hegemony of early-90s “alternative” rock, which constructed a more “stable” masculinity that emphasised disinterest and detachment and vitiated the performance of virtuosity, fomented a misunderstanding that shred, and “shredders”, simply ceased to exist. Recently however, artists such as Chris Impellitteri, Marty Friedman, and George Lynch are capitalising on the increased popularity of websites like MySpace as promotional avenues. These “reincarnations” problematise our understanding of shredders as cultural relics, recasting them as paradoxical figures who index a particular historical moment while actively creating the present. More broadly, this paper examines how popular audiences effect and are affected by shifts in gender performativity, and how these phenomena are intrinsically tied to our understanding of the “periodisation” of popular music history.

Re-Inventing the Phallus: Madonna and Female Masculinity
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In a successful career that spans over twenty years, Madonna has drawn much attention to issues of gender, sexuality and ethnicity, often problematising those structures that Western societies take for granted. Having attracted considerable attention in academic circles since the 1980s, Madonna’s relationship with feminisms has been highly controversial. Hailed by some as a postmodern heroine of the feminist struggle and dismissed by others as a self-proclaimed boy-toy moved only by financial ambition, the motivation behind her gender-bending strategies is still an intriguing aspect of her work. 

This paper examines her recurrent and playful relationship with phallic imagery in order to explore whether these performances are part of a shallow, sentationalist spectacle or part of a more committed project to challenge existing social structures. The paper looks retrospectively at her career, from the early video ‘Borderline’ (1984), through the infamous crotch-grab of the ‘Express Yourself’ video, to her recent collaboration with Britney Spears in ‘Me Against the Music’ (2003). Using this material, we question the extent to which Madonna’s deployment of phallic imagery can be understood as an attempt to perform and appropriate masculine power, and the extent to which it may form part of a feminist strategy. Moreover, the paper argues that Madonna’s playful insistence on phallic imagery draws attention not only to the constructedness and performativity of masculinity and of gender as a whole, but also to the precariousness of a social structure that relies on difference.
Voto Por Voto, Casilla Por Casilla: Music of The Civil Resistance Movement For The Defense of Vote  (México, 2006)
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The aim of this paper is to analyze the role played by the different musical expressions aroused from the civil  resistance  pacific movement,  a movement whose objective  was the demand for clarification of Mexico’s recent elections of July 2006.  Under the motto “voto por voto, casilla por casilla” (“vote by vote, polling station by polling station”)  this civil movement demanded the recounting of every suffrage in order to provide the election’s official results with enough certainty and thus clean the elections.  Among the most important actions of the movement three massive protest marchs, and an impressive six-week standoff on the city’s principal roads, which turned into a cultural and artistic corridor, must be mentioned.  It was in this context that several different musical expressions arouse trying to provide solutions to certain social needs such as to counteract the political bias of media, to enhance cohesion among the different social and symbolic universes taking part in the movement, to withstand the harsh living conditions during the standoff, to encourage political debate, and to make of activism a pivotal affective experience, just to mention some.  

Nets Conception and Its Usifulness in The Study of The Popular Musics
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The comprehension of the historical processes related to the popular music has been one of the main challenges of the musicology. The preponderance of the oral transmission, the direct incident of severeal “extramusical” phenomena, the high level of inestability or the ephemeral character of a lot of genders or styles that form this musical space, demand flexible approaches but with solid basis.

This present work proposes itself to reflex, throughout the tumbao — entity of wide projection in the cuban popular dancing music —, about the application of basic principles and categories that come from the general conception of nets in the musicologic analysis. Such heuristic resources are revested overall in a multidimentional space-temporal conception, even as in the contextualization and connective relations among different musical phenomena, and their socio-cultural surroundings. in this way, the generalities and particularities of the studied processes are useful in order to guide the analyst of a creative way throughout the uncertain universe of the popular musics.

Pachuco polkas ponqueras: The Emerging Sound and Politics of Conjunto 

Punk Rock in the Tejas Borderlands
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The musical-cultural synthesis of Conjunto/Norteño and Punk Rock in Tejas is the merger of global popular subculture and Texas Mexican identity. Historically, Conjunto/Norteño musicians have hybridized with other folk genres such as mariachi, zydeco, blues, R&B, and country to contemporary sounds such as pop, hip hop, and now hardcore punk rock.  My research will not represent an evolution in sound or an extended linear chronology of conjunto/norteño and punk rock, but of fluctuation; instances of musical movement away from standardization and tradition.  

I will emphasize important, transnational musical collaborations between conjunto legend Flaco Jiménez and The Clash and Los Tigres del Norte with Maldita Vecindad as contributions to the emergence of Conjunto Punk. My primary focus will analyze the sound, politics, and activism of San Antonio, TX band, Piñata Protest, a group who utilizes the accordion as central melody with standard amplified and distorted rock instrumentation.  Piñata Protest’s sound, a Texas Mexican aggressive groove, is an archetype of Conjunto Punk expression, identity, and anti-establishment ideology for alternative Chicana/o youth in Tejas.

Reclaiming Research and Sound of Mexicano/Chicano Musical Expression in the U.S.: Contemporary Issues and Investigations in Chicana/o Ethnomusicology/

Estereotipos “nacionales” en la música popular española de los años sesenta: entre la representación y la negociación
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Nuestro trabajo se enmarca en el análisis de los procesos de construcción de significados identitarios a través de las músicas populares. En la década de los ‘60, en España se articularon complejos procesos de negociación de significados de muy diversa índole (generacionales, clasistas, políticos, regionalistas o nacionalistas), en los que participaron variados agentes sociales. La música popular española, como parte de estos procesos, presenta una gran variedad de propuestas sonoras. 

Sin embargo, hay una serie de estereotipos melódicos, armónicos y rítmicos, y formas de componer (fundamentalmente los procesos de variación temática y tímbrica a partir de temas de procedencia popular o entendidos como “nacionales”) que, a modo de corriente transversal, están presentes en muchas músicas de los sesenta, aparentemente dispares y dirigidas a diversos sectores de la audiencia: se trata de unos estereotipos sonoros que se habrían convertido en discurso “nacional” tras una negociación secular verificada en diversos géneros y ambientes. 

A través de algunos ejemplos musicales, demostraremos que tales estereotipos estaban presentes no solo en músicas ligadas a la tradición, como la copla, en la modernizada canción melódica o en la rumba, sino también en otras tendencias más claramente inspiradas en modelos foráneos, como el beat, el pop-rock instrumental o el rock “progresivo”. El intento de actualización y adaptación de dicho discurso sonoro obedece a la necesidad de la España franquista, en proceso de cambio económico, social y cultural, de abrirse al exterior pero sin perder unas raíces claramente identificables por la audiencia a través de ciertos símbolos musicales, obviamente construidos y probadamente eficaces.

“National” Stereotypes in Spanish Popular Musc in The Sixties: Representing or Negotiating Meaning?

Our paper deals with the study of identitarian meanings (national meanings) constructed through popular music. During the sixties, in Spain, a great variety of complex negotiating process in order of construct different identities were articulated (class conscious, politic, regionalist, nationalist, generational), participating an important number of social agents. Spanish popular music, as a part of these processes, presents an interesting number of sounding proposals.

However, there are a number of melodic, rhythmic and harmonic stereotypes, and besides certain compositive methods (thematic and colour variation, departing certain themes of popular origin, or else assumed as “national”) that, as a transversal stream, are present in much sixties music, apparently very different and also addressed to different audiences: a number of audible stereotypes that had become a “national” discourse after a secular negotiation carried out in different musical genres and enviroments.

Through some musical examples, we’ll demonstrate that those stereotypes were present not only in certain types of music linked with the tradition, such as the copla, the melodic chanson (conveniently modernized) or the rumba, but also in other trends more clearly linked with foreign models, such as the beat, instrumental pop-rock and even progressive rock. The attempt of update such an audible discourse can be explained if we think in Franco’s Spain, a country that was immersed in a global changing process (economic, social and cultural), trying to open to foreign trends but without losing its national roots, clearly identified by the audience through certain musical symbols, obviously constructed and efficient.
El ‘Neo-Folklore’ en Las Programaciones de las Emisoras de Radio de Venezuela
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Palabras clavess: ‘Neo-folklore’, ‘Payola’, la Radio, Programación, ley ‘Resorte’.

La expresión ‘neo-folklore’ como género de la música venezolana a propósito de la instauración en Venezuela de la Ley de Responsabilidad Social en Radio y Televisión –ley ‘Resorte’-, ha generado una serie de distorsiones en la música popular y de tradición oral, y ha impactado en la producción y consumo de la música popular, como consecuencia de esta exigencia legal y de los intereses comerciales de la Radio, situación que se hace notoria en el condicionamiento del gusto del radio-oyente, así como la ausencia de verdaderos cultores de la música Popular y el Folklore en la programación. La investigación evidencia una sobre-exposición de figuras y agrupaciones emergentes de dudosa calidad, así como el resurgimiento de la ‘payola’. La metodología consiste en la grabación y sistematización estadística de la programación de las cuatro emisoras principales de la radio venezolanas, revisión de sus propuestas musicales, análisis musical, análisis del texto de las canciones, análisis de programación. Entrevistas estructuradas y semi-estructuradas a informantes claves. La investigación está en proceso y forma parte del Doctorado en Cultura y Arte del Pedagógico de Caracas -UPEL-.

Favor ver página siguiente contentiva de la traducción del resumen. Please see next page for abstract translation

Neo-Folklore in Venezuela’s  Radio Stations Broadcast Programming.

The expression “neo-folklore”, as a venezuelan music genre, has generated a series of distortions in the popular and oral traditional music as an aftermath of  the passing of the Social Responsibility Law, also known as “Ley Resorte”, which rules   Radio and Television broadcasts. Neofolklore has had great influence in the production and consumption patterns of popular and traditional Venezuelan  music  by  bonding the present legal requirements with the commercial interests  of the radio broadcasts industry.  As a result, radio listeners musical taste is actually being biased. True popular, traditional  and folk artists are mostly absent in radio stations shows. The present  research  monitors the over- exposition of new artists and emergent music ensambles  of doubtful authenticity, it also  enquires about the resurgence of the Payola. The methodology used in the present research is  based on the following investigation traits: systematical and statistical recording of four  selected Venezuelan  radio stations,  review of their musical proposals, analysis of the music and  text of broadcasted songs, analysis of programming charts layout. Finally,  structured and semi-structured Interviews with key Radio Stations personalities will be done. The present research is actually in progress and  is part of the requirements to achieve a doctoral  degree in Latin American Culture and Arts at the UPEL-IPC (Universidad pedagógica Experimental Libertador) Caracas, Venezuela.

Keywords: Neo-Folklore, Radio broadcast, Payola, “Resorte” law, Radio station programming
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Popular music is used in many contemporary film soundtracks, and a growing field of study reflects its increasing presence.  Within this body of work, authors such as Jeff Smith (1998, 2001) and Anahid Kassabian (2001), argue that popular music has specific consequences for how audiences receive the films in which it is used.

To date, there has been no empirical research to explore these claims, and so I am currently undertaking an audience reception study that will investigate what it means for people to hear and relate to popular music in ‘rom-com’ soundtracks.  While developing the project’s fieldwork, I have had to confront some limitations in Smith’s and Kassabian’s work (among others) in terms of how one conceives of talking to actual audiences about their experiences of popular music in films.  For example, Smith’s useful assertion that audiences draw on foreknowledge when they encounter pop songs in film seems to be based on a narrowly defined conception of ‘knowledge’, with little space for personalised ways of ‘knowing’ and relating to a song, nor for any strategic processes in which the viewer might engage to deal with several different associations they may hold about a song. 

In this paper I will outline these issues and explain how I have attempted to overcome them in designing my fieldwork.  I will also present some preliminary results of audience interviews which will begin to provide a more detailed picture of audiences’ reception of popular music in film.

Youth’s Speeches: Urban Experience of Tropicalism and Rap On São Paulo City (Brazil)
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This work analyzes the youth imaginary about the urban experience on São Paulo city through popular songs of the sixties (with tropicalist experimentalism) and of the nineties (with rap). We focus some theoretical considerations on the theme of youth, particularly concerning its breadth, and on its relations with the remarkable characteristics of the popular songs aesthetic form. The Brazilian popular song offers a huge network of cultural expressions as an aesthetic form especially permeable to cultural modernity ambiguousness: by showing its promises, illusions and virtualities. Inspired on Walter Benjamin’s thought we take mass culture (expressed by songs) seriously as an object of cultural critique. Thus, we intent to think the correspondences between social process, youth daily experiences and different forms of Brazilian popular music as a manner of understanding the recent changes on the urban experience of modernity.

“La Juventud Chamamecera,” El Chamamé  Tradicional Más Joven
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Keywords: ethnomusicology, traditions, migrations, practice and meaning.

Cushamen es una localidad situada al sur del paralelo 42, Provincia de Chubut, República Argentina. Este municipio tiene como característica poblacional haber sido habitado por mapuche conformando una comunidad rural desde 1902 y años más tarde por migrantes procedentes de otras provincias argentinas como Corrientes.                                                              

Mientras que en los estudios sobre música popular en la Argentina se reconoce a Corrientes como sede tradicional del género musical conocido como chamamé sorprende en nuestros días el desarrollo de este género también en Cushamen.

Con el transcurso de los años los pobladores de Cushamen adoptaron el chamamé  como regional cobrando características propias en la manera de bailarlo y de tocarlo. El conjunto La Juventud Chamamecera de Cushamen participa de eventos donde el chamamé es esperado con ansias. Otros jóvenes los imitan y quieren tocar como ellos. 

Esta ponencia intenta explicar cómo los integrantes de este conjunto realizan sus prácticas y  qué significa “el color particular” del chamamé de Cushamen.

Las entrevistas realizadas a los jóvenes de Juventud Chamamecera en sus lugares de trabajo, durante su  participación en festivales y al público que se siente identificado con su música, serán analizadas a la luz de los objetivos de este trabajo.

“La Juventud Chamamecera” de Cushamen, the youngest tradicional chamamé

Cushamen is a mountain village located under paralelo 42, in Chubut, Argentine Republic. This village has been inhabited by mapuche who conformed a rural colony from 1902 and later by people who come from other argentine places as Corrientes.

Whereas in argentine popular music studies Corrientes is recognized as host traditional of the genre named chamamé, on our days we are surprised as this genre has been developed in Cushamen.

The settlers of Cushamen have adopted chamamé like regional giving it their own characteristics either dancing it or playing it. 

The musical group “La Juventud Chamamecera” from Cushamen plays in performances where his chamamé is waited anxiously. Other young musicians copy them and want to play as them.

This paper likes to explain as the members of this group do their musical practice and what means “the special colour” of Cushamen.

The interviews made to the young people of “La Juventud Chamamecera” in their diary jobs, during their performances and to the public who feels identified with his music, will be analyzed to the light of the objectives of this investigation.
Te estoy amando locamente. El rock y el pop y su influencia en la copla y la canción flamenca
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A finales de la década de los cincuenta España sufrió una transformación política, social y económica que modificó los modos de vida e incidió en la cultura musical popular. La apertura al exterior, el crecimiento del turismo durante los años sesenta, la industrialización y el movimiento migratorio desde las áreas rurales hacia las ciudades fue transformando la sociedad española. Paralelamente surgieron los primeros grupos musicales juveniles en los ambientes estudiantiles de Madrid, Barcelona y Valencia y casi todos optaron por imitar los grandes éxitos de la música popular internacional. El panorama de la música popular española varió considerablemente en unos pocos años. Proliferaron los intérpretes o grupos que adoptaron el rock y el pop proveniente de Estados Unidos y Gran Bretaña. Paralelamente se produjo una decadencia de la popularidad de la llamada “canción española”, que había sido uno de los géneros más relevantes durante la postguerra y los años cincuenta. Sin embargo, desde los años sesenta y sobre todo en los años setenta, el rock y el pop influyeron directamente en la llamada “canción española”. 

Esta comunicación tiene el propósito de analizar la influencia del rock y del pop en la copla y establecer qué elementos musicales se incorporaron a los tradicionales en el género con el propósito de “modernizar” la llamada “canción española”. 
The Role of Popular Music in the Musical Construction of A Nation: The Case of Mexican Contemporary Concert Music.
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Works of art are not only tokens of the “essential and eternal expression of the spirit”. They also constitute strategies for cultural reproduction through creation and preservation of social practices and concrete objects. “National art” goes well beyond the realm of aesthetics. To raise the question of “national art”, and particularly of “Mexican art” force us to tackle the problem of national identity ¿What structural elements bestow an artistic object with its national character? ¿How is national identity represented socially? ¿in what way is such a representation assumed in the collective imaginary?  Furthermore, ¿how does this construct operate in the context of globalization, which makes the concept of nation falter? The accelerated social changes undergone over the last twenty years have undoubtedly affected the world system, and consequently in the artistic production of specific societies. ¿How then is the idea of nation articulated in musical and institutional discourses? ¿What role does popular music play in this process? 

Global culture compels us to question about our identities; it brings about a discussion on how cultures differ from one another, and on how we project our identities in our artistic production. in spite of the myriad of theoretical orientations such as post-nationalism, post-modernism, post structuralism, and post- colonialism that have approached it, the issue of national identity has lost neither relevance nor complexity. I hope to contribute to its discussion by attempting an interdisciplinary study of its expression in the context of contemporary Mexican concert music. 

The Groove as Signifier in Ani Difranco’s “Evolve”
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The standard use of groove in popular musics such as funk, dance, and R&B is as a repetitive unit, as the foundation of a song over which lyrics, melody, instrumental and vocal solos are layered. The groove usually has little connection to lyrical content; rather, it serves as a rhythmic and harmonic background, and helps to identify the song’s genre. in the work of American singer-songwriter Ani Difranco (a musician influenced by the above styles as well as folk and jazz), the function of the groove is often expanded: in both its fundamental structure and its variations within a song, the groove presents a complimentary area of meaning to Difranco’s poetic lyrics.

Through an analysis of Ani Difranco’s song “Evolve” (from her 2003 album of the same name), I will explore the musical processes that can structure the groove and encourage or inhibit its repetition, an exploration that continues work begun by Tim Hughes in his 2003 dissertation on the music of Stevie Wonder. Following this consideration of the groove as an isolated musical object, I will consider its relationship to the lyrics, noting ways in which the groove augments or detracts from the range of poetic meanings in Difranco’s words, through its varied harmonic and melodic profiles and its changing instrumentation. Finally, I will consider ways in which Difranco’s body aids in the creation of meaning in her performance, through her use of extended guitar techniques within the groove, and her presentation of numerous distinctive vocal timbres.

AIDS Rage: Paranoia and Anger in Music about AIDS 
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Music has been written about aspects of the AIDS crisis in a variety of genres since 1983. Although musical and cultural constructions within each genre are often consistent, among all the genres are recurrent threads of which the most common are mourning, fear and loneliness. However, a rarer but culturally important strand is that of anger, aimed from ‘inside’ (that is, from points of view or by creators inside the community of people with AIDS) towards an ‘outside’ of government, religion, health care or a ‘general public’. Most of these pieces are exceptionally marginal in point of view and musical construction, even in the context of art about AIDS, where marginality is a common trope.

Quasi-paranoid narratives and defensive hostility appear as early as the first known piece of music about AIDS, Zappa’s prologue to his satiric musical Thing-Fish (1983). Similar constructions of anger that include paranoid elements appear in performance art by Galás and Wojnarowicz, as well as in classical music and songs by popular groups. in all these works, whether rage and paranoia is a central aspect of the work or a peripheral one, it is given a marked position in the dramatic or musical construction ‑ such that, for example, the angry songs in The AIDS Song Quilt are positioned at climactic and transitional points in the cycle. This suggests that rage/paranoia is crucial to the entire body of music about AIDS ‑ that, despite its relative rarity, it is a key to the whole.

Darkness in Sound: The Rhetoric of Black Metal
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Black metal is an extreme metal subgenre which appeared in the 1980´s and became consolidated in the early 1990´s, especially in Scandinavia, attracting practitioners and fans of various parts of the world, despite not being present in mainstream media. Its themes deal with rejection towards Christianity – having Satanism as antithesis – and pride of practitioners´ pre-Christian ethnical roots. Visual aspects include “corpse paint” (make-up allusive of the demoniac), medieval-inspired clothing and/or adaptations of punk (leather, spikes, chains, heavy boots). Iconography (photos, CD artwork, videoclips and logos) frequently displays satanic imagery, Nordic mythology and the grandeur of Nature (forests, mountains, sea, ice among other elements). Musicians use to adopt pseudonyms evocative of mythological and demoniac characters.

Musicians and fans often define black metal as the intensely emotional musical expression of “darkness” and “coldness”. This paper aims at showing how black metal musicians negotiate with heavy metal codes and the rhetoric of late 19th-century European concert music, in order to accomplish expressing these concepts, therefore getting close to program music and soundtracks. 

The material used include interviews (personal, printed or video-recorded) with musicians and fans (poietic and esthesic levels, according to Jean-Jacques Nattiez), as well as semiotic analysis of recordings - by bands from Scandinavia and Rio de Janeiro -  according to Philip Tagg.

The Legacy of Musicology and Non-Academic Historiography to the Popular Music Research in Brazil

Silvano Fernandes Baia

Universidade de São Paulo (Brasil)

<silvanobaia@uol.com.br>

Stream: Nation, Region, City

Keywords: Brazilian popular music; musicology; historiography; academic research.

This communication intends: 1) to present the legacy of musicology and non-academic historiography to the research about popular music in Brazil; 2) to analyze how these thoughts dialog with each other; 3) to consider how the research in the fields of literature, semiotic and human sciences dialog with these elaborations and if they were incorporated and to what extent in the academic discourse. 

in Brazil, academic research about popular music started in the 1970s and solidified in the 1980s. Since then, it has grown significantly. However, before the seventies, popular music had been studied by traditional musicologists and non-academic researches. With the prospect of development of a national artistic music that expressed the Brazilian people soul, from the 1920s it was formed in Brazil an important stream that proposed to seek in the popular music – thought as folklore – the inspiration for this national music. Brazilian musicology works with a conception of authentic popular music as rural folklore and part of the urban production that hadn’t been distorted by the mass media and international influences. As the modern urban music wasn’t accepted as a valid object by the musicology, a group of journalists, musicians and fans started the documentation and study of this production. These researchers were the first historians of popular music in Brazil and constructed a narrative that is influent up to now. This communication will discuss this heritage working the hypothesis that it’s more influential in the human sciences, especially history, than in literature and semiotics.

Prince and The ‘Tipping Point’: The Transformation of Music, Economy and Aesthetics in The Early 1990s

Dana Baitz

York University

<dbaitz@yorku.ca>

Stream: Popular and Unpopular Musics

Keywords: Prince, postmodernism, 1990s, economy, aesthetics, body

Changes that took place in Prince’s career during the early 1990s reflect a broad cultural shift occurring at that time.  Three areas of instability appeared in Prince’s career, beginning with a dramatic decrease in the chart-success of his new releases.  This coincided with his transition from major labels to working as an independent artist.  Thirdly, the unpronounceable symbol to which Prince changed his name can be interpreted as a “sign” of alienation and the failure of traditional narratives.

I propose that a “tipping point” can be identified in the early 1990s, marked by a widespread embrace of new, largely postmodernist, values.  My analysis extrapolates from the historiographic work of Attali (1979) and Jameson (1991), incorporating economics, aesthetics and critical theory.  While independent music production and distribution revolutionized the music industry, a similar ethos is evident in the proliferation of politically-engaged subcultures. Musical aesthetics and cultural criticism began to foreground postmodern themes of repetition, decentralization, and subversion. 

The attributes associated with Prince were less valued in this new social setting, resulting in his decreased popularity.  While the aesthetics of Prince’s major-label hit, “Let’s Go Crazy,” were well received in 1984, similar values in his ([image: image2.png]


’s) 1995 independent single, “Gold,” were not.  Prince’s inability to quickly adapt to a new cultural context disconnected him from a broad listenership.  By interpreting changes in Prince’s career as symptoms of a broad shift towards a postmodern cultural orientation, I will begin to clarify some of the effects and implications of this emerging social situation.

Just Like Being There? A Typology of Representational Practices Common To Concert Films

Michael Baker

McGill University

<michael.baker@mail.mcgill.ca>

Stream: Performance

Keywords: concert films, liveness, documentary, film style, sound theory

An outgrowth of my dissertation project, this paper offers a typology of representational practices common to concert films in an effort to more accurately describe and analyze the evolving relationship between the visual and audio dimensions of these films.  I will argue there are two key phases in the evolution of concert films, and in both phases the performer’s relationship to the camera and sound-recording equipment is central.

The first phase, announced with their inception, is a structure based upon the access to images and sounds these documentaries offered viewers.  These films thrived on the energy afforded them simply by being part of the action.  That the camera could move fluidly from the perspective of the audience to the backstage space, a decisive fracture from the experience of those in attendance at the event, only confirmed their appeal and assured the sustainability of the genre as celebrity biography – if not artful cinema or historically significant records of live musical performance.

The second phase of this evolution is the initiation of the project of replicating the experience of hearing the music within the space of the event.  With new sound reproduction technologies, concert filmmakers strive not to merely document the event but to play an active part in shaping the production to ensure its reproducibility.  The current trajectory of the genre suggests the next step in this progression is an attempt to mirror the acoustic space of the event or perhaps to have the acoustic space of the event designed in advance to sound like its subsequent cinematic representation.  This shift from an emphasis on vision to one on sound represents continuity for the public, while additionally complicating aesthetic and theoretical examinations of these works.
Club Culture in Italy: When the Local is Stronger than the Global

Giulia Baldi

UCL 

<giuliabaldimail@gmail.com>, <ucljgba@ucl.ac.uk>

Stream: Nation, Region, City
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Club Culture (not disco, nor rave) is now apparently massive in Italy. It took more than 15 years to club music to emerge, and to club lovers to freely enjoy their passion, but now electro-techno-house clubs are disseminated throughout the country. Nevertheless, the process is actually only partial and superficial. Too little, in fact, has been done in term of a club 'culture’: the 'freedom of personal expression', the ‘do it yourself practice', the ‘community feeling', the 'multicultural attitude', the ‘local/global perspective'… in few words, those innovative aspects of club music and club lifestyle… have all been too often forgot or neglected. Why? Due to some hidden and some declared social rules and cultural habits, above all conformism and conservatorism. How did the Catholic Church moralism, the Fascist autarchy, the Communist ideology, the Liberal edonism, and their instrumental use of media and culture, influenced Italians personal and social perspectives? How did those elements shaped Italians relationships with their bodies and their tastes, their leisure time and their cultural activities, their friends, their businnes partners and  competitors, and their ability to think and act at an international level…?

This paper is part of a work in progress on contemporary Italian creativity as seen through the lens of the Italian electronic music scene, and is based on direct personal and professional experiences, key media outputs, bibliographical researches, archive documents, and in depth interviews to key Italian Club Culture protagonists. 

“My Secret Music”: The Aesthetics of Repression and Disclosure in Post-Apartheid South Africa

Christopher Ballantine

University of KwaZulu-Natal

<ballanti@ukzn.ac.za>

Stream: Popular and Unpopular Musics

Keywords: unpopular, secrecy, repression, identity, South Africa

I wish to propose the notion of ‘secret’ or ‘hidden’ musics, and to explore this notion specifically in relation to post-apartheid South Africa. I have in mind the unpopular musical passions, affiliations and disaffiliations that some people feel, but that that they are anxious about revealing. There are likely to be a variety of reasons for such secrecy; in this paper, I am particularly interested in those that, though not overtly political, have to do with some of the social imperatives at play in the ‘new South Africa’. These, then, are musical loves or hatreds that, in a manner of speaking, people choose to keep ‘in the closet’ rather than to allow to ‘come out’. 

Why should this be? Do the bearers of such secrets believe, or have they been told, that certain unpopular musical affiliations or disaffiliations represent, say, some kind of betrayal, or some offence against a particular set of cultural prescriptions? Who are these secret-bearers? What are their stories – and how might we explain them? Conversely, who are those who have ‘outed’ their secret musics? How, and with what consequences, have they done this? 

This paper is a report on work in progress. Ultimately I would want my research to flag the issue theoretically and in general, as well as to reach towards explanations that have the potential to reveal something about the complex character of the post-apartheid social order and the ways it shapes (and is shaped by) the identities of its constituent subjects.

‘Not Given Lightly’: New Zealand Masculinity, Indie Rock, and the Love Song

Matthew Bannister

Waikato Institute of Technology

<Matthew.bannister@wintec.ac.nz>

Stream:

Keywords: gender, national identity, love song, indie rock, Orientalism

This paper examines how love songs are located in the highly masculinised discourse of NZ “indie rock” , focusing on the examples of Chris Knox’s “Not Given Lightly” and “Anchor Me” by the Mutton Birds. My thesis is that love songs require a feminisation of the subject position of the singer in terms of showing emotion and engaging with a feminised “pop” rather than a “rock” discourse. I show how such songs are subtly “set apart” from the normative indie rock style through a gamut of musicological, semiotic and lyrical signs, which amount to a stylization or Orientalization of the normative masculine rock discourse. The trope of Orientalization also connects to broader issues of NZ identity in music (masculine, rock) in relation to perceived “foreign” irruptions of  “pop” commercialism, and could be compared with how the “power ballad” works in relation to the heavy metal genre.

Performing ‘Latin’ Music in Australasia: A Twenty-First Century Perspective

Dan Bendrups

University of Otago

<dan.bendrups@stonebopw.otago.ac.nz>

Stream: Performance

Keywords: Latino/a, performance, reception, cultural re-evaluation.

This paper presents new research concerning the presentation and reception of ‘Latin’ popular music in contemporary Australasia, focussing specifically on the roles of festivals, dance clubs, and musicians in the promotion, interpretation and re-evaluation of this broad conglomeration of styles and cultures. Australasian audiences have been receptive to the ‘Latin tinge’ in imported (North American) popular culture for a century, but it is only in recent years that this influence has generated an audience that supports local groups performing perceived authentic styles or featuring Latino/a musicians, and tours from international stars of salsa and other Afro-Caribbean musics.  This expansion can be partly attributed to the international, mass-mediated success of reinvented ‘classic’ ensembles in the 1990s (Buena Vista Social Club, Tango Pasión) but it is also indicative of cultural and demographic changes in the region and new developments in the music industry.  The current proliferation of festivals (both in Australasia and abroad), the perennial popularity of ‘Latin’ dance as a social activity, and the availability of ‘authentic’ Latino/a performers (migrants and children of migrants) generate a sustainable environment for new Latin-derived repertoires, despite the region’s geographic and socio-cultural distance from the Americas.  This paper outlines this scene through ethnographic audience surveys, interviews, performance experiences and media analysis.  While retaining a local focus, this paper reflects and resonates with international research concerning the globalization of ‘Latin’ music, and the construction of ‘Latin’ performance identity.

Rock & (Flamenco) Roll?: Hybrid Spaces and New Aesthetics in the Contemporary Flamenco Scene

Francisco Bethencourt LLobet 

Newcastle University

<f.j.bethencourt-llobet@ncl.ac.uk>

Stream: Technology

Keywords: Technology, Cultural Hybrids, Performance. 

The last quarter of the twentieth century saw a re-definition of flamenco performance which was mostly due to the use of musical instruments associated with other styles and to the appropriation of “non-flamenco” performance spaces and practices. The beginning of the twenty-first century has witnessed the continued modification of the tradition via new technology which both creates and reflects new ways of playing, singing and dancing flamenco. Artists have continued to cross both physical and technological borders, collaborating with other musicians, acquiring other sounds, and developing new concepts of flamenco performance. Rather than analysing the contemporary flamenco scene in one particular context (Spain), in this paper I propose to examine the ways in which flamenco has fitted in to the wider world popular music scene. in order to do this I will focus on international festivals in which flamenco performers have collaborated with musicians from other cultural and/or musical backgrounds. The paper will present new fieldwork carried out in Spain and elsewhere and commentaries by flamenco musicians, sound technicians and agents. The light this sheds on developments in the contemporary flamenco scene will then be compared to theoretical work on technology taking place elsewhere in popular music studies. 
Chasing the Long Tail: More Music, or Wider Taste?
Andrew Blake

University of East London

<a.j.blake@uel.ac.uk>

Keywords: popular/unpopular, iPod, niche musics, internet, ‘long tail’ 

Reflecting on her club’s policy decision to abandon a strict diet of dance music and instead to provide music of many genres, in August 2006, Dawn McKay, co-founder of Ibiza club Manumuission, said ‘It is the iPod generation - kids don't want to listen to just one genre of music any more’. There’s more to this shift than one piece of technology, however ubiquitous. The world-wide web has transformed our understandings of what is ‘popular’ and ‘unpopular’ by allowing many people to pursue active careers in, or listen to, the musics that they like, rather than the few genres recognised by the old-fashioned music industry. Chris Anderson’s influential book The Long Tail: why the future of business is selling less of more (2006) argues that the ability to search globally, coupled with the development of social networks which share and promote common tastes, has transformed the consumer’s ability to find and choose; it has produced a ‘long tail’ sales curve in which music of all sorts is available for sale. He notes that while land-based stores continue to stock only best-sellers, many online music companies will stock massive catalogues, in the expectation that they will sell a few of most of the items. I will discuss the apparently new cultural production of niche musics by composers and improvisers, and I will look at the demand for niche musics through examining the circulation of iPod playlists; thereby evaluating whether this technological shift really does mean a cultural one – the broadening of musical taste recognised by McKay.

Music, Generation and Mind in Contemporary Cuba
Joaquín Borges-Triana

Art and literary Review El Caimán Barbudo

<jborges@enet.cu>

Keywords: music/generation/mind
Despite it importance, little of substance of the new Cuban popular music has been studied. This essay analyzes the relationships between music, generation and mind in contemporary Cuba, during last twenty years. It’s a study of what has been called Cuban Alternative Music which is a music expression that came up in the mid 80's and developed up to our days. It assumes the legacy of the traditional Cuban music, but with a transnational approach according to the present signs of Cuban culture. That's very interesting because everybody thinks the history of our music is associated to the develop of our identity. As we know, according to the globalization process, identity is one of the most important matters at this moment in the social sciences. For that reason, we must annalize the new tendencies in Cuban popular music. Rock, hip hop, pop, R&B, Electronic Dance Music (EDM), Cuban contemporary song and reggae are expressions of relationship between national and global process. Today, the implementation of the cultural politics outlined by the State is more coherent regarding the attention to the Cuban Alternative Music representatives, but there’s yet a great artistic-cognoscitive insufficiency latent in the overwhelming majority of the population, which causes the persistence of serious problems of incommunication.

Maurice Chevalie: A Certain Idea of France?

Yves Borowice 

Professeur agrégé d'Histoire, Éducation Nationale française

<borola@wanadoo.fr>

Stream: Nation, Region, City

Keywords: popular song, performance, national identità, politics, Chevalier (Maurice)

It is not often that an artist from the music-hall and popular-song milieu becomes the controversial, though undeniable, embodiment of a nation. This is, however, the formidable destiny that awaited Maurice Chevalier (1888-1972). This transformation is even more noticeable if we consider that he consciously created a long-lasting image of himself as both a symbol of France and an efficient product for export through his stage style, repertory, career strategy, role in the mass culture industries (song, cinema, musical comedy), and public media-oriented discourse. 

From the 1920s to the 1960s, he was the most popular French artist abroad, especially in the Anglo-American countries. Chevalier was indeed to become a sublimated ambassador of a particular image of France, and he thus represented the nation’s stereotypes as well as its contradictions. On his death, an editorialist, quoting the opening words of Charles de Gaulle’s War Memoirs, evoked the disappearance of a “certain idea of France” !

In this paper, I will put to work the methods and goals of New Cultural History in order to account for this major socio-cultural phenomenon. My analysis will be threefold : the elaboration of a virtuoso, highly idiosyncratic style that gave pride of place to performance ; the development of a career that was obsessively focused on the audience’s horizon of expectations ; and the singer’s ambiguous relationship to politics (an examination of the historical period of World War II and the Occupation will be particularly illuminating in this respect). This study will be based on various sources : recorded sound documents, press articles, testimonies, autobiography (which is very prolific in the case of Chevalier), as well as the profuse iconographic material on the singer (photographs, cartoons, films).

Pop Music, Cultural Sensibilities and Place

Giacomo Bottà

University of Helsinki 

<giacomo.botta@helsinki.fi>

Stream: Nation, Region, City

Keywords: Manchester, urban regeneration, city representation, place 

This talk aims to put some light on the way ‘popular music capital’ is able to formulate new place-images and to affect the built environment.

My claim is that pop music is able to implement places in powerful ways, forming new modalities to conceive and perceive them. This is the result of a layering: popular music mediates places as ‘textscapes’, ‘soundscapes’ and ‘landscapes’. Song lyrics referring to places make up a band’s textscape. The use of local music tradition, vernacular or typical city noises constitute a band’s soundscape. Finally the landscape consists of all the visual elements (e.g. covers) referring to the same particular locality. Turning to the regeneration level, we must note that music in itself is ethereal, but its production, circulation and fruition rely on material factors located in cities. 

This kind of implementation could be analysed in Manchester. Since the late 1970s, the local pop music scene has adopted a particular ‘cultural sensibility’, i.e. the ability to react to certain social and spatial circumstances, with a cultural expression. Bands such as the Smiths, the Fall, and Joy Division were able to root their poetics in the city, offering a chance to re-imagine it. in the same period, the independent music entrepreneur Tony Wilson developed a project like The Haçienda, which set the trend for the regeneration of a whole district. 

This case represents a convincing example of a cultural innovation, which relies on redefining the symbolic value of the own architectural and social past. 

La Banda in Illicit Cuban Hip Hop and Reggaeton Production

Alexandrine Boudreault-Fournier

University of Manchester

<alexbf25@yahoo.com>

Stream: Popular and Unpopular Musics/Nation, Region, City

Keywords: illicit production, Cuba, musical netwoking 

In Cuba, the production of underground Hip Hop and reggaeton often takes place in producers’ bedrooms, far away from the sight of revolutionary institutions. Even if Hip Hop has received partial institutional support since the end of the 1990s (first through the AHS and since 2005, through the local houses of culture), underground production and distribution remains a domestic and informal affair. Reggaeton, on the other hand, never received any official support and it evolves, since the beginning of the 2000s, in parallel of local cultural institutions. in acquiring technological tools and knowledge informally, Hip Hop and reggaeton producers have been able to detach themselves from institutional regulations which may constrain, in this case, music production, recording and distribution. 

Even if Hip Hop and reggaeton are often perceived by most institutional employees and the Cuban population in general as “the same music produced by the same people”, internal clicks and networks rather suggest the presence of a complex hierarchical groups’ (banda) structure based on music style, commercial success, discourse audacity, and outer-national connections. Taking place in a post-socialist context, these clicks and bandas, often associated with neighbourhoods, are revealing of current economic, political, transnational (i.e. Caribbean and North American) and ideological forces influencing the production of emerging popular styles of music in Contemporary Cuba.

Analysis of Timbre, Melodic Inflection and Harmonic Voicing: Emotion, Structure and Meaning in the Music of Motown

Rob Bowman

York University

<rbowman@yorku.ca>

Stream: Songs of Desire

For much of 2006 I worked on three DVDs containing historic live and televised performances by Marvin Gaye, the Temptations and Smokey Robinson and the Miracles. Whenever we were including a television performance that was lip synched, we asked Universal Music (who controls the Motown catalogue) for access to the original master tapes so that we could replace the low quality sound of the original recording that was included on the television broadcast with pristine 5.1 surround sound mixed from the original multi-track tapes. The first time that we requested such tapes, Universal by accident sent us just the vocal track for a number of Marvin Gaye recordings. We subsequently included these accapella performances as bonus audio material on the DVD and requested such vocal track-only tapes for inclusion on both the Temptations and Smokey Robinson and the Miracles DVDs.

This paper will consist of an analysis of timbre, melodic inflection and harmonic voicing of a number of these accapella tracks. The hoped for results will be three fold: (1) to provide an exegesis of the vocal style of these artists at a level of detail that to my knowledge has not previously been done; (2) to investigate how these performances are structured according to timbral manipulation; and (3) to attempt to account for the emotional affect and social meaning of these performances as conveyed through the sonic properties of the vocal tracks.

“That’s not supposed to be us, is it?”: Alternative Rock, the Musical, and Empire Records

Kevin John Bozelka

University of Texas – Austin

<Liliput1@aol.com>

Stream: Performance

Keywords: alternative rock, the film musical, rituals

This paper explores the apparent incommensurability between rock subgenres and the feature-length film musical. in particular, it looks at how alternative rock abrades against the ideals of the classical Hollywood musical. A film like Empire Records, for instance, functions a great deal like a classical Hollywood musical, especially in its narrative of bringing disparate types of people together in a community. But its alternative rock soundtrack winds up bringing the community together through rituals of consumption and the decentering of song rather than through singing and dancing. Similarly, various tropes of the classical Hollywood musical that Empire Records mobilizes are doomed to fail with the Generation X audience the film (and alternative rock) seek to address. For instance, several characters employ direct address to entreat the viewer to join the film’s musical community. But this mode of address becomes unsuccessful within Generation X’s affective climate in which, to quote Lawrence Grossberg, one has no investment in one’s investment. in its general failure to reach its intended audience, Empire Records reveals the contradictory assumptions about popular music that alternative rock and the Hollywood film musical take to be self-evident. 
Genre/Identity

David Brackett

McGill University, Montréal, Québec, Canada

<david.brackett@mcgill.ca>

Stream: Songs of Desire/Technology & Industry/Popular and Unpopular Musics

The large, overarching question addressed by this paper is that of the relationship between popular music genres and identity: in other words, how do particular ways of organizing sound become integral parts of both whom we perceive ourselves to be and how we feel connected to some people and disconnected from others?  in order to develop a general theory of genre and identity, I focus on relatively narrow historical periods in the United States since 1920, highlighting the way genre categories have functioned both within the music industry and in relation to one another.  The central premise here, that genres are defined in relation to one another, has not been explored systematically, nor have the theoretical implications of this idea been pursued.  The advantage of a relational model for genre is that it emphasizes historical specificity, and undermines theories of genre that assume either a consistent stylistic essence freely chosen by consumers, or the manipulation of passive consumers by a monolithic music industry in which style is irrelevant.  Examples for this particular presentation will be selected from the late 1940s, the period during which the central marketing categories of “pop,” “rhythm and blues,” and “country and western” first crystallized in the United States.

Back to the Drawing Board: Popular Music Policy Making

Marcus Breen

Northeastern University, Boston

<m.breen@neu.edu>

Stream: Nation, Region, City

Keywords: cultural policy, institutional economics, instrumentalism, Australia

This presentation will review ideas associated with cultural policy studies as applied to popular music. The author’s experience as a participant, critic and writer about the Australian experience will be referred to as the basis for a critical and historical assessment of the field. in reviewing the material, the author will offer a critique of the assumptions and practices that have been attempted in making popular music policy. The material suggests that the intersection of corporate and cultural practice needs to be rethought in terms that draw on generic policy making principles and on the normative approaches being proposed within the cultural policy making field. These principles can be described as the Instrumental Policy Behavior Process (IPBP), which is a framework for outcomes that define goals and objectives. In other work related to policy making, the author has suggested that an (IPBP) model “can be built that describes the historical and emerging situation and what ought to be achieved.” The IPBP offers a descriptive foundation on which to build a theory that encompasses corporate social responsibility, based on the principle of linking Transnational Corporations (TNCs) with global institutions and systems of production. The IPBP establishes a direct, causal relationship between corporate behavior, attitudes and the values of participants. Applying this model to popular music policy making offers outcomes that avoid the pitfalls experienced by cultural policy makers because they are ill equipped to negotiate with compromised politicians or massive global corporations. The presentation recommends that proactive policy making along the lines of IPBP can address ethical issues such as those described by corporate social responsibility and social welfare policy, while going further to demand cultural rights for popular music production, performance and consumption by citizens in the places where they live and work.  (No AV materials required). 

De/Reconstructions of Finland-Swedishness in Popular Music: Towards An Analysis of Minority Identities, Cultural Institutions and Popular Music

Johannes Brusila

Åbo Akademi University

<jbrusila@abo.fi>

Stream: Nation, Region, City/Popular and Unpopular Music
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The paper aims at discussing how minority identities and popular music practices can be analysed, using the Swedish-speaking minority of Finland as an example. Findings of theories on identity and minority, and on approaches to the construction of meanings in connection with musical practices, form a starting point for the work. Thus, popular music will be studied as a process, which can contribute to the formalisation and reconstruction of cultural structures.

The conceptual pair of “Finland-Swedishness” and “popular music” can encompass structural formations, institutional and musical practices, aesthetic values and choices, all of which contribute to several different, often contradictory constructions of both concepts. “Finland-Swedishness” and “popular music” can be associated with notions of for instance high and low culture, third sector cultural institutionalisation and the market economy, authenticity and aesthetic values, etc., which, depending on the situation in question, may differ from what is common in other, national or international contexts. in this sense, the study uses related national studies, within the same cultural and sociological sphere, as a framework for comparison.

This research is a part of a larger project called “Finland-Swedishness constructed through music” (with six scholars, scheduled 2007-09), which focuses on the musical practices of the Swedish-speaking minority of Finland. in the project, Swedishness in Finland is approached as multiple layers of imagined communities and analysed with concepts such as “performativity”, “place” and “assemblage”. 

Fantomas: De lo popular a lo inasequible 

Fantomas: De lo popular a lo inasequible 

Rodrigo Cano Márquez

Grupo de Investigación de Literatura y Música 

Facultad de Filosofía y Letras, UNAM

<nabokovv@hotmail.com>

Palabras claves: Música Popular, Intertexto, Cine, Cómic
En esta ponencia me enfocaré en el análisis del primer álbum del grupo estadounidense de metal experimental Fantomas que con el nombre Fantomas amenaza al mundo fue lanzado al mercado en 1999.
El interés por esta obra radica en que, siendo un grupo de música popular, toma diversos elementos, igualmente populares, para crear, dentro del disco, una narrativa de tipo literario: una especie de novela gráfica o cómic. La opera prima de Fantomas toma distintos lenguajes, que se hacen evidentes -tanto por el manejo del propio diseño del booklet, como por la impresión y estructura del disco- para constituirse como una obra altamente semitozada, cuya recepción se dirige a un público específico, poniendo en duda la noción de lo que hoy se considera música popular.

Se analizarán aquí sobre todo las estrechas relaciones que vinculan este discurso musical con el del cine, el fumetto, y las novelas gráficas, particularmente los y cómics que tienen al personaje fantasmagórico, al antihéroe francés Fantomas, creado por Marcel Allain y Pierre Souvestre, como uno de sus protagonistas.

Se procurará mostrar cómo estas relaciones contemplan una decodificación compleja, que involucra distintos tipos de competencia y de lenguajes semióticos por parte del receptor.
¡Rata De Dos Patas, Bórrate, Cobarde!

Mercedes Carbayo-Abengózar
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Music and emotions seem to intertwine in the sense that music often arouses passions in its performance, representation and audience both from the individual’s perspective of personal identity and for the individual’s sense of belonging to a given community. Music often marks every transitional event and existential moment in the individual’s life. Recognition/sense of belonging comes through memory since memory constitutes the subject, particularly the “emotional” subject (I only remember what made me feel emotional, according to Antonio Machado). The aim of this paper is to explore the music of Paquita la del Barrio as a representative of a particular version of Mexican national/gender identity where memory places and important role.  I claim that by using “memory” tunes such as mariachi and bolero, Paquita’s performances appeal to sensory elements that somehow work as both distinguishers of a specific Mexican identity and also equalizers of a more collective version of being women.  

Born in 1948, her popularity has steadily grown mainly “mouth to mouth” through people attending her restaurant in the city of Mexico and her concerts all over the country. Besides, her music is widely known and sold in the main Stream shops and through the internet. Paquita is, we could say, a Mexican icon and a fascinating figure whose lyrics and performances are definitely worth giving some attention.  

Sick Subwoofer: Car Audio Culture and Affective Extremes

Gavin Carfoot

Queensland Conservatorium

<g.carfoot@griffith.edu.au>

Stream: Nation, Region, City (Convenor: Michael Drewett) 

Keywords: car audio, subcultures, technology, ethnography, sound and affect

This paper presents a study of contemporary car audio culture from a number of perspectives. Firstly, it explores the relationship between car audio subcultures and the production and consumption of car audio products. in so doing, it identifies some of the ways that car audio enthusiasts enact social meaning and identity. Using a combination of cultural studies and ethnography, the paper provides a scholarly means of engaging with car audio culture and the everyday life of its users. Secondly, it examines the affects that are created through various types of car audio systems, most especially those affects that can be considered “extreme” (in terms of volume measured in decibels, or audio fidelity measured through various means). in this area, a combination of acoustics, psychoacoustics and musicology can offer a complementary perspective on how car audio culture engages certain groups of people. Finally, drawing from recent scholarly literature on “action research”, the paper presents an overview of the creative processes involved in producing music specifically intended for the car audio enthusiast. This involves evaluating the creative process through self-reflexive critique, and transgressing the common separation of research and creative practice in the production of knowledge.

Presentation requirements: PowerPoint presentation facilities, or audio/visual input for laptop (if available); CD/DVD playback.
Music and Cultural Dissemination: Assessing the Role of Reggae in Bringing Rasta Culture to Chile

Carolina Benavente Morales
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The aim of this paper is to assess the role of reggae music in the diseemination of Rasta culture from Jamaica to Chile. While reggae music is known and even partially practiced in this and other Latin-American countries since the eighties, it is only throughout the nineties that it begins to be linked with Rastafarianism and other elements of Rasta culture. So, can reggae music be considered as the introductory vehicle of a Rasta culture? or does it function more properly as a “preparatory” musical background for its appropriation?

in fact, while some Chilean youngsters knows Marley’s repertoire in the eighties, and above all “white-reggae” expressions, only a few give attention to their lyrics. They only begin to do it once a Chilean-North-American VJ “translates” them in a Rastafarian spirit. This mass-media kind of diffusion that heavily relies on orality, more than in musicality, seems crucial to the development of Chilean Rasta culture. Yet, this possibility has to be related with contradictory factors, such as, on the emission side, the (neo)liberalization of local markets that increasingly opens to the exterior and seeks after local young consumers; and, on the reception side, the vivid memories of local fragmentation that shares Chilean reggae lovers, making them dream of an African rooted global unity. Reggae music, later on, keeps up having a ritual importance, but Chilean Rasta musicians also involve in more popular related style in order to further propagate their credo.

Following this evolution may show us how music helps disseminating meaning in a specific “contact zone” of linguistic estrangement and cultural proximity.

Recasting National Culture and Identity in Early 1980s Argentina: The Vicissitudes of “National Rock Music” During and After the Falklands War

Illa Carrillo Rodríguez 

Université Paris I – Panthéon-Sorbonne (France)

<Illa.Carrillo-Rodriguez@malix.univ-paris1.fr>

<radiocancion@rogers.com>
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Argentina’s National Rock Movement stemmed from “progressive music,” a rock culture whose aesthetic project and identity were influenced by Anglo-American rock music and by Buenos Aires’s geographic and cultural idiosyncrasies. This paper will discuss the transformation of this Buenos Aires-based, cosmopolitan phenomenon into an avatar of official Argentinean culture. The focus of my analysis will be on two moments in this transformation: 1) The Festival of Latin American Solidarity (henceforth F.L.A.S.), a National Rock concert held in Buenos Aires in May 1982, and 2) From Ushuaia to La Quiaca (henceforth FUTLQ), the project of collection and diffusion of Argentinean folkloric music undertaken by National Rock musician León Gieco between 1983 and 1985. Whereas the F.L.A.S was organized under the auspices of the military government to rally support for young Argentinean soldiers fighting British forces in the Falklands War (1982), Gieco’s project received no official endorsement. Moreover, unlike the F.L.A.S., which assembled rock musicians and audiences in Buenos Aires and, thus, reaffirmed National Rock’s deep-rooted connection to the capital, Gieco’s project entailed the displacement of Buenos Aires-based artists and technology to Argentina’s relegated hinterland provinces.  

in this paper, I will examine the concept of homeland and the relationship to territory that underlay the F.L.A.S and FUTLQ, in order to elucidate the ways in which they respectively redefined rock music’s relationship to official Argentinean culture and wrestled, more generally, with popular music’s role in the construction of a national(ist) identity. I will argue that, while the F.L.A.S. reinforced Buenos Aires’s cultural and political hegemony and dominant conceptions of national culture and identity, Gieco’s project brought into question, and attempted to recast, these conceptions by dislocating National Rock from Argentina’s center (Buenos Aires) to its backlands, thus making possible a fruitful exchange between urban rock and geographically and culturally marginalized forms of popular-folkloric music.    

Marta Valdés’ Boleros. A Different Imaginary

Cué Liliana Casanella 
Centro de Investigación y Desarrollo de la Música Cubana (CIDMUC)
<soniafuente@infomed.sld.cu>

Stream:
Keywords: boleros/ feeling/lyrics/ feminist creation/ imaginary
Marta Valdés is the Cuban woman boleros composer most anthologized of all times. Her work fits in an interpretative style known as feeling, born in Havana in the late ‘40s and known as the second great current of the Cuban trova. Its features differ from the previous productions not only in the musical codes but also in the way of amassing   audience.    

In Cuba, only a few women bolero composers have left a solid work. Marta Valdes is one of them. Heiress of the old school of traditional trova, Marta Valdes found her own path, not only in the field of music, but also in the way of transmitting a message essentially linguistic.

The analysis of her lyrics reveals an imaginary of her own that break with the discursive patterns established in Cuba and Latin America regarding the topic of love and the genre itself. in this work we have made an analysis of the lyrics written by the author to unveil her peculiar constructions and how they are inserted in the context of feminine productions of boleros in the island.

Semiotic Perspectives of Creolized Musical Systems and Emotional Strategies of Mexican Jazz

Maria Dolores Chavez Garcia

ITESM Campus Santa Fe (Instituto Tecnológico y de Estudios Superiores de Monterrey) Santa Fe, Mexico.

<dolores.chavez@itesm.mx>

Stream: Popular and Unpopular Music

Keywords: musical creolized systems, jazz, unpopular music, improvisation, culture.

“Creolization” term has its origin in the language Creole, spoken mainly in the island of Haiti; it is a combination of morphologic structures from French and the native indigenous languages of Caribbean region. in music we can talk about creolized musical systems that have his roots in styles that take and combine texts of the whole world. It is a process of mixture that has an organization like the system of language. in the conception of Lotman (1998:33), it is also a concept in the field of culture, whose organization has a system with deep roots on elements combined through the time and space, mixtures of other times and other countries, phenomenon that also we perceived in music. Consequently, we have denominated "creolization of musical systems". The musical genre known as "jazz" is an example of one of these musical systems; nevertheless, there are others, since we are living in a global world. 

Musical semiotics has a complex object in one Mexican jazz performer (Francisco Tellez), phenomena that, due to the conditions of production, distribution and consumption, he’s an unknown composer (in Mexican society, but not in other countries) with an influence in other jazz players since the seventies. He’s the only one who has developed in Mexico a jazz career in an official institution (INBA-CONACULTA, 1977) so he has formed an artistic and musical sonorities trend.

Collecting the Debris of History and Reshaping Identity through Corridos in the US/Mexico Border

Martha I. Chew-Sánchez

St. Lawrence University

<mchew@stlawu.edu>

Stream: Nation, Region, City

The purpose of the present study is to explore the role that corridos about migration sung by conjuntos norteños, play in shaping the cultural identity of part of the Chihuahuan diaspora living in New Mexico and Northern Texas. in particular, this study attempted to explore the shared aesthetics, social roles, values and construction of cultural narratives that are embodied in corridos about migration as well as in the experiences of listening, dancing and performing corridos performed by conjuntos norteños. This study is particularly relevant because intercultural communication has devoted little attention to musical cultural expressions, particularly folkloric songs and performances. 

The present study examined cultural expressions that Mexican migrants maintain, create and perform in the United States by gathering data through: (1) personal interviews with radio executives, recording producers, musicians, singers, and frequent dancers and listeners of corridos in Chihuahua City; Satevó, Chihuahua; Cd. Juárez, Chihuahua; El Paso, Texas; Dumas, Texas; and, Albuquerque, New Mexico; (2) participant observation in communities where there is a strong migrant population, such as Chihuahua City, and some of its neighboring towns; Dumas, Texas; and in the Border cities of Cd. Juárez, Chihuahua; and El Paso, Texas.

One major role of the corrido is to offer social, political and economic analysis of the context of the narrated event of the corrido. in doing so, it responds, in people’s terms, to people’s interests and points of view of events that are important to people. 

pop2007@iaspm.net 



The Role of Rap Music in Transformation and Reconciliation in Post-Apartheid South Africa

Musonda Chimba
University of Kwa-Zulu Natal
<skinnypearlmm@yahoo.com>
Stream: Nation, Region, City

Keywords: Rap music, ‘race’, ‘reconciliation’, post-Apartheid

Although heavily racialized and viewed as a form of expression particular to black people, hip-hop culture and rap music have been appropriated by both black and white people in South Africa. 

It has been argued that music has the ability to draw affective and effective alliances between groups (Todorov in Walser 1993). It has also been said that music has the ability to maintain divisions among groups (Mattern 1998, Stokes 2003). My research investigates the degree to which rap performance is perceived by black and white performers and audience members in Kwa-Zulu Natal as either reinforcing or challenging their perceptions of ‘race’, and what this implies for the prospects of ‘reconciliation’ in post-Apartheid South Africa.  

Despite the demise of Apartheid, the idea of ‘race’ has never been deconstructed. As Ballantine notes, “‘Races’ were assumed to be real, natural entities; thus race thinking remained entrenched, and a non-racial future simply meant  that the future would be ‘multicultural’: at best a co-existence free of racism” (Ballantine 2004:106). With ‘race’ still viewed as a valid category to classify people, we need to question what the realistic prospects of socio-cultural transformation and ‘reconciliation’ are.

 in my paper, I will present findings on how both black and white research participants use local rap performance, first, to make sense of the idea of ‘race’; second, to imagine and reinforce the idea of ‘nation’; and third, to chart the progress of transformation and ‘reconciliation’ in both their personal lives and in the national biography. 

Nationalism and Popular Music. The Zamacueca in Santiago De Chile During The Second Half of Xixth Century

Christian Spencer Espinosa

Universidad Complutense de Madrid

<cspencer@puc.cl>

Stream: Nation, Region, City

Keywords: Nationalism, South America, Urban Musicology, City, Identity

The Zamacueca was one of the most important independent partner dances during the 19th century in Chile. Showing an extraordinary ability to adapt itself, it was the only music that achieved a significant expansion and took roots in the social practice in almost all public and private spaces; furthermore, it was able to keep its essential elements (music, dance, text) during the years at least to be recognized by the people.

Connecting increasingly not only with musical development but also with complex social phenomenon, during the middle nineteenth century the zamacueca became a kind of “multi-social” and ubiquitous music genre which reached to consolidate as one of the earlier symbols of the country (with the national anthem). This situation helped to locate the dance as a proto-nationalism basis which served to reinforce the abstract and controversial idea of nation, gradually nourished in this period by post-independent regional and local battles, local political routes (30s), intellectual movements (40s) and a spanish attempt to get some control over its old lands (60s).

This paper put forward an introduction to the chilean zamacueca process of adaptation in Santiago de Chile since the middle 19th century, showing the evolution and connection of pre-nationalist ideas with the genre and also giving new points of view for this relevant south american early popular music.

Grand Theft Audio?  Popular Music and  Interactive Games

Karen Collins

Carleton University

<Collins@carleton.connect.ca>

Stream: Technology and Industry

Keywords: video games, music industry, games industry, interactive music

Many big players in the video games industry have recently formed alliances with the major record companies, the result being an increase of pre-composed popular music used in video games. Meanwhile, games music has been finding its way into the popular sphere, from “chiptunes” remixes of Beck, to Malcolm Maclaren’s Micromusic label, and games samples increasingly being used in hip-hop. This paper will address the growing co-dependence between the games and music industries. The paper will trace a brief history of the use of popular music in games, and discuss the impact that such linear-based music has on a non-linear games environment. The changing forms of consumption, distribution and participation in popular music through the video game environment will be explored, and will raise important questions about the effect games may have on popular music. 

Semblanza del Grupo de Investigación de Literatura y Música

Seminario de Semiología Musical

Coordinación de Letras Modernas, FFyL, UNAM

El Grupo de Investigación de Literatura y Música es el resultado del creciente interés de algunos miembros del Seminario de Semiología Musical de la UNAM (fundado en 1995), por formar un núcleo de especialistas dedicados específicamente al estudio y la investigación comparativa del discurso literario y el musical, con base en fundamentos semióticos. 

La necesidad de este tipo de investigación interdisciplinaria, se vio manifiesta desde los inicios de las actividades del Seminario, por la constante participación de alumnos, profesores e investigadores del área de letras de la Facultad de Filosofía y Letras y del Instituto de Investigaciones Filológicas de la UNAM, y por la organización de diversos eventos relacionados con semiología musical y literatura, que contó con el apoyo y auspicio de dicha Facultad. 

A principios del presente año, se inauguró formalmente este nuevo Grupo (como un espacio vinculado a la Coordinación de Letras Modernas), cuyo principal interés es explorar las múltiples relaciones que se establecen entre el hecho literario y el musical, y encontrar nuevas formas de acercamiento y de análisis a los mismos. En este periodo, se ha logrado congregar tanto a profesores interesados en el tema, como a alumnos de licenciatura y de posgrado que se han destacado en esta área y que realizan actualmente una investigación seria y de largo aliento.

Durante esta primera etapa, bajo la coordinación de Susana González Aktories y José Hernández Riwes, el Grupo de Investigación de Literatura y Música se ha centrado en el análisis de fenómenos de significación de la música vocal, y en particular de la música pop contemporánea.
Síntesis curriculares de los participantes en el congreso:

Ernesto Acosta Sandoval

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<sickboywilliamson@gmail.com>

Ernesto Acosta Sandoval (México, 1984) estudia desde 2004 la carrera de Letras Modernas (Inglesas) en la FFyL de la UNAM.

Ha publicado diversos textos en la revista Opio del Instituto Luis Vives (de 2001 a 2004) y en el suplemento semanal Larevista del periódico El Universal. Como fotógrafo y traductor ha colaborado además en la revista Milenio Semanal.

Desde 2006 es miembro del Grupo de Investigación Literatura y Música del Seminario de Semiología Musical.

Rodrigo Cano Márquez

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<nabokovv@hotmail.com>

Rodrigo Cano Márquez (México, 1984) estudia desde 2003 la licenciatura en Letras Modernas (Inglesas) en la FFyL de la UNAM. Ha participado en varios talleres de poesía, bajo la dirección de Ileana Godoy y Eduardo Molina, Federico Corral Vallejo, Silvia Pratt, y ha sido miembro del grupo de jóvenes poetas “Caligrafía”.

Ha sido codirector de la revista electrónica The Local Suprcluster (2004-2005) y director del programa de radio “Ojos Adentro” en la estación Radio Guadalupe.

Actualmente se desempeña como asesor editorial de obras para jóvenes en el Fondo de Cultura Económica y como profesor de lengua inglesa en la preparatoria Tomás Alba Edison.

Entre sus publicaciones cabe mencionar los cuentos y poemas que han aparecido en revistas literarias tales como Tintanueva, Caligrafía y Oruga Citadina. Además, tiene dos libros publicados: Huérfano de Luna (2001) y Taxonomía (2005).

Desde 2006 es miembro del Grupo de Investigación Literatura y Música del Seminario de Semiología Musical.

Susana González Aktories

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<s_aktories@prodigy.net.mx>

Susana González Aktories (México, 1967) estudió Letras Alemanas y Letras Hispánicas en la Universidad de Hamburgo, obteniendo el "Zwischendiplom". Es licenciada en Lengua y Literaturas Hispánicas por la Universidad Nacional Autónoma de México (UNAM) y doctora en Filología Hispánica por la Universidad Complutense de Madrid. Hizo estudios de música en la Sociedad de Autores y Compositores de México.

Le han sido otorgadas diversas becas tanto para la realización del posgrado como para estancias de estudio en la Universidad de Lovaina, la Universidad Menéndez Pelayo de Santander y los cursos de verano de la Universidad Complutense de Madrid. Ha sido en dos ocasiones becaria de investigación en El Colegio de México. 

En 2005 le fue otorgada la Distinción Universidad Nacional para Jóvenes Académicos en el área de Investigación en Artes (UNAM). 

Desde 1996 es miembro del Sistema Nacional de Investigadores del Consejo Nacional de Ciencia y Tecnología (CONACYT) con la categoría Investigador I. 

Desde 1995 a la fecha se ha desempeñado como profesora de tiempo completo en la Facultad de Filosofía y Letras de la UNAM.

En el 2000 impartió un curso de “Semiótica” en el Departamento de Comunicación del Instituto Tecnológico de Monterrey, Campus Ciudad de México. 

Ha participado como conferencista en varios congresos internacionales sobre literatura y sobre semiótica en Alemania, España, Finlandia, Francia, Grecia, Italia, Portugal, Brasil, EEUU y México.

Ha coordinado el "Diplomado Internacional la Semiología y la Música" en la Escuela Nacional de Música (1998) y dos módulos del "Diplomado Internacional de Semiótica Aplicada" en la División de Educación Continua en la Facultad de Filosofía y Letras de la UNAM (1998). 

Es miembro del Consejo Académico Fundador de la Academia Mexicana de Ciencias, Artes, Tecnología y Humanidades, A.C.; miembro del International Project on Musical Signification; miembro y co-coordinadora del International Music and Media Research Group; vocal de la Asociación Mexicana de Estudios de Semiótica Visual y del Espacio A.C.; representante de México ante el Comité Directivo de la Federación Latinoamericana de Semiótica, por el periodo 2005-2008; y miembro del Consejo Asesor y del Consejo Editorial de la revista TRANS (www.sibetrans.com/trans), España.

Entre sus publicaciones están los libros, Antologías poéticas en México (1996), "Muerte sin fin". Poema en fuga (1997), Sensemayá: juego de espejos entre música y poesía, en co-autoría con Roberto Kolb (1997) y Reflexiones sobre semiología musical, en coed. con Gonzalo Camacho (en prensa). 

Sus proyectos de investigación actuales versan sobre el estudio de la poesía española contemporánea, la semiótica y las relaciones entre literatura y música. 

Es fundadora y coordinadora del Seminario de Semiología Musical y del Grupo de Investigación de Literatura y Música. 
Gabriela Hernández Merino

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<hmgabi@hotmail.com>

Gabriela Hernández Merino (México, 1981) en 2004 obtuvo el título de licenciada en Lengua y Literaturas Modernas (Letras Inglesas) por la FFyL de la UNAM, con la tesis “’The Infinite Goof’: La transgresión a través del carnaval en Jitterbug Perfume de Tom Robbins”. Estudió la Maestría en Letras (Literatura Comparada) en la misma institución, donde está a punto de titularse con la tesis sobre carnavalización posmoderna en cine y literatura.

Ha tomado, además, cursos especializados, con temas tales como el olimpismo, la didáctica, la enseñanza del inglés y las relaciones entre rock y literatura.

Por su desempeño académico ha sido merecedora del diploma de excelencia académica que otorga la UNAM (1999).

Con el programa de intercambio CREPUQ que ofrecía la UNAM, fue becada para una estancia en la Universidad McGill en Montreal, Canadá (2001).

Ha impartido clases de francés a nivel de primaria en el Centro Cultural Scanda y de inglés y literatura inglesa a nivel de preparatoria en la Escuela Tomás Alva Edison. Fue profesora en la Escuela Moderna Americana, donde impartió cursos de “Literatura” y de “Lengua inglesa” a nivel de secundaria.

Ha impartido asimismo un módulo a nivel de licenciatura sobre “La sangre y el mito” en el curso “Sombra de luz: influencia de la literatura gótica inglesa en el cine norteamericano y británico” en la División de Educación Continua de la FFyL de la UNAM.

Ha sido profesora en la Escuela Moderna Americana, donde impartió cursos de “Literatura” y de “Lengua inglesa” a nivel de secundaria.

Ha sido traductora de subtitulaje de películas en el FICCO, Ciudad de México (2005-2006), dictaminadora de libros para el Fondo de Cultura Económica (2005) y para el Random House Mondadori (2003-2004), donde también se ha desempeñado como traductora. 

Ha presentado sus investigaciones en diversas ponencias en coloquios y encuentros de literatura a nivel nacional.

Actualmente trabaja en el departamento cultural (área de biblioteca) de la Embajada de Canadá en México.

Desde 2006 es miembro del Grupo de Investigación Literatura y Música del Seminario de Semiología Musical, donde desarrolla sus temas de interés tales como ecfrasis musical y de la relación texto-música-cultura.

José Hernández-Riwez Cruz

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<riwes7@gmail.com>

José Hernández Riwes (México, 1971) es licenciado en Lengua y Literatura Modernas (Letras Inglesas) por parte de la UNAM, con la tesis The Amazing Journey: La figura del Space Cadet en la lírica pop, y está por obtener el título de Maestría en Literatura Comparada en la misma universidad, con la tesis What is it about the Dark? Small Town America en el cine y la literatura a través de la oscuridad. En ambos trabajos explota las disciplinas y aproximaciones teóricas que forman la espina dorsal de su carrera académica: la cultura pop (en específico la música y el cine), la tematología y la semiótica.

Durante el último lustro de la década pasada, formó parte del grupo de rock Hueco, del que fue vocalista y letrista. El grupo publicó dos discos y fue uno de los más representativos de la escena oscura mexicana. Esto lo llevó a ser co-responsable del colectivo artístico La Orden del Cister con la que organizó festivales y exposiciones artísticas y publicó la revista Legión.

Ha sido asesor editorial en diversas casas, de las que sobresalen Grijalbo, Random House-Mondadori, Gedisa y el Fondo de Cultura Económica. Ha colaborado en diversos periódicos y revistas como Excélsior, Unomásuno, Viceversa, Código, Códice, Nuestro Rock, Generación, entre otros.

Desde 2001 a la fecha trabaja como docente a nivel bachillerato en la escuela secundaria y preparatoria Logos impartiendo las materias de “Lengua extranjera” y el “Taller de cine”.

Actualmente es coordinador del cineclub del Colegio de Letras Inglesas de la Facultad de Filosofía y Letras, "A salto de imágenes".

Ha impartido cursos y talleres de análisis cinematográfico en diversas universidades y centros culturales nacionales. A menudo participa en páneles y conferencias sobre la cultura pop y los estudios culturales en universidades mexicanas, estadounidenses y europeas. 


Es miembro del International Music and Media Research Group (IMMRG), un subgrupo del International Project on Musical Signification, cuyo propósito es acercar y expandir la investigación de temas relacionados con la música como lenguaje mediático.
Es co-fundador y co-responsable del Grupo de Investigación Literatura y Música del Seminario de Semiología Musical.

Rodrigo Pérez Grovas

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<legionario150586@hotmail.com>

Rodrigo Pérez-Grovas Álvarez (México, 1986) estudia desde 2004 la licenciatura en Letras Modernas (Inglesas) en la FFyL de la UNAM. Ha participado en varios talleres de cuento, bajo la dirección del escritor Pedro Pablo Martínez; así como en diversos cursos de apreciación cinematográfica, impartidos por los profesores José Hernández-Riwes, Ernesto Priego y Oscar Buendía.

En el 2005 fue miembro del diplomado "Sombra de la luz; la influencia del gótico ingles en el cine norteamericano", impartido por una gran variedad de ponentes, entre ellos Vicente Quitarte y Ana Elena González, y bajo la coordinación del maestro José Hernández-Riwes.

En el 2006 fue miembro del diplomado "Rock y Literatura", mismo que estaba enfocado en el estudio de las diversas formas en que es posible relacionar la música pop con otras manifestaciones culturales no necesariamente musicales, y que fue impartido por los profesores Ernesto Priego y José Hernández-Riwes.

En el 2006 participó en el coloquio impartido en la UNAM sobre la figura del fantasma en la cultura, con su ponencia "Ghost World; el suburbio como el pueblo fantasma posmoderno", y en el encuentro de análisis cinematográfico organizado por la UAM, a cargo del maestro Lauro Zavala, con su ponencia acerca de la importancia del susurro y el silencio en el cine de terror.

Desde 2006 es miembro del Grupo de Investigación Literatura y Música del Seminario de Semiología Musical, donde desarrolla proyectos en torno a la relación literatura-música y cine.
Patricia Vega

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<patriciavega@yahoo.com>

Patricia Vega (Tijuana, B.C., 1957) es licenciada en Ciencias de la Comunicación por la Universidad Anáhuac y ha cursado diversos seminarios de actualización profesional entre los que destacan:  Curso de Producción Radiofónica (1976) en  Núcleo Radio Mil; Seminario de Actualización Periodística, (1983) en Universidad Anáhuac; Curso de Producción Radiofónica (1983), e Radio UNAM; Seminario “La aventura intelectual del pensamiento complejo”, impartido por el Dr. Edgar Morín, (1997), en Universidad Iberoamericana, Plantel Santa Fe y la Escuela Nacional de Trabajo Social de la UNAM; “Primer Seminario de Actualización sobre Temas Médicos para Periodistas”, (2001) Merck Sharp & Dohme y la Universidad Anáhuac.

Su interés por las letras la llevo a entrevistar a numerosos escritores tanto de México como del extranjero y en la actualidad cursa los prerrequisitos para una maestría en Letras Modernas (Inglesas) en la FFyL de la UNAM. Se acaba de integrar al Grupo de Investigación Literatura y Música del Seminario de Semiología Musical de la UNAM.

Inició su carrera periodística en Radio UNAM, participando en la redacción de la diversos noticieros y produciendo programas especiales de temática cultural.  Su principal campo de actividad ha sido la prensa escrita y después de colaborar en la agencia de noticias Notimex y el diario El Financiero, en 1984 se convirtió en cofundadora del diario La Jornada, en el que colaboró a lo largo de casi dos décadas como reportera cultural, coordinadora editorial y columnista.

Entre los reconocimientos a su labor en el periodismo cultural destacan: Mención Honorífica otorgada por el Club de Periodistas de México (1997), por haber dado a conocer, como exclusiva mundial, la edición de los textos inéditos de Juan Rulfo; 

Premio Nacional de Periodismo Cultural (1989), Instituto Nacional de Bellas Artes (INBA)/Sociedad General de Escritores Mexicanos (SOGEM), por su trabajo “El caso Rushdie: testimonios sobre la intolerancia”; Tercer lugar del premio Nacional de Periodismo Cultural, Juan Bautista Morales “El Gallo Pitagórico” (1982) por la cobertura del X Festival Internacional Cervantino, para Radio UNAM.

Además de la publicación de innumerables entrevistas, crónicas, notas informativas  y reportajes, es autora de los libros: El caso Rushdie. Testimonios sobre la intolerancia (1991) y  A gritos y sombrerazos (1996), así como de ensayos y capítulos en los siguientes libros: “Chavela Vargas”, en Encyclopedia of Mexico. History, Society and Culture (1997);  “Las directoras de cine en México” en Miradas de Mujer: encuentro de cineastas y videoastas mexicanas y chicanas (1998),  “Elena Garro o la abolición del tiempo”, en Elena Garro, Lectura múltiple de una personalidad compleja (2002), “Las Directoras”, en México, su apuesta por la cultura. El Siglo XX. Testimonios desde el presente, (2003). Así mismo compiló, junto con René Drucker Colín, las entrevistas de los dos volúmenes de Galería científica mexicana (1999 y 2000)

Sus poemas han sido publicados en el volumen colectivo Por la piel (Punto de Partida, UNAM, 1986) y en las antologías: Parvada (1985), Un camino de hallazgos. Poetas bajacalifornianos del siglo XX (1985) y Ávidas mareas (1988).

Su poema “Parodias de guerra II” forma parte de la trama de la película Encuentro inesperado (1991) de Jaime Humberto Hermosillo y escribió el guión de Oir,  cortometraje (sin filmar) inspirado en hechos ocurridos durante el terremoto de 1985 en el taller coordinado por Beatriz Novaro.

Ha participado como ponente en numerosos congresos, seminarios y foros de su especialidad  y como docente impartió en 2002 y 2004 el Módulo Entrevista en el Diplomado de Periodismo Científico auspiciado por la Universidad del Claustro de Sor Juana y el Consejo Nacional para la Ciencia y la Tecnología (Conacyt). 

Desde 2006 es miembro del Grupo de Investigación Literatura y Música del Seminario de Semiología Musical, donde desarrolla un proyecto de investigación sobre Astrid Hadad.

Jarret Julián Woodside Woods

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<julianwoodside@gmail.com>

Jarret Julián Woodside Woods (México, 1982), estudió la licenciatura en Comunicación Social en la Universidad Autónoma Metropolitana plantel Xochimilco (UAM-X) con una especialización en Semiótica Intertextual bajo la supervisión del Dr. Lauro Zavala. En 2005 obtuvo el título en Comunicación Social, tras desarrollar la tesis “El Impacto del Sampleo en la Memoria Colectiva. Hacia una Semiótica del Sampleo”. Cuenta además con estudios en Historia y Sociología por parte de la Universidad Nacional Autónoma de México (UNAM), en donde actualmente cursa el programa de la Maestría en Historia en la Facultad de Filosofía y Letras.

Ha participado en la Cátedra de Semiótica del Instituto Tecnológico de Monterrey Campus Ciudad de México bajo la dirección del Dr. Alfredo Cid Jurado, en el Seminario de Semiología Musical de la Escuela Nacional de Música (UNAM) a cargo de la Dra. Susana González Aktories y el Mtro. Gonzalo Camacho. 

También ha participado en diversos diplomados entre los que destacan “Semiotics of Advertising” dirigido por el Dr. Marcel Danesi en la Universidad de Toronto, “Great Philosophers” coordinado por la Facultad de Filosofía de la Universidad de Toronto, “Semiótica y su vinculación a la Estética. La Semiótica de Herman Parret”, con la participación del Dr. Parret, la Dra. Katya Mandoki, el Dr. Alfredo Cid Jurado, el Dr. Lauro Zavala, la Dra. María Esther Enriquez y el Dr. Roberto Flores, todos especialistas en semiótica. 

Actualmente cuenta con dos artículos en prensa: “El Diálogo Cinematográfico y la Música” para “Tierra Adentro”, Revista del Consejo Nacional para la Cultura y las Artes y “El Sampleo Como Signo en la Música” para la Revista de Comunicación y Cultura “Versión”, editada por la UAM – Xochimilco y es colaborador de las revistas ZIN (www.revistazin.com) y SWITCH (www.switchonline.com.mx) con diversos artículos y reseñas sobre la música popular desde el 2003. 

Ha sido encargado del diseño sonoro para diversos cortometrajes entre los que se encuentran “Después del Invierno”, de Pablo Mendoza Ruiz (Centro Universitario de Estudios Cinematográficos, UNAM 2005), proyectado en la Cineteca Nacional y el Centro Cultural Universitario, entre otros cortometrajes tanto independientes como del Instituto de Cine de Vancouver. Cuenta también con estudios en producción y edición sonora por parte de Metalworks Institute en Missassauga, Ontario (Canadá) y Digidesign. 

Entre los campos de estudio en los que desarrolla sus actividades se encuentran el sampleo como fenómeno social y de significación musical, el cover, la traducción intersemiótica en la música y la música y el paisaje sonoro como constructores de la memoria colectiva, así como la reseña y crítica de la música popular.

Desde 2006 es miembro del Grupo de Investigación Literatura y Música del Seminario de Semiología Musical.

Colombian Songs in Early 78rpm Commercial Recordings
Jaime Cortés 

Universidad Nacional de Colombia, sede Bogotá. 
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Stream: Nation, Region, City/Songs of Desire

Keywords: Colombian songs, national identity, social identity, urban music 

The first recording ever made of a Colombian music piece took place in 1908, Mexico city. Two popular musicians were the protagonists: the so-called duet Pelón y Marín. Without knowing, they made the first step towards the consolidation of new forms of conceiving and perceiving music in Colombia. Recordings changed the local music activity and in fact, contributed to modify the formulation of new individual and social identities mainly in the capital and in the big cities around the country. Songs were the “musical objects” that allowed interpreting the social and national identities through poetical and musical messages heard in public and private places where recording machines were located. Almost all of those recordings were produced outside Colombia (the first recording industry in the country was established in 1934), mainly by American companies (Victor, Columbia and Brunswick). Those performances by foreign and Colombian musicians marked a tension between different types of music. 

The purpose of this paper is to analyze a selection of recorded songs that illustrate the transformation of the genre in 24 years. It takes into consideration the musical changes as a metaphor of cultural changes in a specific social context. The perspective is historical and combines different sources such as original scores, 78rpm records and information published in newspapers. 

Popular Music About Women’s Desire and Transgression: Songs, Lyrics and Images

Neusa Meirelles Costa

Universidade Paulista, UNIP-SP, São Paulo, Brasil

<nmlles@uol.com.br>

Stream: Songs of Desire

On movies, what kind of music underlines the scenes of feminine transgressions in the direction of carrying out his desire itself? What the verses of the songs say? Would it be possible to identify reiterations in these songs? 

For exploring these questions, and theoretically based on Foucault's terms, I examined three movies from 60's and 70's, which focus feminine transgression and the desire: Belle de Jour (Buñuel), Lady of the Bus (Neville de Almeida) and Lady Flower and His two Husbands (Bruno Barreto).

The first one, presents the metaphor of the carriage (Plato, Phoedrus), there is no music, but sonorities: in the excitements of Sèverine the horses of the carriage trot rhythmical, the bells do counterpoint. in the second one, the rhythm of his song is it of trotting of the horses of the carriage. (Original Sin, Caetano Veloso) while the verses say:  “the people never know for right where to put the desire”.

The third movie shows a woman who rescued of the death his lover through the strength of his desire, but his transgression is not seen by somebody else: the lover as ghost keeps up appearances. The verses of What Will Be? (Chico Buarque) exceed the feminine condition, when says: “What gives inside the people, survives in lovers’ ideas, and all the destinies will be going to find”.
Pageantry, Propaganda and Musical Power in Scientology Events

Chloe Coventry

University of California, Los Angeles

<chloecov@excite.com>

Stream: Songs of Desire

Keywords: Scientology, affectivity, aesthetics

This paper examines the place of music in the Scientology belief system through a critical analysis of the musical and performance aesthetics of Scientology “events”. Events, large-scale public gatherings that celebrate the accomplishments of “the church”, take place at main Scientology centers and are filmed and simulcast at other centers around the world, making them an important tool in creating and maintaining reflexive and inter-church notions of cohesive community, missionary purpose, and worldwide influence. Comprised of speeches, film clips, and musical performances, events have an overarching aesthetic of pageantry and dramatic emotionalism.  Music, either pre-recorded or performed by in-house musicians, is an integral part of the event’s aesthetic and is played throughout. My research, which included studying Scientology materials, interviewing musicians, attending events over the course of six months, and reviewing archived event films, traces the connections between ideas about music as conceived of by Scientology founder L. Ron Hubbard, and music in the context of the event.  I conclude that not only do particular dimensions of the event’s musical aesthetic correspond to certain beliefs about art and music internal to the church’s dogma, but that it is this connection which is a constitutive aspect of the event’s affective impact on members. Thus it is possible to observe in the event’s sounded musical elements and performance practice a concretization of notions of music’s meaning and affectivity, opening up questions about the relationship of music, emotion, and religious belief. 

New Forms of Musical Business in the Italian Indie Context: The Spreading and Success of ‘Integrated Management’

Francesco D’Amato

University of Rome ‘La Sapienza’ (Italy)

<francesco.damato@uniroma1.it>

Stream: Technology & Industry

Keywords: Music Industry; Business Models; Artistic Management

Usually discourses about changes in the music industry refer almost exclusively to new business models for digital  piattaforme and their organizative, economical, legal and cultural implications.

As recent changes concern not only technological innovation and related ways of music production/distribution, but also –for example- different trends toward integration, disintegration and cooperation, so analysis should consider other forms of rethinking and revising music practices. 

in the time between the crisis of the market and the institutionalization of new ‘digital’ business models, some players had to innovate their strategies in order to survive, drawing attention to the multiplication and diversification of possibilities for the circulation of -and the revenue from- music, well beyond the selling of CDs. in Italy, while majors have responded to the crisis either exploiting forms of revenue long neglected (such as neighbouring rights) and minimizing cost and investments (i.e. cutting new releases and A&R staff, outsorcing), many smaller and more flexible units have integrated and innovated ways of interaction among traditional activities (publishing, recording, ‘live’ performance) and new ones (blog, podcasting, viral marketing through web).

Pivotal to this is the artist, who comes to (re-)discover the centrality of his role. in this perspective, the driving forces for new models and strategies for the italian music industry haven’t been so much indie labels as rather artistic management structures. Here the shifts of focus is not simply from product management to artistic management but to integrated management, since it redefines the terms of the relationship between artist and management drawing on several options to articulate and improve its potential.

Through case studies of italian companies, the paper will explore what is integrated management, how it works, why and how emerged in the italian indipendent music context.

Experiencias Del Hip Hop En La Ciudad De México

Luis Felipe Dávalos Barbabosa

Universidad Iberoamericana

<gesesitodalimo@yahoo.com.mx>

Palabras claves: Hip Hop, capitalismo a la inversa, Ciudad de México

La presente ponencia tiene como principal objetivo refutar la teoría de Imani Perry que observa la siguiente definición básica de Hip Hop en su libro Prophets of the hood, Politics and Poetics in Hip Hop (Duke, 2004), a saber: “Hip Hop music is black american music” (p. 10). Aunque coincidimos en este argumento en cuanto al esclarecimiento histórico que conlleva, tomando en cuenta la experiencia de los raperos en la Ciudad de México donde el Hip Hop, como en muchas ciudades alrededor del orbe, es una realidad inminente y bastante sana (sin embargo, siempre diferente dependiendo del lugar, siempre frenético, huidizo, cambiante), pretendemos demostrar que el Hip Hop cumple con la misma función que en los Estados Unidos, a saber: un espacio democrático de creación de la realidad, y como muchas veces se ha definido, citando al artista Meshell Ndegeocello: “Hip Hop is the inverse of capitalism / Hip Hop is the reverse of colonialism”; definición que planteó Greg Tate para  referirse al origen del graffiti en Nueva York: “[graffiti was] reverse colonization” (citado por Jeff Chang, Can’t Stop Won’t Stop A history of the Hip Hop Generation, p. 74 ).   Nos parece que estas definiciones observan de manera más precisa lo que en su esencia es el Hip Hop pues toma en cuenta las implicaciones socio culturales que lo originan (pues estas, insistimos, cambian respecto al contexto) y la manera en cómo opera.  Además, permite echar luces sobre lo que Tony Mitchel llama “otras raíces” del Hip Hop, es decir, básicamente cualquier lugar fuera de Estados Unidos donde ha florecido, lugares en los cuales los entusiastas de la expresión se enfrentan a otra realidad que requiere de otro discurso y que crea un impacto en la realidad diferente. No sólo nos permitiremos hacer un breve esbozo panorámico del Hip Hop en la Ciudad de México, sino que al hacerlo, utilizaremos un gran caudal lírico proporcionado por los artistas capitalinos  que nos permitirá dar una lectura de la función que particularmente ha cumplido el Hip Hop en la ciudad de México. 
“Super Popular” Song: The Football Chants

Angelo Di Mambro

<angelo.dimambro@fastwebnet.it>

Stream: Songs of Desire

Keywords: Song, Parody, Construction of identity, Carnival

Football is one of the most popular sports in the world. Cultural Studies underlined that football stadium crowds express a form of subculture, though with many differences Country by Country, town by town, district by district. Songs, sung by spontaneous choirs, are the resonant form of expression of these crowds.

in particular, peculiar features of song such as emotional involvement, identity construction, collective participation through the centrality of voice are exalted in the complex game of quotations, references, dialectic struggles, played by the crowds in the stadium and in its mediated representations. in most cases, these songs are parodies of folk tunes or Pop charts hits, deprived of musical instruments, laying “just” on thousands voices. When stadium crowds appropriate of a tune, in some cases it can become a collective product, an autonomous aesthetical object, signed by crowds beyond the author and the singer. Such as “You’ll never walk alone”, originally a Broadway musical song, nowadays worldwide recognized as the Liverpool FC fans anthem, in this form quoted in Pink Floyd 1971 album “Meddle” and recorded in many CD versions.

Are we talking about “songs”? and which kind of? A zero degree one? Through examples from Europe, the bakhtinian notion of Carnival and Bateson’s approach to games and rituals, the intended aim of the paper is to light up this form of collective expression. Looking for an extension of the research scope through the experience of notorious football addicted Latin American people.

Música Cubana Made in México

Yey Díaz de Villalvilla

Escuela Superior de Música y Danza de Monterrey, Nuevo León, México

<ciudadanacc@yahoo.es>

Los medios de comunicación y las nuevas tecnologías han acortado los tiempos, estrechado las distancias y diluido las fronteras culturales de tal forma que la música popular ha desibujado su territorio y viaja universalizada proponiendo horizontes distintos a sus interlocutores. Desde su latitud la Isla de Cuba ha recorrido los escenarios más alternativos en boca de cantautores para decir las cosas que se guardan en silencio. Resueltamente, esta vez la Isla es cantada desde tierra mexicana para satisfacer la necesidad de legitimarse en escenarios  que no conocen el fatalismo geográfico de la cultura politizada.

David Torrens, Amaury Gutiérrez, Francisco Céspedes abandonan Cuba con la necesidad de emprender un viaje y se descubrieron inmersos en una sensación más colectiva que personal. Salieron con una fotografía musical el bajo brazo, a buscar y a reinventar lo que traían consigo y acertaron a construir nuevos significados que denotan un metalenguaje cuyo principio es el nomadismo. 

La presente investigación contextualiza y esboza los factores que fueron cruciales en la definición de estilo y género en estos tres artistas que obligados por las circunstancias interpretaron la cubanidad y la mexicanidad, más allá del ejercicio hibridación, y de las transacciones monetarias y espirituales. Arrojada al ruedo por los medios telemáticos su música demuestra un elevado grado de competencias comunicativas y el reconocimiento recíproco, comprensibilidad, aceptación y reedificación de su querida Isla en el “otro” continental.

Ahora bien, y a pesar de ellos, se impone que nos preguntemos: ¿Cómo se entreteje el discurso plural y mestizo en un top 10 de estratificación desigual del capital cultural? ¿Cómo la música de estos tres artistas vivencia ambas culturas desde una perspectiva interaccionista Vs esencialista? ¿Cómo se construye la cadencia musical e interpretativa de estos tres “exponentes” en la aldea globalizada de áspera gestualidad y ritualidad ? 

Carlos Curti, Italian-American or Mexican?

Jean Dickson

University at Buffalo, SUNY

<dickson@buffalo.edu>

Stream: Nation, Region, City

Who was Carlos Curti (ca. 1861 – 1926)?  

Was he an Italian immigrant and clever imitator of the Estudiantina Figueroa, the Spanish band that played bandurrias in New York City in 1880?  According to early 20th century US mandolin enthusiasts, Curti had arrived a few years earlier and had been playing first violin in a French orchestra, but quit that job to organize the (fake) “Spanish Students,” a mandolin troupe that toured the US.  

or was he, as Mexican researchers state, a young composer, director, and musician from  Mexico City?   Curti published many original dance tunes in the USA starting in 1880,  music for a  Broadway musical in 1905, and a mandolin method, with parallel English and Spanish texts, in 1896.  in 1884 in Mexico City he organized and directed Mexico’s first “orquesta tipica;” the group toured the US, Canada, and Cuba.  in the 1880s he also wrote several very popular Mexican zarzuelas (musical comedies).  Until about 1902, he toured intermittently, often soloing on xylophone.  Apparently he spent most of his time between 1902 and 1914 in New York, where his wife died; Curti himself died in Mexico City.

Why did Curti apparently create misleading stories of his origins?  How does this change our understanding of the roots of popular music – and musical identities -- in the last 20 years of the 19th century and the first 20 years of the 20th century?  I hope this paper will begin to answer these questions.

Forming The Diagonal Mix

Ruth Dockwray

University of Surrey

<R.Dockwray@surrey.ac.uk>

Stream: Technology Industry

Keywords: ‘Sound-box’, virtual performance, stereophony, sound localisation

Stereophony has significantly impacted the way songs are produced and experienced,  enabling the creation of a virtual performance that exists exclusively on the record – this virtual performance can be conceptualised in terms of the ‘sound-box’ (Moore, 1992), a four-dimensional virtual space. Within this, sounds can be located through: lateral placement within the stereo field; foreground and background placement due to volume and distortion; height according to sound vibration frequency; and time. The period from the mid 1960 to the early 1970s saw the gradual establishment of a ‘normative’ position for sound-sources within the sound-box, which we term the ‘diagonal mix’.

This paper originates in a Research Council-funded project to investigate the establishment of this norm. It addresses the early stages in the origination of the diagonal mix, puts forward reasons for its adoption, and considers the stylistic differentiation according to sound localisation that seems to be evident within this time frame. Through the further categorisation of pop/rock styles, such as psychedelic rock (Jimi Hendrix), hard rock (Ten Years After), pop (Tom Jones) and easy listening (Frank Sinatra), the intention is to illustrate the disparity of layouts across different styles and relate the findings to established theoretical production norms, as in David Gibson’s Art of Mixing (2005).

Apocalypse in Dub. Technological Production of The Sacred Through Sensory Immersion 
Francesco D'Orazio 
Università di Roma, “La Sapienza”, Italy / IULM University, Milan, Italy / McLuhan Fellow University of Toronto 
<francesco.dorazio@utoronto.ca> 
Stream: performance
Keywords: dub, immersion, ecstacy, sacred, hyperstimulation 

The dub performances of the British sound system Aba Shanti-I are dealt with as urban rites for the social production of the sacred. Based on a deep synergy between the archaic and the technological, the sessions are rituals of worship where the sound system becomes a technique for ecstasy and strives to elicit trances. The “masses” focus on Jah Rastafari, whose last embodiment is Ras Tafari, i.e. Heile Selassie I, Emperor of Ethiopia. During his sessions, Aba Shanti I materialises an archaic god, a primitive Power channeled by the musical text and the technological apparatus of the sound system. Through the deep intertwining of religious and musical codes the performance builds up a technologically mediated representation of the sacred based on the hyperstimulation of the audience. Stressing the bodily limits of perception, the performance immerses the audience in an overwhelming materialisation of the mysterium tremendum (R. Otto). The paper shows how both the technology and the symbolic and religious codes help creating a group mind which turns a club performance into a powerful hierophancy. 

Alternative To The Mainstream or Alternative in The Mainstream: Israeli Hip-Hop Performers As An Example

Uri Dorchin 

Ben Gurion University in the Negev, Israel

<udorchin@hotmail.com>
Stream: Songs of Desire

Keywords: Rap, Authenticity, Alternative, Mainstream, Subjectivity  

The talk will focus on the meaning Israeli Hip-Hop artists attributes to the ethos of "keeping it real" as an alternative to what is customary in the Israeli music industry. Critics of Israeli Hip-Hop maintain that since it is a product of the global pop culture, it lacks the authentic dimension that characterizes American Rap, and hence cannot fulfill its goal as subversive statement. However, I maintain that the alternative offered by Israeli Rap should be regarded as the insistence of its creators to act within the limits of the mainstream while resisting the standardization processes involved. This claim challenges the common notion, which tends to create an allegedly essential dichotomous distinction between hegemonic culture with its mainstream products and alternative/resistant sub-cultures with their rebellious cultural products. 

This essay begs to differ from those approaches that assume encounters between hegemony and alternative emphasize conflicting type of relationships, which necessarily leads to a waning of the authenticity component in the resisting conduct and of the purity of the message it carries.

Using ethnographic analysis based on anthropological fieldwork, I will point to a dialectic relationship pattern that lacks binary perspective, highlighting a dimension of dynamics rather than bolting in opposing standpoints. This type of analysis enables reevaluation of the validity of the term authenticity, and in the artistic context, of the possible existence of a subjective position within the industrial apparatus.

A Place Where We Belong?: Contesting Masculinities in Two Versions of Peter Gabriel’s ‘Don’t Give Up’

Michael Drewett

Rhodes University

<m.drewett@ru.ac.za>

Stream: Songs of Desire/Performance

Keywords: Peter Gabriel, Gender, Masculinities, Femininities, Performance

Peter Gabriel wrote the song ‘Don’t give up’ in part response to Dorothea Lange’s ‘in this proud land’, a photograph which captured the dust-bowl conditions in the United States during the Great Depression. The song deals with an unemployed man’s self-doubt when faced with the desperation of poverty. However, the song, as it appears on the ‘So’ album and accompanying video seems to say as much about gender politics as it does about class relations. The duet with Kate Bush relies on and entrenches traditional gender relations of a woman propping up her husband’s bruised masculinity in his moment of self-doubt. Yet Gabriel originally intended the song as a solo performance, in which he would sing both parts to the song. Indeed, this is the version which Gabriel took to the road during the performances captured on Gabriel’s Point of View concert video release. This paper explores the performances of the two different versions of the song and argues that the solo performance offers a more empowering alternative to the stifling gender politics of the Kate Bush duet performance.

The Band "Chicago" It's Historical and Inspirational Impact on the Performance of Popular Music

Kenneth Dye
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Stream: Performance

Educators and students would be surprised to discover the historical influence rock group “Chicago” has had on the study, performance, and education of musicians.

“Chicago” the band was formed in 1967 in the city of Chicago, IL. With a distinct classical music foundation, the group brought traditional band instruments such as trumpet, trombone, and saxophone to the genre of rock music. The band’s intricate brass and lyrical melodies served as an inspiration to young musicians across the world.

The band “Chicago”, formed by a creative group of DePaul University music students, began as a musical experiment but achieved stardom with a steady parade of hits in the 1970s, and 1980s.

The interesting education connection to Notre Dame was the musical and composition tutelage by the late Fr. George Wiskirchen, CSC, Assistant Director of Notre Dame Bands.  His award winning bands of the 1960s provided a foundation training and jazz composition to start the group.

This study will conduct interviews with the group’s founding members, their manager, and jazz scholars familiar with Fr Wiskirchen’s early work. A special performance of “Chicago” and the Notre Dame Band will provide the venue to conduct interviews of founding members.

A national survey of music educators will be conducted to compile anecdotal material explaining “Chicago’s” influence and inspiration on Bands and young musicians.

This paper will also be supplemented with past and current audio and video clips of “Chicago” member’s performances and interviews.

Changing Notions of Fandom and Musical Taste: A Study of Web-based Rock Music Communities in Hungary

Emilia Barna

University of Szeged, Hungary (until January 2007)/ 
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<mimi1960s@yahoo.com>
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The online presence of popular music and popular music-related communities entail a need for the redefinition of our notions of fandom and musical taste, along with the re-thinking of the relationship between identity as fan/ music consumer – as connected to genre, style, or particular groups, and understood as the result of a discursive process – and online representations related to music. Central to my study is the process during which categories relating to musical style and genre – elements within the definition of fan identity – are formed; I propose these are in part results of negotiation shaped by interaction made possible within the virtual space of websites. Also involved is the questioning of music consumption and fandom as a one-sided, passive process, and the interpretation of this process as a constructive and multiple-sided interrelationship. 

Through qualitative analysis of collective Hungarian rock music portals and websites of Hungarian – mainly unsigned – rock groups, I intend to shed light on the way and extent to which the structure of websites allows for communication within fan communities – among fans and artists –, and the function of websites in shaping roles within the community. Under the label of ‘structure,’ I examine such elements as communication space – the methods of contact; organization of content; and grouping criteria in the case of collective music portals.  As regards content, I look at stylistic and generic (self-)definitions; representations referring to style or genre; identity- and value-related articulations; and references to the audience – with the aim of identifying roles and motivations within the communication processes. 

The Vogue of Coming Outl Description of The Lesbian Aspect in Post-Soviet Rock and Popular Music

Elena V. Novozhilova / Новожилова Елена Владимировна

Dostoevsky Fund, Moscow / Фонд Достоевского, Москва
<info@dostoevsky-fund.ru>, <lenhen@yandex.ru>

The period 1999−2003 have been noted by a fashion of lesbian theme on the Russian stage. It became possible after exhaustion of a Soviet discourse and after cancelling of clause 121, Penal Code (1993) and occurrence of legal homosexual subcultures. 

Culture potential was splashed out in a debut album of Zemfira, rock musician from Urals (1999). It was the first embodiment of lesbian discourse on the Russian music stage, and the first musical coming-out. However, only Zemfira’s talents have made her so popular. The solo concert of 23 years-old singer on the main concert platform of the country in March, 2000 had an unprecedented success, no analogue in history of Russian rock/pop scene.

Next mark - the beginning of radio rotation of the Petersburg rock group "Night snipers", 2000-2001. Unlike Zemfira, genesis of their songs is more complicated, lyrics relate to some literary traditions.

When «lesbian fashion» came to popular music, a lot of commercial projects based on it appeared (such as “T.a.t.u”, 2000). They were rather successful at a moment, but, possessing small art value, have quickly died on feet. Instead, interest to the new talents appearing inside the lesbian subculture increased.

The fashion has been over approximately in 2004. The art effect of topmost lesbian discourse music was so great, that, first, have generated a plenty of imitators, and secondly, have forced the following musical generation to separate − for not to be similar. These songs have exerted the strongest influence on music, on LGBT subculture, and on the Russian culture as a whole.

Did New Musical Topics Emerge in Early Rock Criticism? "The Psychedelic" as a Case Study

William Echard

Carleton University

<william_echard@carleton.ca>

Keywords: semiotics, rock criticism, interpretive communities.

Stream:

This paper addresses a concrete example of the applicability of topic theory (a branch of contemporary musical semiotics) to rock music of the 1960s. Based in a detailed reading of the first year of Rolling Stone record reviews, supplemented by more general comments about U.S. rock criticism of the 1960s and early 1970s, I will discuss theoretical and historical aspects of the question: "Did new musical topics emerge in this musical culture, and can we consider 'the psychedelic' as a valid example?" Theoretical questions explored in this connection will include: (a) To what degree did 1960s Anglo-American rock culture have a unique topical field, and in what ways did it rearticulate and intersect already-existing fields; (b) What is the relationship between topical fields and cultural fields in the more familiar (Bourdieu-inspired) sense, and; (c) Under what conditions will an interpretive community develop new topics, and did those conditions exist in the specific case of Anglo-American rock music of the 1960s? I will generally answer these questions in a manner consistent with the claim that there were, indeed, newly-emergent topics in rock culture, and that 'the psychedelic' (along with other topics to be discussed more briefly) constitutes a valid, but not unproblematic, example.

Chords, Scales and Band Rehearsals: Better Material, Better Results? Changes in the Acquisition of Musical Skills

Ulrich Einbrodt

University of Niederrhein

<ueinbrodt@yahoo.de>

Stream: Technology & Industry

Keywords: Music Production, Notation, History, Music technology (PC), Band rehearsal

Since the 60s, when musicians wanted to play like the Beatles, popular musicians are looking for material that helps them to get along. Listening to records was the first method, then, with tape recorders, listening to the songs or solos in half speed, one octave down. Chords, scales, everything has to be heard out of the originals. Notation was not available or in a different key, often strangely converted to piano scores. in the 70s and 80s, songbooks appeared on the market that were aimed at these popular musicians but the contents were often disappointing. Today, we are at a much better situation. Songs are provided with accurate transcriptions, many books demonstrate how to learn all popular styles, chords, scales, licks, riffs and more. in addition, it is shown how to play efficiently in a band, to develop ones individual style, to write lyrics, to compose songs by guitar, what to do against feedback, how to handle a monitor-system, etc. 

The 90s brought musicians PC programmes to learn instruments, to play along for practise, to print notation, to help to compose songs, to show how chords interact in a certain style, to find out what chords are used in a wave file, to increase speed and accuracy, and more. 

The presentation demonstrates how the acquisition of musical skills has developed since the 60s and what kind of tuition material musicians have been using in popular music. It will show useful examples as well as awkward ones, give insight to PC programmes for musical tuition and will ask if this up to date material will result in better musicians or music.

Fencing Off the Lost Real: Fetishised Spaces in Portuguese Fado Music

Richard Elliott
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Stream: Songs of Desire/Nation, Region, City

How is it that we can find pleasure in music that emphasises despair and loss? How do musical texts referencing loss and absence create fetishised spaces for us to come to terms with what Jacques Lacan referred to as ‘the lost real’? Drawing on the work of Freud, Lacan and Barthes, this paper will attempt to explore these questions with reference to Portuguese fado music. Fado places a strong emphasis on loss within its song texts, referring as they often do to absent people and places and instilling in these objects of loss a simultaneous absence and presence. The corresponding mingling of trauma and pleasure, or summoning-up through desire, is enacted via a poetics of fencing-off, framing and staging  of the lost object, which becomes, I will suggest, a symbolic substitute for the lost real. I will consider two songs, ‘Vielas De Alfama’ and ‘Lágrima’, as paradigmatic examples of this process. ‘Vielas…’ will be discussed in relation to the way it works as a meta-narrative of the historicisation of Lisbon as a site of desire, while ‘Lágrima’ will be explored for its staging of the lover as absent object of desire. Consideration of both songs will draw on Freud’s ‘Beyond the Pleasure Principle’ and on Lacan’s observations of art and desire in The Ethics of Psychoanalysis. They will also be read in light of a set of Barthesian dualisms: geno and pheno song; studium and punctum; plaisir and jouissance.

Sound Amplification in Calypso Live Music of El Callao, Venezuela

Emilio Mendoza

Universidad Simón Bolívar, Caracas

<emiliomendoza@cantv.net>
INDUSTRY?
Keywords: Sound amplification, calypso music, carnival of El Callao, Venezuela.

in the town of El Callao, cultural elements exist, among others, that came in different migratory waves from Caribbean French and English speaking islands. These were established in the area due to the attraction of the gold mining since the second of the 19th Century. This contribution has formed a singular tradition specially in its music, the calypso. It is performed live at the festivities of Carnival, where the musicians form the head of a comparsa or group of people dancing and simultaneously walking with the music. With the decrease of gold mining, different personalities took the lead in reviving the decaying traditions and antagonizing music groups were formed. A specific group with its repertoire characterizes each comparsa, and during Carnival all march through the town’s streets crossing each other. The rivalry was increased by the production of hit songs for the festivities and also through the establishment of fixed stages in different locations, following the pop concert culture of the seventies. Since this time, the incorporation of electrically amplified instruments first and gradually the appearance of a full PA system, influenced the live music performance of the comparsas in the way that a cart with an electrical generator, PA and instruments coexist with the unamplifyed acoustic instruments. At present, the competition between comparsas is exhibited through increasing volume and loudspeakers size while sound engineers and monitoring are not yet included, creating a sound chaos and making a necessary shift towards reproduction of recorded music in the comparsas activities.

Turkish Folk Musicians’ Ambivalent Encounter With Popular Music

Ayhan Erol

Dokuz Eylül University

<ayhan.erol@deu.edu.tr>

Stream:REGION?
The idea that Turkish folk music represents the true music of the Turkish nation came into being with the foundation of Turkish Republic, as a modern nation-state, in1923. It has been collected many folk/rural songs from the Anatolia as a result of the desire to identify national characteristics of the invented culture. Thus, collecting folk songs has been one of the important ways of discovering and disseminating Turkish national culture. The political elites of Republic of Turkey who have invented Turkish Folk Music have often unquestioningly assumed either that the composers of folk music were unknown, or that instead of being composed, the music developed as a result of a group process. This preference is based on the homogenization of different musical cultures living in the Anatolia in order to create a national culture. This also is of course a policy of constructing and controlling representations of ethnic identities.

From the 1930s. to the 2000s, it is possible to identify three concentic level of the Turkish folk musical identitiy, with the public visibility and audibility, from the local to the transnational, each of which can associated with a particular kind of musical style, and, each of which has both conservative and progressive variants. These preferences all are concerned with authenticity. in this, by examining the conceptual status of authenticity, these differences will be analysed. in doing so, I will try to shed light on the complexity of Turkish folk music and musical practices bound up to it, past and present. I think that both Turkish folk music in historical terms and the revived folk music in the 1990s closely associated with the mainstream popular music styles can best be understood in this context.

“El Último Deseo”. La Pasión En El Lenguaje Musical Y Literario De Las Compositoras Mexicanas Contemporáneas.

Teresa Estrada Rodríguez

Compositora e Investigadora independiente

<sirenasalataque@yahoo.com.mx>
Área temática: Canciones de deseo.
Palabras claves: pasión, rock, compositoras, lenguaje musical y literario.

Las mujeres en el rock en México se han enfrentado a una industria que intenta controlar su música, sus discos, sus conciertos y su imagen. Algunas han hecho concesiones en aras de comercializar su obra y otras se han mantenido en el underground para conservar su libertad. En la historia del rock en México las compositoras son como agujas en un pajar. Hay pocas y por lo regular su obra no tiene una difusión masiva. La mujer siempre es vista como objeto del deseo, pero ¿cuál es el objeto del deseo de las mujeres?, ¿A qué y a quienes conquistan, seducen, subliman? ¿De qué manera se describen a sí mismas?, ¿Qué rol juegan en el acto amoroso?, ¿Qué estilo musical utilizan cuando hablan de pasión?, ¿Qué instrumentación prefieren? En resumen ¿cómo expresan la pasión en su lenguaje musical y literario las compositoras mexicanas contemporáneas?

Mash The System: Exploring The Effects of Sampling Technology in Contemporary Western Popular Song
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This paper will explore aesthetic, cultural and ethical issues raised by the production of mash-ups by analysing two different examples of the genre – “Smells Like Bootylicious,” mixed by Soulwax and “I Wanna Dance With Numbers” by Girls On Top. Some would argue that the act of mashing together elements of two or more songs perfectly illustrates the Adornian viewpoint of the standardisation of mass culture as it suggests that vocal melodies and their rhythmic and harmonic settings are literally interchangeable. My analysis, however, will focus on how our understanding of each original song is transformed by this process as the socio-cultural associations of each are mashed together along with their musical components, inviting listeners to re-examine assumptions made about aspects such as genre and gender. Issues relating to creativity and ownership are also raised when two songs are mashed together: as no new material is composed or performed, can a mash-up be owned by its producer? is it still a legitimate creative act to use music written and recorded by others as your only raw material for a new song? Although these questions have been asked for as long as sampling technology has existed, they are especially pertinent when a song is composed entirely of pre-recorded material. I will conclude by exploring the cultural role of mash-ups in the context of the current debate about the enforcement of copyright and IP legislation.

‘The Qatsi Trilogy’: An Examination of Affect in Film Music Through Philip Glass’s Soundtracks For Koyaanisqatsi, Powaqqatsi, and Naqoyqatsi

Kristin A. Force

York University

<kforce@yorku.ca>

Stream: Songs of Desire

Keywords:  Philip Glass, Film Music, Music Cognition, Experiments

Philip Glass is a prolific composer who employs non-traditional methods of film music composition.  When looking for non-programmatic music, film directors/producers seek his work, as his style creates a unique personal space between the listener and the film in which the listener can relate his or her own experiences, thus connecting with the film.  However, musicologists have primarily focused on Glass’s concert music.  The result is that the importance of his film music and its effect on different audiences is largely understudied today, despite the fact he is composing music for commercial/Hollywood films that are viewed by thousands of people.  This paper covers a musical, cognitive, and ethnographic examination of Glass’s soundtracks to demonstrate their effect on North American audiences through his non-narrative film trilogy, Koyaanisqatsi (1983), Powaqqatsi (1987) and Naqoyqatsi (2002), directed by Godfrey Reggio.  

The methodology for this paper consists of analyzing reviews of the films, conducting two different listening experiments complemented with a musical analysis of the soundtracks, and an interview with the composer himself.  This research was conducted to a) determine whether Glass’s compositional style has progressively become more connected/effective for listeners over the past twenty-five years, b) to determine whether listeners associate his compositional style with certain descriptive terms used by the reviewers of his soundtracks, and c) to determine whether listeners can detect an evolution in his compositional style throughout his soundtracks composed in the 1980s, 1990s, and 2000s.  in this paper, an overview of the experiments will demonstrate a means of examining affect in popular film through the study of music cognition as such research will ultimately connect Glass’s soundtracks to human beings.
Record Labels in Uruguay: De La Patria A La Cumbia.

Marita Fornaro Bordolli
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This is a proposal to analyze the role of record labels in the production of Uruguayan popular music in the 20th century, with a particular focus on the Sondor label, about which both  a research and  a academic support  has been carried out.  There will be references to Uruguayan popular music records, the economic and technological dependence on Argentine producers, the Uruguayan labels’ sales and marketing strategies and their profile as regards commercial activity. Special attention will be paid to the following:

 a)  The music that was released from the mid 1960s to the mid 1980s by the founders and members of the wave called “Canto Popular Uruguayo”, which brought together different genres among which popular music with traditional roots predominated. 

b) Recorded songs as an element of resistance during the 1973 to 1985 military dictatorship. in that period popular music came to be one of the strongest elements in demarcating thresholds of belonging to the people who were resisting the de facto government in a process that charged repertoires, concerts and records with ethnicity.

c) The opposition between “canto popular” and "música tropical” (which includes genres connected to a broadly-defined “cumbia” profile), and the labels’ role in the diffusion of this macrogenre throughout the period studied.
Exclusion, Polarisation, Hybridisation, Assimilation: Otherness and Modernity in the Early Swedish Jazz Age

Johan Fornäs
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The introduction of jazz in Sweden 1920-1950 gave voice to the development of a series of interconnected identity discourses, through which modern forms of subjectivity and difference were renegotiated. Jazz became a privileged symbol of this new age, and an arena for playing out conflicting views on issues of age, class, ethnicity, gender and other dimensions of difference. This paper presents a both intersectional and intermedial study of popular songs, films and literary works, journalist and analytic essays and other sources in which such dialogues were staged. Jazz entered Sweden simultaneously with the formation of the modern welfare society, called “the people’s home” (folkhemmet), implicating a form of identity politics for including all citizens in a model where individual identities had to be redefined. Jazz highlighted several kinds of both enticing and horrifying (young, low, black, female etc.) “Others” that challenged the stability of national identities and was part of a new and ambivalent map of subject positions. Four basic positions may be ordered from separation to fusion: the moral panics of exclusion, the dichotomising primitivisms of polarisation, the playful pluralities of hybridisation and the re-traditionalising striving for assimilation. Similar processes and discourses remain in force in our own late modern times, though with other genres and expressions involved. Building on a larger project, the paper will focus on some main kinds and examples of modern intersectional dynamics in the play between identification and otherness.
Thirty Years Are Not Enough: A New Pop Generation in Spanish Cinema of The 90s

Teresa Fraile
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Despite the purists of film score disregard the integration of popular music in cinema, from the 60s the presence of songs in such a popular medium has given rise to one of the most powerful widespread devices, disseminating both cultural significations and musical expression.

This paper deals with the use of popular music in Spanish cinema since the 90s, a period where a new specific generation of directors and musicians prevails, arising from a second democracy arrived after the movida of the 80s. Instead of reacting against the previous political situation, the members of this generation found themselves having to handle the languages of cinema, advertising spots, television or music videos, placed at their disposal in the sourrounding audiovisual culture.

Therefore, this research tackles, on the one hand, the use of popular music in cinema as a bearer of social meanings, and on the other hand, its connections as an integral part of the mass media synergy created in the Spanish audiovisual industry. The paradigms have their departure point in the well-known films of Pedro Almodóvar, because of his recovery of the copla with narrative purposes, but they include many others kind of films, such as the re-interpretation of pop music in the latest Spanish musical, that adapts songs from the first democracy in contrast to the rural-popular film tradition of the copla and the españolada, contemporary of Franco’s regime.

Treinta Años No Son Nada: Una Nueva Generación Del Pop En El Cine Español De Los 90

A pesar de que los puristas de la música cinematográfica desprecian la inserción de la música popular en la banda sonora, desde los años 60 la presencia de canciones en un medio tan popular como el cine ha dado lugar a uno de los mecanismos más ricos de difusión tanto de significados culturales como de expresión musical.  

Esta comunicación investiga la utilización de la música popular en el cine español desde los años 90. Es la época ganada por una generación específica de directores y autores, perteneciente a una segunda democracia derivada de la movida de los años 80. En lugar de reaccionar contra la situación política anterior, esta generación se ve en la necesidad de expresarse elaborando los lenguajes del cine, la publicidad, la televisión o el videoclip, puestos a su disposición en la cultura audiovisual en la que se inscriben. Así, este trabajo aborda, por un lado, el uso de las músicas populares urbanas en el cine como portadoras de significados sociales, y por otro, sus relaciones dentro de la sinergia mediática de la industria audiovisual española. Los paradigmas encuentran su punto de partida en el conocido cine de Pedro Almodóvar, por su recuperación de la copla con fines narrativos, pero llegan hasta la reinterpretación de la música pop en el musical español más reciente, que adapta canciones de la primera democracia como contrapartida a la tradición del cine rural-popular de la copla y a la “españolada” contemporánea al régimen de Franco.
Chanter l’intimité : La Représentation d’une Communication Émotive
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Cette communication a comme tâche principale de démontrer comment l’idée moderne d’intimité est représentée dans la chanson populaire et la façon dont cette conception participe à l’imaginaire discursif dans un contexte déterminé.

L’analyse présentée est basée sur un cadre théorique et méthodologique qui conjugue apports théoriques de l’herméneutique philosophique développée par Hans-Georg Gadamer et les contributions sociologiques de John B. Thompson ainsi que celles d’Alberto Melucci et d’Anthony Giddens. Comme terrain d’étude, nous avons choisi certaines chansons québécoises des années 2005 et 2006. Pour étudier ces chansons – qui participent à la transformation et/ou à la perpétuation de l'imaginaire discursif –, nous pensons, à l’instar de John B. Thompson, qu’une bonne analyse doit comprendre trois niveaux : une analyse sociohistorique, une analyse discursive et l’interprétation.

La notion d’intimité émerge au cours du 20e siècle et devient rapidement un concept important en Occident. Dans un monde où la globalisation transforme nos habitudes de vie, le concept d’intimité est de plus en plus utilisé par les gens afin de décrire une relation particulière avec une autre personne et cela malgré l’individualisme ambiant. Cela est observable que ce soit lors d’une interaction en présence de l’autre ou à l’aide des différentes représentations que cette dernière acquière à travers les produits culturels.

Nous pensons que l’intimité est une forme de communication émotionnelle où la compréhension de l’autre et de nous-mêmes est primordiale. Cette conception, qui est implicitement transmise dans les chansons, permet le rapprochement et la compréhension de l’autre malgré la constante valorisation de l’individualité et du sentiment d’isolation que vivent certaines personnes.

“That Gypsy in France”: Django Reinhardt’s Occupation Blouze
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Woody Allen’s 1999 film Sweet and Lowdown is a surrogate documentary of Django Reinhardt – an apt approach to a life whose many riddles include fame and fortune in Nazi-occupied France.  I borrow a narrative device from the movie to present conflicting versions of jazz’s fate at this time: that it was expelled tout court; that it survived on the margins as the music of resistance; and that it was officially tolerated but covertly contested the regime.

None holds up under scrutiny, linked as they are by what Henry Rousso has called France’s “Resistancialist myth.”  Hot Club director Charles Delaunay, for example, later maintained his wartime position – “jazz is French” – was a strategy to avert persecution of the music as Negro or American.  But jazz was never under threat, and Delaunay’s nationalistic statements predated the occupation.  Similarly, critic André Coeuroy set out to naturalize the blouze, but, orthography apart, did so by plagiarizing prewar texts.

If the nationalistic discourse that heralded Django Reinhardt’s success was scarcely original, paradoxically his wartime music often sounded newly brassy and American.  Some might locate resistance in that gap; others would, on the contrary, recognize a collaborating opportunist.  This dispute, I argue, is anachronistic.  After France’s collapse, jazz was often associated with “national regeneration,” a phrase without firm political affiliation.  It became possible to believe, then, not only that jazz’s future was French, but that this would be the patriotic music of a reinvigorated New France.  With things this good, why ask, in whose Europe?
All About the Benjamins? Creativity, Commerce, and the Independent Record Shop
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One of the most well worn tropes in popular music studies is that old binary of oppositions—art versus commerce.  Whether we see art and commerce as at odds and diametrically opposed or as inseparable and integrated, or as ideas that are related to each other somehow whether positively or negatively, these two terms are ubiquitous in both academic and everyday discourse regarding popular music.  The purpose of this paper is to filter these terms and their contentious and/or troubled relationship through the sieve of the independent record shop to understand how popular music can be simultaneously creative and commercial. 

Using feedback from interviews I conducted with staff, owners and customers of indie record shops, I will show how the perceptions of the participants in the culture of these shops not only sometimes uphold the (often romanticized) binary opposition of ‘good’ art versus ‘evil’ commerce, but also how the commercial aspects of this particular sector of music retail reflect the creativity so often prized within popular music communities and thus why this binary is still relevant, even if it is not an actuality.  This paper will posit that independent record shops are a place of coexistence for art and commerce. 

Beyond the Ghetto: k-os’ Interweaving and Re-plantation of Traditional and Non-Traditional Hip-Hop Signifiers
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Canadian hip-hop grew from distinctly dissimilar roots than that of its Afro-American counterpart. Lacking the presence of a distinct ghetto culture in large urban areas of Canada, Canadian rappers developed different sets of signifiers, narratives and identities through which they communicate alternative narratives. Trinidadian-born, Toronto-based hip hop artist k-os, grew up, not in the urban centre of the city, but in the predominantly white suburb of Whitby, Ontario. His music and videos incorporate visual, verbal and musical signifiers that reference hip-hop’s primary cultural elements. Although they communicate markers of an African Diaspora and space, they transcend these markers, engaging a larger, more disparate audience. k-os’ social roots and sense of place both reflect and refract those of traditional hip-hop. His musical perspective, which includes jazz, rock, blues and reggae, reflects the diverse climate of Toronto. His performances interweave traditional and non-traditional hip-hop signifiers. k-os’ videos apply those extramusical components of space, visual images, choreography, and lighting in addition to the aural to communicate identity across racial, cultural, and media boundaries. k-os crosses geomusical/geographical boundaries by transposing places and signifiers of an American ghetto culture and creating “indigenous forms of rap” (Mitchell, 2001: 206). k-os incorporates traditional hip-hop elements into a new Afro-Canadian Diasporic voice. This paper uses k-os’ videos to illustrate how he reclaims hip-hop’s origins and challenges the stereotypical American rap identity. 

Listening in Shuffle Mode
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Among the great technological changes that are currently transforming the way we deal with music, those related to new forms of user control certainly deserve more attention than they have granted until now –not only for practical reasons, but for their ability to trigger novel music experiences. in this paper I will present some insights into one of the most successful and interesting features of modern music devices: the shuffle mode, developed from mere button in hi-fi systems into primal function of a hip product (the iPod shuffle, now in its second, tinier version). 

On the one hand, I will show how the shuffle mode satisfies in a very wise way a common goal of users of all kind of music devices (Pachet 1999): attaining a balance between the desire of repetition and the desire of surprise. in doing so, it challenges the gap between voluntary and involuntary listening, or active and passive listening, and offers the users fresh possibilities of managing their bodies and emotions in a more playful way. On the other hand, in association with portable devices (particularly, the iPod) the shuffle mode opens new perspectives on the relationship between listener and context, enhancing the aesthetic experiences of tuning in to the environment.

My analysis will mainly rely on literature on personal stereos (Bull 2000, Thibaud 2003, Levy 2006), as well as personal experience. I will also stress the connection between the shuffle mode of listening and ubiquitous listening (Kassabian 2002), which is the subject of an ongoing research I am conducting.

Charting Racism: The Creation of the Billboard Pop 100
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Ever since Ralph Peer invented the marketing categories of “race” and “hillbilly” music in the 1920s, the categories that the US music industry has used to market and track music popularity and sales have been based on a society that was legally segregated. Since that time, the categories of pop, r&b, and country have persisted in some form as defining categories of music marketing. Since 1958, the Billboard Hot 100 has been the chart used by the US industry to track pop singles. Then, in 2005, Billboard abruptly introduced a new chart called the Pop 100. To the uninitiated, this first appeared to be a duplication of effort. The Hot 100 had been Billboard’s pop singles chart for nearly half a century. What, then, was the Pop 100? The answer to this question began to reveal itself after one noticed that every record to reach number one on the Hot 100 in 2004 was by a black artist. Evidence suggests that the Pop 100 was created to counter this situation. Can it be that this late in the game, 40 years after the US Civil Rights Movement, US music interests would continue to promote racial separation as a way to market and track music? How does the Pop 100 differ from the Hot 100? What have been the effects of this new chart? What have been the reactions to it? This paper will explore questions like these as part of an overarching analysis of racism in the US music business.

”You better be listening to my fucking music you bastard!” Female Diskjockeys’ Relations To Technology and the Transnational Electronic Dance Music Industry 
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This paper deals with female diskjockeys (DJs)/ producers and their approaches to gender and technology on the transnational scene for electronic dance music in three crucial sites; London, Berlin and Stockholm. DJs/ producers today find themselves in radically transformed technological conditions compared to ten years ago. Turntables and vinyl records have been gradually replaced by digital formats and work methods on laptops, MP3 players and CD players combined with Internet accessibility and development of user friendly software for mixing and music production. This paper discusses the impacts of, and responses to, such developments by highlighting patterns of gendering, sexualisation and democratisation among DJs/ producers. in what ways have the conditions of female DJs and producers in the club and music industries changed as a result of accessibility, digitalisation and internationalisation? Discussing the ways female DJs frame issues of gender and sexism, this paper maps the strategies, approaches and shifting conditions for achieving credibility among differently positioned DJs/ producers in the three sites. 
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The tripartite partition of music domain into “high art,” folk and popular, which dominated Western music discourse for over a century, is now on the verge of collapse.   The features supposedly separating the “popular” from the other two fields have spread throughout the music domains of Euro-rooted societies.    The culture industry (as Adorno feared) has largely conquered the “high art” and “folk” musical fields.   Much popular music is recognized as genuine “art,” as “serious,” as “avant-garde,”  while  much postmodern experimental music on the “classical” side presents itself as “accessible,” “playful,” sometimes even rejecting  the appellation  of “art.”  Most telling, the upper cultural classes in Western societies have become polyglot consumers of all sorts of music and are no longer primarily associated with “high art” music.  

Based on these considerations,  I will argue for the following hypotheses.  (1)  “Popular” music has effectively won the competition for cultural capital by infiltrating and finally absorbing its “others.”   What remains is a heterogeneous and eclectic field of overlapping “niche markets,” lacking essential differences.   (2) The hierarchies of class, race and colonialism continue to play out in musical practice, but are now to be mapped within the whole field of the “popular” rather than in the opposition of popular-classical-folk.  in particular, the hierarchical ordering of classes and nations are exhibited more by the manner of consumption than by the musical content consumed.   (3) The term “popular” has lost the specificity of meaning it once had as a designator of a particular musical field.   It retains only genealogical value, as an indicator of how the overall musical domain has been recently transformed. 

Antifans and Music Snobs: Why Those That Love Music Also Tend To Hate It
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Recently Simon Frith argued for the importance of bad music and its acknowledgement in popular music studies. He wrote, “‘bad music’ is a necessary concept for musical pleasure, for musical aesthetics. … This is a necessary part of fandom. A self-proclaimed rock or rap or opera fan who never dismissed anything as bad would be considered as not really a fan at all” (Frith, 2004: 19). Frith’s assertion that fandom and the holy grail of ‘taste’ is built on not only a selection of good, but also a rejection of inferior music, will be explored in this paper. Further, musical antifandom will be positioned as a natural antidote to conventional fandom; a reaction to music that is often as irrational and intense as conventional fandom, but that produces discomfort or disappointment rather than pleasure. Using examples, the role of antifandom will be explored. I will argue that just as studies of conventional music fandom have provided valuable insight into the music industry and its audience, exploring antifandom can also provide scope to understand how audiences relate to contemporary music and why they can be affected negatively as well as positively. 

Glyuk’oza and Grrrl Power in Post-Soviet Russian Pop Music
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Since her debut in 2002, the pop starlet Glyuk’oza (Natalia Ionova) has earned a devoted following through an infectious melding of retro rock and modern dance music; a bubbly faux-naif persona; and the incorporation of Japanese anime iconography in her videos, CD covers and advertising. This has led to an image of femininity in post-Soviet Russian pop which emphasizes a “girls just want to have fun” mood, a strong transnational identity, allusions to the musical past, ironic borrowings from other media, and a notable downplaying of provocative sexuality as seen in other Russian female performers like t.A.T.u. and Via Gra. This paper examines Glyuk’oza’s songs “The Bride” and “I Hate You” and their videos, arguing that they have played a significant role in creating a new vision of globalized “grrrl power” in the new Russia.

“Unbearable Intimacy” and Gender/Genre Transgression or Genre Trouble: Voices that Matter
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Stream: Songs of Desire

Critic Greg Kot writes that alternative rock singer Jeff Buckley’s performances could become “unbearably intimate.”  Considering that most popular music concerns romantic relationships or social issues, what does it mean for a performance to be so intimate as to become unbearable?  and why would some listeners seek this?  Popular music scholarship rarely investigates listeners’ relationships with music.  Drawing upon 5 years of interviewing fans of Jeff Buckley, Meshell NdegéOcello, Björk, and Antony Hegarty, I direct our attention to the uncomfortable, yet moving experiences listeners relate about their intimate relationships with these gender/genre transgressive singers.  I argue that the musical intimacy invited by these singers compels listeners into complicity with singers’ transgressions, thus reconsidering their own sense of gender and sexuality.  As philosopher Judith Butler has famously written, it is only through identifying as male or female that a person is able to have an identity in our culture, even though these gendered performances are unstable and never reach culture’s imagined ideals.  Gender transgression exposes the fraught nature of identity categories.  Because the voice is assumed to be an essential expression of our bodily identities, sung gender transgression mesmerizes and confounds listeners’ sense of “natural” gender identity.  Intriguingly, gender-transgressive performers also tend not to have a “home” in a particular musical genre.  The very act of crossing one category calls the other identification into question, inspiring listeners to painfully reconsider the terms of these classifications and their own affiliations with them.

Lila Downs: ¿Una Encarnación De Mexicanidad?

Susana González Aktories

Grupo de Investigación de Literatura y Música

Facultad de Filosofía y Letras, UNAM

<s_aktories@prodigy.net.mx>
Palabras claves: Música pop mexicana, mujeres cantantes, análisis lírico, performance, semiótica

La última década del pop en México ha experimentado un “boom” muy particular que ha dado un importante lugar a los proyectos realizados por mujeres cantantes, y que ha trascendido a nivel internacional, sumándose al amplio y generoso corpus sonoro que integra hoy en día la “World music”. 

La propuesta de muchas de estas cantantes mexicanas se centra en la exploración y asimilación de diversas formas y representaciones de música llamada tradicional, étnica e incluso folklórica de México, misma se que ha integrado en su repertorio musical y, en algunos casos, ha constituido el hilo conductor de su discurso. Pero aun más allá de la propia música (géneros, instrumentación, temas, lenguas indígenas que conforman la letra de algunas canciones), esta mexicanidad también se ve traducida en su performance. Tal es el caso de la cantante mexicano-americana Lila Downs, quien ha recibido en años recientes una gran atención por parte del público no sólo mexicano sino internacional.

En esta ponencia analizará el tipo de representación de mexicanidad que realiza Lila Downs, y las maneras en que ésta es interpretada por el público. Para ello, me centraré en los distintos niveles en los que se logra la resemantización de lo mexicano en su discurso, y que van desde el perfornamce hasta las formas de integrar la música popular mexicana (cita directa, alusión, etc.), pasando por la instrumentación y los temas que ligan con la identidad mexicana. Finalmente me centraré en el papel que cobra el texto lírico, es decir, letra y la lengua en la que se cantan las canciones.

Identity and Scene. The Performative Discourse of “Havana” in Equis Alfonso’s Video Clips

Liliana González Moreno

Center for the Investigation and Development of Cuban Music

<lgmoreno@cubarte.cult.cu>

Stream: video clips/ scene/ identity/ performative discourse/participative spaces  

PERFORMANCE?
 in the last years the video clip genre in Cuba has obtained a great importance. The Cuban TV dedicates specialized programs to video clips, the artits included them in their Cds and used them in their shows before and even during their presentations.  The video clip is very important in the construction of identities and musical scenes in the Cuban youth. 

in this work I’ll present an analysis of four video clips of Equis Alfonso (a very important music composer and producer) — Habana 8pm, Civilización, Santa, and ?. This analysis will aloud to comprehend processes like:

· Detect topics, narrative formulas and semiotic processes that participated in Alfonso’s clips. 
· Show the ways of interaction between video and musical discourse in order to build specifics performative acts. 

· Show how is “Havana” presented on them 
· Define the type of identity scene that promote this type of music 
Flamenco Discography: Canon and Repertory

Javier González-Martín

Universidad de Almería

<jgonzal@ual.es>
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Se conservan registros sonoros flamencos desde finales del siglo XIX que hoy día forman parte de colecciones institucionales como la del Centro Andaluz del Flamenco.

Otro hecho importante fue la edición de Antologías de cante flamenco. La primera fue editada en Francia en el año 1954 llegando a España 3 años después por la casa discográfica Hispavox, a la que le siguieron la Antología del cante flamenco y cante gitano del año 1965, realizada por Antonio Mairena, y la Magna antología del cante flamenco de 1982, dirigida por José Blas Vega, por citar sólo las más influyentes y vendidas. La labor desarrollada por estas grabaciones discográficas no puede ser despreciada ya que han funcionado para el establecimiento del repertorio, centrándonos en el valor funcional y pragmático de las piezas recogidas, porque éste no sólo dispone qué se escucha o aprende sino también cómo debe escucharse o aprenderse, –no olvidemos que las antologías han servido para el aprendizaje de nuevas generaciones de artistas flamencos–; pero también para el establecimiento del canon del que ya hemos hablado ya que en ellas podemos encontrar las piezas más significativas que cualquiera que se acerque al flamenco debe (re)conocer y entender.

Sin embargo este hecho por sí mismo no habría trascendido sin la participación del medio radiofónico.
The Paper Rolls for Mechanical Instruments as a Source to 19th Century Popular Music

Nils Grosch

Deutsches Volksliedarchiv
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Stream: Technology

Already before a broad popular music industry, assisted by the new technical reproduction media (record, first of all), started to establish by the end of 19th century, the mechanical instruments, first of all player organs and - pianos came to the marked, whose perforated paper rolls and cylinders offered a medium for storage, reproduction and distribution of a widespread popular music repertoire.

The industries, that were nearly exclusively located in Germany (especially in the south-west), operated world-wide and reacted to the particular markets in registering the respective local popular repertoires, which were taken from other media (as popular music theatre or dance music performances) and re-structured for the new technology of storage and reproduction.

in contrast to previous investigation on 19th century mechanical music, which mostly concentrates on the instruments and their technology, this paper intends to fathom the possibilities of investigating on the storage medium and the musical repertoire fixed therein. I also will discuss the phenomenon of media change (“Medienwechsel” in German communication theory), that was applied to the music itself: To analyze# the process transforming it from a repertoire designed for “primary media” (performance with hand played music instruments and – first of all – by human voices) into the presumably first “tertiary media” repertoire, that addressed a free marked and an anonymous audience in purpose and establish an early worldwide operating profit-oriented music industry.

The paper may be given in English or Spanish.
Candeal’s Dribble - The Socio-Musical Context of An Afro-Brazilian Community
Goli Guerreiro
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This paper describes the process that has transformed a poor black neighborhood, Candeal, in the city of Salvador, Bahia, Brazil into a creative and entrepreneurial community with its own cultural dynamic. The musician Carlinhos Brown, born in Candeal, started producing his own music in the band Timbabalda with local musicians and became a great success in the early nineties. He is one of the most provocative musicians of the Brazilian coast of the Black Atlantic. His ability to bring people together led him to set up an NGO which not only trained musicians but also began to attend the needs of the community. The re-urbanisation that was carried out by the community itself as well the skills training, literacy and health programs installed have won the attention and praise of organizations worldwide. Musicians, artists, academics and even movie directors have visited the afro-Brazilian community to witness this socio-musical phenomenon. The story of the neighborhood lends itself well to the plot of a film and this is exactly what the Spanish director Fernando Trueba did with his film 'The miracle of Candeal'. 

Music As A Metomymical Symbol of Territory

Daniel Erenesto Gutiérrez Rojas.

Escuela Nacional de Música de la Universidad Nacional Autónoma de México.

<upensticha@yahoo.com.mx>
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The political and administrative borders and limits between territorial units tend to be expressed in different ways and through multiple means, the most evident and tangible are those involving political organization, such as giving justice, the administration and distribution of public and private properties, as well as the organization of work. But, are these activities the only ones which mark borders and express territoriality, or there are other less obvious though equally efficacious ones? This paper is intended to explore alternative ways through which territory, territoriality and the limits between political and administrative units may come to be expressed. Our hypothesis is that music is metomymically linked to some kind of territory or to some kind of social group which performs, lives, creates, plays and feels. This way, sound, and specifically musical sounds, because they are a part of well defined social practices, and becasuse of being, in addition, an extremely codified practice, costitutes efficacious mechanisms of production of sense, and due to its evocative capacity, it establishes capable and efficacious ways of territorial expressiveness. One may ask, then, how music may come to be constituted into a metonymical symbol of territory? How is it that musical sounds are able to express political and administrative borders and limits between territorial units?  

La música como símbolo metonímico de territorio. 

Las fronteras y límites político administrativas entre unidades territoriales tienden a expresarse de diferentes maneras y por múltiples vías, las más evidentes y palpables son aquellas que atañen a la organización política, como la impartición de justicia, la administración y distribución de bienes públicos y privados, así como la organización del trabajo. ¿Pero estas actividades serán las únicas que delimitan fronteras y expresan territorialidad, o habrá otras menos evidentes pero igualmente eficaces? En esta ponencia nos proponemos explorar vías alternas por las que pueda llegar a expresarse el territorio, la territorialidad y los límites entre unidades político administrativas. Nuestra hipótesis es que la música está ligada metonímicamente a algún tipo de territorio y a algún tipo de grupo social que la ejecuta, vive, crea, toca y siente. De esta manera, los sonidos, y en específico los sonidos musicales, por formar parte de prácticas sociales bien definidas y por ser además una práctica extremadamente pautada constituyen mecanismos eficaces de producción de sentido, y debido a su capacidad evocativa establecen medios capaces y eficaces de expresividad territorial. Cabrá preguntarse entonces ¿Cómo, y de que manera la música puede llegar a constituirse como símbolo metonímico de territorio y de territorialidad? ¿Cómo es que los sonidos musicales son capaces de expresar límites y fronteras político administrativas entre unidades territoriales? Y cabría preguntarse también, si la música no establece y delimita otro tipo de fronteras, otro tipo de líneas que trazan contornos quizá invisibles, más allá de las divisiones políticas.
‘The Flute is A Heavy Metal Instrument’: A Genealogy of Rock Flute Techniques
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Many instruments used within the genre of rock music have their origins in earlier musical repertoires.  However, whilst instruments such as the guitar and the drum kit quite rapidly and obviously evolved distinct, rock-oriented physical forms and playing styles, the flute is more often used as a tool for the importation of other-musical suggestions.  Strongly associated with art music and jazz, many aspects of rock flute performance remain audibly derivative of the playing techniques associated with these earlier genres, with important implications for listener experience.  Additionally, the flute has received few major technical innovations since the invention of the Boehm flute mechanism in the 1840s, and none that can be specifically related to the instrument’s initiation into rock music.

Through analysis of performances by flautists such as, for example, Ian Anderson (Jethro Tull), Peter Gabriel (Genesis) and Thijs van Leer (Focus), this paper will explore the links between pre-existing flute traditions and various manifestations of “rock flute”.  The discussion will encompass technical aspects of flute-playing, improvisatory practices and the musical background and training of individual flute players.  Elements of flute performance that can be considered specific to rock will be identified, and an embryonic theory of “rock flute technique” established.  This paper represents part of a necessary expansion of established flute scholarship into the realms of more recently-evolved flute-using genres.

Fade to Black: The Catalysis of Politics and Aesthetics in Egyptian Heavy Metal
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A scandal involving heavy metal, alleged Satanism, and one hundred jailed well-to-do young Egyptian fans and musicians shook Cairo ten years ago. in a country that retains supernatural vestiges of djinns and the “evil eye,” the occult undertones of Western heavy metal were too much for a suspicious public to accept. The Egyptian government played on these suspicions of new technologies and disdain for Egyptians “playing Westerners” to prove to vocal religious extremists that the government was not anti-Islam but, in fact, the defenders of Islam. During the crackdown, the small heavy metal cadre that had been producing makeshift desert concerts powered by generators cut their hair, hid their black T-shirts, and disbanded. Upon release, those imprisoned fled the country or disappeared into more conventional Egyptian lives. The lead prosecutor was made a national hero.

Over the past decade, the scene has cautiously crept back into Egypt, led by a new generation enabled by the Internet: downloading obscure and increasingly extreme metal mp3s, organizing concerts, and maintaining a virtual space for music and social criticism. Based on recent fieldwork, this paper overviews three decades of heavy metal in Egypt in its techno-political context to show how the dark and aggressive aesthetics of today’s genre help inform a young, educated upper middle class both emotionally and politically. This case offers a unique perspective on both Egyptian political experience and the internationalization of heavy metal music—a perspective that illustrates Egyptian heavy metal as an authentic musical experience rather than an imported incongruity.

Hollywood in the 1980s:  The Rise and Fall of a Modern Golden City of Music

Thomas R. Harrison

Jacksonville University

<tharris7@ju.edu>

Stream: Nation, Region, City

Vienna had a history as a prominent musical center during the 18th and 19th centuries. Hopeful musicians flocked to Vienna in search of fame and fortune. For 1980s musicians, the road to success led through the Hollywood rock scene. in a manner similar to Vienna, Hollywood of the 1980s became a mythical city to modern, popular musicians. This paper will discuss how a 20th century American city of music compared to Vienna, the city considered the musical center of Europe in the late 18th and 19th centuries. 

The residents of each area where influenced by the geography of the area in a way that influenced their artistic result. As the beauty of the Vienna landscape influenced Beethoven, the  "jungle" of the Hollywood scene influenced artists such as Axl Rose, and the musical style reflected the environment of each artist. in both musical centers, there were music venues where musicians could perform, and there were different levels of prominence that differed from each venue.

A parallel can be drawn between both scenes was the towns' fetish for wine, women and song.  There were centers of social activity in each area: Vienna had its Ringstrasse; Hollywood had its Sunset Strip. Each area was considered the place to be seen by members of the local musician community. A key difference was how musicians were supported. in Vienna, the nobility supported musicians in the scene, and in some ways, record companies filled that role with the promise of fortune while female fans supported the struggling musicians in Hollywood.
Ella Fitzgerald: A Multidimentional Approach To Understanding Her Improvisation in Her 1963 Recording of "Honeysuckle Rose"

Laura Hawley

University of Ottawa

<laurahawley@hotmail.com>

PERFORMANCE
This paper focuses on the vocal improvisation of Ella Fitzgerald, an influential figure in the history of vocal jazz for her unique improvisational virtuosity.  Her towering career spanned over half a century and many have identified her improvisational capabilities as far surpassing any other singer in the history of jazz.  The sophistication of her musical expression and her influence on the greater genre of jazz provide the music theorist with musical material of tremendous depth and complexity.  My paper will focus specifically on an analysis of her performance of Fats Waller’s “Honeysuckle Rose” from her 1963 recording with the Count Basie Orchestra, entitled “Ella and Basie!”

Several analysts (for instance, Ingrid Monson, Robert Hodson) have identified the improvisational strategies a jazz musician might employ in his or her development of a jazz tune as well as the musical parameters that musician might highlight or subvert. I wish to examine such strategies in Fitzgerald’s improvisation, as well as to explore how reductive analysis can help us understand her musical decisions.  Using the lead-sheet as my starting point, I will explore the motivic and melodic content of the original tune.  I will also apply reductive analysis to suggest deeper levels of structure within the tune’s melody and harmony using Hodson’s analysis as a model.  Then, using my own transcription of Fitzgerald’s performance, I will show how Fitzgerald manifests these melodic gestures and underlying structures in different ways throughout her improvisation.  Furthermore, I will suggest that Fitzgerald does not privilege any one specific improvisational strategy, but rather engages multiple levels of the musical fabric at varying levels of complexity throughout the course of one performance.

Glenn Gould, the Vanishing Musician and the Virtuosity of Recording

Tim Hecker
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<t@sunblind.net>

Stream: Technology and Industry

Keywords: Studio virtuosity, history of recording, music technologies, sociology of music, aesthetic practices of the studio.

In 1964, at the young age of 32, Glenn Gould prophesized the death of the concert hall, a venue he compared to a competitive sporting arena and took a final bow from live performance. This astonishing transition of one of the world’s foremost piano virtuosos in retreating from the public concert in favour of the isolation and technical refinement afforded by the recording studio will be the subject of my paper/presentation. I will explore this “Gouldian turn” within the context of the recording studio as both a new locus of technological virtuosity as well as an embryonic retreat from public fora. My argument will use Gould as a conduit to argue that his turn from performance into the world of the recording studio symbolizes the increasing virtuosity which was being channeled into the domain of studio technique during this era. This new form of virtuosity was situated within a context of the creative “autocracy” of the recording studio, encouraging the development of an artist who could span traditional roles such as performer, conductor and tape editor through detailed technical knowledge. Through this new creative archetype, Gould proposed a liberation from the “identity factor” of sonic creativity through his self-realized role as minstrel in the shadows, mirroring his own disappearance from stage life.

Taking Music From My Friends: Copy and Exchange of Music As Cultural Practice

Héctor Fouce
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Stream: Technology & Industry
Keywords: copy, exchange, social practices

in the last years, the world of music was crossed continuously by discussions on the copy of music. Most of the arguments in this dialectic and legal battles have been focused on the legality of certain practices and the influence in the incomes of the musical industry and the artists, but few arguments have aroused on the value that music exchange play in the configuration of the cultural environment of the listeners. in this paper I will try to go deeper on the social and cultural role of the copy and exchange of music, in relation with the problems of the contemporary cultural industry. I will provide the results of a current research with several group interviews: I hope this will provide some data on how the practices of music exchange have been transformed by the use of internet and technologies such as IPod.

The Song Remains the Same: Deep Purple’s ‘Speed King’ and the Problem of Its Identity 

Yrjö Heinonen

University of Jyväskylä

<yheinone@campus.jyu.fi>

Stream: Performance

Is ‘Speed King’ a musical work? According to Roman Ingarden, musical works are objects persisting in time. Does ‘Speed King’ persist in time? Apparently the original recording (Deep Purple in Rock, 1970) does. But it also seems safe to say that the song remains recognizable in its various performances. 

A piece of popular music can be examined on several structural levels. For the purposes of this presentation, I will distinguish the following three: song, arrangement, and performance. The song consists of lyrics, melody, and chords. The arrangement exploits the song both vertically (line-up, texture) and horizontally (intro, verses and choruses, interludes or solos, coda). The vertical dimension contributes to the sound, the horizontal one to the form. The performance is a sonic realization of a certain arrangement. 

I will demonstrate the issue by a comparative analysis of the original recording of ‘Speed King’ and six recorded live performances of the song by Deep Purple (three from the 1970s, three from the 1990s). All six live performances contain certain aspects of the original recording but lack some others. They also contain aspects that do not belong to the original recording (vocal or instrumental parts, interpolated sections, improvisations, etc.). Thus, the identity of ‘Speed King’ can be located somewhere between the levels of song (lyrics, melody, chords) and arrangement (both the vertical and the horizontal aspects). 

‘Como México No Hay Dos’ (There’s No Place Like Mexico): Exploring Mariachi, ‘Home’ and Mexico
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Configurations of ‘mariachi’ as an iconic and popular Mexican musical form and image (both instrumental combination and performer representation) operate in diverse roles in Mexico and around the world. Notions of identity and place are formulated and embodied in the music and musicians, yet these are read and interpreted in diverse ways. 

In this paper I will discuss three mariachi ensembles: the Mariachi ensemble of the Gabriel family, of the island of Urandén, Lake Pátzcuaro, Michoacán, Mexico, who migrated to Mexico City in the 1960s; ensemble Mariachi Azteca, based in London, UK, directed by Orland Rincón, a Columbian musician who migrated to Britain in the 1970s; and Nati Cano’s Mariachi Los Camperos, a long established ensemble in Los Angeles, USA. I will explore some contexts in which these ensembles perform, discussing the role of mariachi in terms of constructions of identity for musicians and audiences, particularly with regards to notions of ‘home’. 

The Gabriel ensemble perform in Mexico City (their chosen ‘home’ and place of migration) and return ‘home’ to their island village to perform, taking mariachi to the tiny island of Urandén to be part of local socio-religious ceremonies.

Mariachi Azteca performs mostly in London at events organised by the Mexican Embassy where there is a presumption on the part of the audience that the musicians’ home is Mexico. Much of Los Camperos’ performance in the USA relies heavily on nostalgia for a half-remembered (or never–visited) ‘home’ in Mexico. 

Place, Music and Film: Los altos de Jalisco and the Construction of Postrevolutionary Mexican Identity
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This presentation will focus on Los altos de Jalisco (The Highlands of Jalisco) in western Mexico and the region’s connection to the music of the mariachi and national identity. Los altos is the geographic setting for numerous Mexican films from the 1930s and 40s that featured the singing charro (Mexican cowboy) in the lead role.  These films belong to the comedia ranchera (“ranch play”) genre and launched the careers of mariachi superstars Tito Guízar and Jorge Negrete.  The region of los altos figures prominently in these films, not only in terms of geographic setting, but also through songs and lyrics that valorize the region.  Films such as Allá en el Rancho Grande (“Over at the Big Ranch”) released in 1936 and ¡Ay Jalisco…no te rajes! (“Jalisco…Don’t Give Up!”) in 1941 represent the convergence of place, music and nationalist ideals within the voice and figure of the singing charro and his mariachi.  

In the late 1920s a cultural ideology known as hispanismo emerged in Mexico.  Following the end of the Revolution, hispanista writers and intellectual advocated Spanish ethnicity and cultural influence in the construction of Mexican national identity.  The perception of los altos as an enclave of “pure” Spanish heritage was part of an effort to present a lighter-skinned version of national identity along with a nostalgic and idealized form of ranch culture that emphasized conservative values.  in this way, the concept of place was intertwined with a media production of culture that projected Mexican national identity throughout the Americas.

From Traditional To Popular: The Construction of Bambuco and Currulao in Colombian Music
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During the 19th and 20th centuries, bambuco was the most representative genre of the mestizo nation that was built in Colombia as part of a centralist political agenda. The privileged presence of bambuco was given at the same time with several processes of urbanization and mediatization that allow us to denominate it as a popular genre (at least for the first half of the 20th century). However, at the same time, currulao – a music with rhythmic and melodic patterns very similar to those of bambuco and a genre that is exclusively performed by negro populations from the Pacific Coast – was kept clearly apart from Colombian music mainstream. Since the 70´s, bambuco was replaced by musical styles from the Atlantic Coast in its role as primary representative of the musical nation. On the other hand, since 1997, currulao has reemerged in the media as part of a movement that makes efforts to internationalize the music from the Pacific Coast. in this paper, I will try to show how the popularization and the historical construction of bambuco and currulao has been determined by complex global/local relations. For this I will use some theoretical approaches from semiotics and post-colonial theory. These tools will help me to explain that some of the changes in Colombian local music can be understood as a new way to perpetuate colonial relations of power. The difference is that nowadays, the asymmetry of those relations is being silenced by global discourses such as multiculturalism, immaterial heritage and World Music.

El papel de lo carnavalesco en la música bailable de bodas 
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La boda es un evento social intrínsicamente ritual y, por lo tanto, altamente codificado y semiotizado. El “texto” que se construye a partir de los diferentes momentos del ritual contiene a su vez textos más pequeños, dentro de los cuales está el momento de la fiesta, cuando los participantes (tanto invitados como anfitriones), bailan.

A partir de la teoría de Mijail Bajtín, este trabajo explora el papel que desempeña el carnaval y la cultura popular en la celebración de las bodas, particularmente aquellas realizadas actualmente en el contexto de la Ciudad de México entre la clase media/media alta, a partir de una canción que se ha convertido en parte del repertorio canónico de la música bailable para bodas. A partir del análisis de la letra, su interacción con la música, y el performance de los invitados al bailar la canción, este trabajo rastrea los elementos carnavalescos, tales como la parodia y la estética de lo grotesco, que generan un discurso simbólico fascinante que se opone al discurso “oficial” religioso y tradicional que representa este tipo de ceremonia.

The Sound of San Francisco? Rural Hippies and the Short 60s
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1965 was a seismic year for popular culture in San Francisco. By the end of the summer the focus of the Bay Area’s alternative artistic community had shifted from the Beatnik center of North Beach to the Hippie center of the Haight-Ashbury; Ken Kesey’s friends became known collectively as the Merry Pranksters; Bill Graham discovered his knack for concert promotion; Jefferson Airplane and Quicksilver Messenger Service had formed; and the Warlocks had become the Grateful Dead.  The ‘sound of San Francisco’ was yet to be codified, but from 1965 until the close of the decade the larger metropolitan area was home to a popular music which fused folk, country and rock with philosophy, anarchy and acid.  The one band which came to embody the essence of that time was the Grateful Dead.  The Dead enjoyed an unprecedented longevity, and unlike many of their contemporaries, managed to transcend the barrier between performers and audience, engendering their own multi-generational, nomadic community in the process.   The philosophy upon which this community’s existence was based will be the subject of this paper.  I will explore the ways in which the spirit of 1960s San Francisco was perpetuated in the Dead’s 1970s studio recordings,  and by considering the relationship between hallucinogens and lyrical inspiration, illustrate how the Dead came to be a byword for an era of musical and psychological liberation.

MUSICA PRACTICA 2.0:  Towards A Political-Economy of Apple-Based Amateur Digital-Audio With Reference To NIN’s “The Hand That Feeds” (2005) & “Only” (2005)
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Perhaps no company has so quickly captured, as it has expanded, the digital-audio market as Apple Computers.  Since its release on 6 January 2004, Apple Computers’s flagship audio application, GarageBand, has become one of the most popular and widely used.  in fact, I contend that GarageBand now forms the locus of a quickly developing Musica Practica: Amateur Digital-Audio.  Today, thousands of GarageBand users routinely visit online forums to upload, audition and critique each other’s work with the application.  One such forum, Macjams.com, boasted a combined 2, 822 new song uploads, member registrations, forum postings and song critiques, one week in October 2006 alone.

Not surprisingly, professional popular music makers have begun to target this burgeoning market through a number of innovative release strategies.  Perhaps most successful was the online release of master-tracks for NIN’s “The Hand That Feeds” (2005) and “Only” (2005) — tracks 4 and 8 on NIN’s With Teeth (2005) LP — as multitrack GarageBand files in April 2005.  Thus far, more than 500 GarageBand users have downloaded, remixed, and uploaded each track to a site constructed specifically for the project.  in this paper, I review the development of this GarageBand market and NIN’s release strategy for With Teeth (2005) in relation to Apple Computers’s work with GarageBand since January 2004, review some of the ways that professional popular music makers now follow NIN’s lead in targeting the GarageBand market, and briefly demonstrate GarageBand’s capacities through a live remix of NIN’s “Only” (2005).
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Popular music continues to play an important role in the cultural life of many cities, as a key commercial entertainment option for residents and tourists, and as a particularly powerful means by which cities claim a competitive foothold in the ‘selling’ of a vibrant nightlife. in Australia, the decline of live rock and pop music venues throughout the 1990s led to a series of reports advocating policy measures designed to increase the number and diverse nature of live performance sites. in the state of New South Wales, a report commissioned by the Australia Council and the NSW Ministry of Arts, Vanishing Acts, was completed by Bruce Johnson and I in 2003. This paper traces the development of government decisions about live music policies since Vanishing Acts that have attempted to satisfy (or silence) competing vested interests within changing urban landscapes and soundscapes. 

This policy battle is particularly interesting given the backgrounds of key ‘players’ at a state and national level, with a current NSW Premier keen to reminisce about his own teenage, mullet-headed years as a pub rock devotee; and the current national Labor Party Arts spokesman, Peter Garrett, possessing unrivalled access to the Oz Rock pantheon as former lead singer of Midnight Oil. Amidst these interesting policy subtexts, this paper examines the continuing obstacles to the formation of a coherent live music policy and ongoing conflicts between various ‘cultural/creative precinct’ conceptualisations of city music-making. While the desire for popular music to be contained within more orderly (gentrified) constructions of the night-time economy remains strong, I discuss a few important policy shifts that give hope to the preservation of a range of ‘noisy’ live performance genres and experiences.

Between Hip-Hop and ‘Balkan Folk’: Music and Hybrid Cultures of Young Migrants in Vienna
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in order to elucidate the importance of (popular) music in the everyday lives of adolescent migrants I will use the following structural model in order to discuss how they organize their everyday lives in the context of the tension resulting from the meeting of ‘three cultures’.

On the one hand, there is the parent culture, on the other, there is the culture of the host country with its sometimes strange norms which must be adopted (at least outwardly), but which can also be understood as an opportunity to escape the narrowness of the traditional parent culture. Finally, there is the highly varied world of popular Anglo-American media culture.

A number of different levels emerge from the general interpretative framework with respect to the importance of music: 1) The relationship between Anglo-American popular music and the ‘folk music’ of the traditional parent culture,  2) the attitude of different age groups to popular music, 3) the relationship toward the music (mostly the pop music) of Austria, the ‘host country’.

Within this context the paper shall focus on the reception of music as the tension between Hip Hop and ‘folk music’ (including  the problematic of ‘imagined blackness’ among young migrants), and on dance and body awareness in the context of a hybrid mixing of styles.

Punching for Recognition: The Untold Story of the Role of the Jukebox in Jamaican Popular Music.

Dennis Howard

University of the West Indies (UWI), Mona Campus

<howardennis@yahoo.com>

Stream: Technology and Industry

A much-overlooked tool in the development of the Jamaican music business and business culture is the once ubiquitous juke box. The literature available on the development of Jamaican music (Bradley 2000, Chen & Chang 1998 among others) have all canonized the role of the sound systems, live shows, and talent extravaganza such as Vere Johns Opportunity hour. However, very little has been documented on the role of the juke box in promoting Jamaican music and its significance as a site of resistance and identity affirmation. No serious scholarly attention has been paid to investigating the juke box as an important enduring cultural phenomenon and its role within the Jamaican popular cultural space. This paper aims to establish the centrality of the jukebox as a major element in the development and sustainability of Jamaican popular music from mento to dancehall. It is the intention of this paper to establish an iconic status for the juke box and explore its relevance as a catalyst of social interaction, catharsis for the urban poor, mimicry and masquerade, and resistance.

“I’m a Star, Get it!”: Yoko Ono’s Subversion of Rock Music
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Commonly received as the unattractive “girlfriend who broke up the Beatles,” or the infamously manipulative widow who continues to capitalize off of her deceased husband’s image, or the inept singer, Yoko Ono has rocked and rumbled the world of popular music in UK and US since the 60s.  Critical and scholarly attention has focused on her relationship to Lennon while trivializing her role as an artist and musician in her own right.  The only venue in which she has been received positively has been the Avant Garde and experimental art community.  Taking Ono and her pop music repertory seriously, this paper examines how Ono negotiates her identity as an Asian woman working in the White masculinist genre of Anglo-American rock music.  

Musically, Ono subverts the phallic conventions of rock music by asserting her excess, noisy and often discomforting vocal female sexuality.  Through a close reading of her music on Double Fantasy (1980), the widely received album featuring both Lennon and Ono, I argue that Ono takes control of her own image while breaking down the stereotypical binarism—between the hyper(hetero)sexualized Madam Butterfly and the perilous Dragon Lady—for Asian American women.  To contextualize the close reading, I offer an examination of the strands of racist and sexist sentiments among the general reception of her music on the album.  I conclude the paper by tracing the positive response to Ono’s music and activism by musicians in present-day popular musical endeavors.

Blue Swedes and True Swedettes: Gendered Swedishness from Abba to El Perro Del Mar
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in 1974, Blue Swede topped the US charts with their recording of “Hooked on a Feeling”. Since then, many Swedish acts have enjoyed great international success (including, most famously, Abba, Europe, Roxette, Ace of Base, and the Cardigans). Curiously – or perhaps not so curiously – the success of these artists, both at home and abroad, has been matched by indifference, even contempt at the hands of local music journalists and academics. Not surprisingly, the commercialism and perceived inauthenticity of Swedish artists working in a predominantly Anglo-American mainstream idiom have been the major bone of contention, a reaction not dissimilar to the late 1970s backlash on disco. Other artists, also working in English, have not met with the same hostilities, leading one, again, to ponder genre connotations (and genre expectations). (As Johannes Fabian once wrote, “genre enables, genre constrains”.) Like genre, the “mainstream” (whatever it entails) draws our attention to contradictions.

As a part of a larger study on gender and popular music in Sweden, this paper draws on interviews with key record business people to discuss just whose Sweden (in terms of gender, class, sexual preferences, and ethnicity) might be included (as well as excluded) in popular (and unpopular) mainstream and would-be mainstream music. The conclusion is not given. As Jason Toynbee reminds us, mainstreaming alternates “between building mutuality for all and regulating difference according to unequal relations of power”.
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El "Festival Kataragama", evento de lejanas orígenes, incluye innumerables interacciones de expresiones musicales y corporales. No obstante la turbulenta situación nacional y las diversidades culturales (75% buddhistas, hinduistas, musulmanes, cristianos), durante estos días se constituye un conjunto de pluralidades armonizables en un todo coherente.

Una aproximaciòn participativa originó el trabajo que siguió con un análisis a posteriori: según Geertz "la investigación...exige un conversar auténtico por parte del investigador" y yo establecí relaciones empáticas e interactivas.

Los cuentos, ricos de mitos y símbolos, no han alcanzado interpretaciónes univocas sobre Kataragama, sin embargo hay unanimidad sobre el  poder de la música: las perturbaciones de los tambores llegan a los cuerpos creando sentimiento de pertenencia; la mùsica, su intensidad y ritmo apremiante, su capacidad de estimular los sentidos, tiene un rol chamànico .

Las ondas sonoras acompanañan danzas y rituales: Saviduría (ñana) y compasión (karuna) emergen en cada ceremonìa, los gestos repetitivos tienen simbolizaciones ireconoscibles, en la processión los elefantes adornados representan Buddha.

Absurdos e incomprensibles resultan ser costumbres, movimientos, y todo tipo de lenguaje: si consideramos cada etnia un sistema semiótico y cada individuo a su vez otro mundo semiótico, entendemos que para establecer relaciones hace falta un proceso de conversión-traducción continuo.

La música es un entre-texto capaz de amalgamar los sistemas haciéndolos ínter-relacionar y dialogar: fundamenta practicas purificadoras y estados de trance, acompaña danzas tradicionales y oraciones multireligiosas, influencia la atitúd e implica la participación. 

Transfer of Music Taste: The Relationship between Parental, Peer and Adolescent Music Preferences
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Music taste is a strong marker for group membership, particularly in adolescence. While much research has focused on linking taste patterns to social differentiation,  few studies exist on the influence of parents or peers on the development of music taste. This paper examines the similarity of music taste between parents, their children, and the best friends of their children in a multi-actor design with 325 adolescents, their best friend, and both of their parents, with social context (parental and adolescent educational attainment) as a confounder. Parental tastes were identified as preferences for three broad music styles: Pop/Dance, Rock and Highbrow. Adolescent taste was identified as Pop/Urban/Dance, Rock and High Brow.   

SEM analyses with education, parental and peer taste as predictors revealed that: (1) Adolescent  preferences for Highbrow music and Rock were positively associated with educational attainment; (2) A liking for Pop/Urban/Dance was negatively related to education, specifically for girls;  (3)  Parental taste was positively associated with adolescent taste for similar styles of music;  (4) Peer taste is the best predictor for adolescent taste, though parental and peer links with adolescent music taste seem to run in the same direction. Among other contributions, this study is one of the first to examine the intergenerational transfer of music taste from parents to their children and gender differences in susceptibility to parental and peer influences.
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This paper is a report on an ongoing research, which discusses the differences between teaching-learning methodologies of Brazilian group percussion in formal and informal settings. The contrast between the learning styles in those two musical contexts became evident from noticing important gaps in the methodological approaches of significant Brazilian percussion methods (BOLÃO 2003, ANUNCIAÇÃO 1990, ODILON 2000 and ROCCA 1986). While the analyzed methods emphasize the teaching of instrument techniques, rhythmic notation and the description of musical genres and of percussion instruments, informal musical practice values other aspects, such as “gesture making”, improvisation, the function of the instruments, stresses and typical “accents” of each musical style. We conclude that in formal percussion methods of Brazilian music, the teaching approaches and focus differ from those of informal practices even when the repertoire is similar. Given traditional percussion methodology, it follows that the inclusion of Brazilian pop music in formal teaching repertoires very often overlooks the way the music is produced and performed in their original social settings. The aim of this study is to throw some light on Brazilian group percussion pedagogy, incorporating valuable contribution from informal to formal musical teaching-learning settings. The idea is to approximate those two musical universes, not only by inclusion of the pop music repertoire in the formal setting, but also of its characteristic teaching-learning approach.

Métodos de percussão brasileira: Uma discussão sobre metodologias de ensino formal e informal da percussão brasileira em grupo
Este artigo é um relato de uma pesquisa em andamento que discute as diferenças entre as metodologias de ensino-aprendizagem musical formal e informal da percussão brasileira em grupo. A comparação entre as formas de aprendizagem destes dois contextos musicais surgiu da observação de importantes lacunas nas abordagens metodológicas de significativos métodos de percussão brasileira (BOLÃO, 2003, ANUNCIAÇÃO, 1990, ODILON, 2000 e ROCCA 1986). Enquanto os métodos analisados enfatizam o ensino da técnica instrumental, da notação rítmica e da descrição de gêneros musicais e instrumentos percussivos, a prática m usical informal valoriza aspectos distintos, como a gestualidade, a improvisação, a função dos instrumentos, acentuações e “sotaques” característicos de cada estilo musical. Conclui-se que, nos métodos de percussão sobre a música brasileira, as abordagens e enfoques do ensino diferem das práticas informais, mesmo que o repertório trabalhado seja semelhante. Desta maneira, pode-se observar que a inclusão da musica popular brasileira nos repertórios do ensino formal da percussão muitas vezes utiliza metodologias tradicionais, ignorando a maneira como a musica é produzida e realizada em seus grupos sociais originais. Pretende-se, a partir do presente estudo, iluminar a pedagogia da percussão brasileira em grupo, ao trazer possíveis contribuições do contexto musical informal para o formal, incorporando além do repertório da música popular, suas formas de características de ensino- aprendizagem, na intenção de aproximar estes dois universos musicais.

Blackening Modernity: Jazz and Cultural Discourse in Fascist Spain (1939-1959)

Iván Iglesias

University of Valladolid (Spain)

<iviglesias@gmail.com>

Stream: Nation, Region, City

Keywords: Jazz; Blackness; Modernity; Propaganda; Spain. 

Jazz planted its roots in Spain during the democratic Second Republic (1931-1936), particularly in the region of Catalonia. As a result of the Civil War, the Republic was overruled and General Francisco Franco established an authoritarian regime in 1939 that opposed jazz as ‘savage’ and ‘negroid’ music. At the end of the Second World War in 1945, however, the official attitude towards jazz shifted dramatically. Franco’s cultural authorities and media started promoting black music as ‘apolitical’, profoundly ‘American’, ‘authentic’ and ‘spontaneous’. in my paper I analyse this sudden change in the official discourse on jazz in Spain and connect it with its political, cultural and historical context.

The defeat of Mussolini and Hitler in the Second World War put Spain in a very difficult international situation. The country was literally isolated: it did not have representation in international institutions such as the United Nations and saw how France closed its frontier. This situation made Franco reconsider his international policy and foster more fluid relations with Western countries that brought about changes in cultural policies. Seen as a symbol of modernity, jazz was not be left out of the cultural propaganda campaign that the Dictatorship launched in order to portray Spain as a modern country that was up with the times. Black music, strongly condemned a few years before, and more specifically Louis Armstrong’s hot jazz, was used in this way by the official media.
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Like Richard Dyer, who felt compelled to write a defence of disco, all my life I’ve liked the wrong music. Growing up in a house filled with Led Zeppelin is hard when you love Barry Manilow. Listening to the Carpenters was my teenaged rebellion – one that has continued into my adulthood – and my father has derided me for it ever since. Indeed, the derision extends well beyond the boundaries of my family and pervades popular music scholarship. Like art music appreciation and scholarship, popular music(ology) has established its own canons of artists and genres ‘worthy’ to be listened to and written about. This paper addresses a number of questions surrounding this phenomenon. Why and how have these canons arisen? Why has popular music scholarship contributed to their persisting presence? What are the common characteristics of those ‘worthy’ genres and artists? 

As an initial response to the last of these questions, it is my contention that oppositionality (or rather the fantasy thereof) is a central factor. It is also notable that this fantasy is broadly aligned with the masculine: popular music discourses tend to draw from discourses of gender in ways that configure ‘bad’ music in terms of notions of the ‘feminine’, and ‘good’ or ‘worthy’ music in similarly ‘masculine’ terms. This paper draws from psychoanalytic theory to offer some tentative explanations for this gendering of the discourses, arguing that the tensions contained in these discourses are largely those of the Oedipus complex, that also operate alongside the figure of the abject phallic mother.
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In the Autumn of 2005 the lead singer of Nightwish, Taria Turunen, was fired from the band. The way in which this was done was widely criticized in Finnish newspapers. At the time Nightwish was one of the most internationally renowned Finnish metal bands – second only to HIM in terms of sales and with particularly strong fanbases in Brazil and Germany.

The firing was the main news item in television news and the cultural pages of the biggest Finnish newspaper, Helsingin Sanomat.  Tarja Turunen stayed in the headlines of the tabloid press for a long period and the whole event took on the dimensions of a scandal. As Helsingin Sanomat wrote “this was a classical beauty and the beast story: four rough blokes fire a pretty singer” or “four grown-up men attack a small woman accusing her of being mercenary”. The narrative was soon transformed into a triangular drama where Marcelo Cabul Tarja’s Argentinian husband, was portrayed as the villain of the piece.

in this paper I will analyse the performance and construction of gender and place in the above mentioned newspaper material, using ethnomethodological analytical tools. I will, also, interpret these texts in the context of the current discussions of popular music and the study of gender, and its articulation with place. 
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In this paper I explore some of the possible similitudes between improvisation in classical jazz trio and some non-musical activities, such as specific artistic work (literary writing, abstract painting, and popular ballads), scholarly activities (such as college teaching, and research in the humanities), and everyday activities (such as couple relations, and friendly conversation).

I take as a point of departure the classic jazz structure in the 1940’s, where there is room for two improvisations of each one of the three instruments (piano, bass, and battery) derived from the original balladic theme. Among the materials I analyze are the novels of the Argentinian writer Julio Cortázar, Hospscotch (1963), and of the Irish writer Flann O’Brien, At Swim-Two-Birds (1932). Also I explore examples such as the American abstract expressionist Jackson Pollock, and the chronicles written by Tom Wolfe about modern art, in the 1960’s.

Beyond these well-documented cases, I want to explore how a similar logics might be pertaining for understanding college teaching (as it appears in the memories written by teachers or students), humanistic research (specially in literary theory, semiotics, or cinema studies), and specific daily activities (from an aesthetic point of view). 

My approach is a semiotic one, encompassing the aesthetics of everyday life (Katya Mandoki) and dialogic philosophy (Mikhail Bakhtine), and it all sums up as a contribution to the study of contemporary culture as the terrain of intertextual exchanges.
From Textual Genres From Songs: The Notion of Mediatic Genre in The Soundtrack of Brazilian Movie Cidade De Deus
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CULTURAL STUDIES? POPULAR, UNPOPULAR?
Along the last decades, mainly with the recognition of the importance of Cultural Studies for a wider understanding of mediatic phenomena, the concept of genre is gaining recognition as an important analytical reference in the field of communication. On one side the notion of musical genre conveys the idea of textual model, paradigm of certain discursive expressions, on the other side, one cannot  leave aside the role that material aspects of several medias occupy in the definition of genre itself in the communication field. The challenge, then, is to apply the grating expose above to the field of massive popular music.  From the beginning, it can be noticed that the way we arranged our shelves reveals a lot about values of what we consider positive in contemporary culture. But the arrangements and taxonomies which involves the cultural consumption are not just placed in the field of reception. A glimpse at the grating of production releases and MTV, movie´s soundtracks allow us to realize that an importance portion of massive popular music is directly linked to the textual aspects of song and how labeling help the consumer and producers to organize values of cultural products. Based on a former analytical approach, on the second part of this paper we´re going to analyze the role of brasilian black music from 70 was put on the sidetrack of the movie “ Cidade de Deus” in order to addict some values and cultural patterns to some scenes of the movie.
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Thematic and lingustic localizing of the global rap phenomenon, in the sense intended by Tony Mitchel, has a 10-year history in Quebec, and has produced a series of artists of significance, albeit with limited commercial success or permanent industrial infrastructure for concerts or recording. in small markets like Quebec, Internet-based distribution, publicity and community-building has through necessity become the dominant mode of reaching / creating a public for what Simon Dor of hiphopfranco calls  rap de rue (Montreal street rap) and rap de tondeuse (lawnmower / exurban rap).  With digital beats and bedroom studios artists can now build the beginning of a career without leaving the house, though the continuity of such careers remains precarious. We will analyze the importance of  the primary sites of this activity—hiphopfranco.com and hiphopquebec.com—and excerpt comments from interviews with principal players in the Quebec hip-hop scene.
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REGION?
One of the most enduring musical traditions among Mexicans and Mexican Americans is the accordion-based ensemble known as “norteño.” My research focuses on a current musical phenomenon that has taken Mexican music audiences by storm within the last ten years; that being the recent addition of the alto-saxophone to the instrumentation. Throughout its history, the ensemble evolved into an organized style that spoke musically for the aesthetic and ideological sentiments of its advocates. Norteño music, specifically that which includes the saxophone, has become a vehicle for young Mexican American musicians and their audience to adopt their Mexican culture and find a rightful identity of being Mexican in the U.S. The inclusion of the saxophone within norteño ensembles has created an innovative musical form that results in a faster musical interpretation. Consequently, the faster music has attracted young Mexican Americans and has propelled an awareness of Mexican identity. 

In appropriating Americo Paredes’ theory of ‘intercultural conflict’ to the current situation of norteño music, one can realize whether there is one united macro-culture that spans the borderlands, or a number of related micro-cultures corresponding to their various urban environments.  in applying the concept of transculturation, defined as the complex combination of synchronizing processes that adopt diverse cultural elements into somewhat new cultural expressions in innovative and inventive ways, the research reveals the extent to which the United Sates-Mexican borderland culture, for all its diversity, is open and receptive, as opposed to closed and rejective, of outside influences or external elements.
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in discussions of musical meaning it is frequent to defer to cultures, understood as ethnically discrete social or demographic units, for guidance in demarcating the analytical terrain. Places where people live are tacitly understood as the defining, identifying category, yet relationships between place and music are largely left uninvestigated. Place, it would seem, becomes the silent partner in musical composition, providing inaudible inspiration as the natives’ taken-for-granted raison-d’être. 

This presentation seeks to draw qualitative connections between placial aspects of Brasília, Brazil, and the 47-year-old capital city’s rock scene. Rock music, arguably the most ubiquitous and least place-specific (read: culture-specific) of current musical styles, is spatially and temporally bound up with place in Brasília. Rock is the closest thing Brasília has to a tradition, and as the current generation searches for an identity, rock music is uniquely positioned to provide a sense of emplacement in the here and now. Working with a heuristics of space and place developed by geographer Doreen Massey, I engage elements of place in musicking in an effort to reveal ways that environment and music are connected through a dialectic relationship of mutual change. in summary, I propose that as place is part and parcel of our person, music is a witness to place.
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Partido-alto is a traditional kind of samba derived from the Angolan and Congolese  drumming cultivated by groups of urban negroes in Rio de Janeiro since the end of the XIXth  century. It appeared as a belly-bumping dance with its rhythm stressed by claps, a dish scratched with a knife, rattles and other percussive instruments, sometimes accompanied by guitars and little violas called cavaquinhos. According to old samba dancers, the expression partido-alto (high party) comes from the highest dignity of this type of samba cultivated by negro minorities.

Ethnomusicologists admit that the traditional African music is concerned with song and performed speech. Old musicians used to sing improvised stanzas after a short refrain or a repeated riddle. In a circle, the audience sang this tipically Call-Response form song, clapping hands while others used to play the cavaquinho or other percussion instrument. Some people could even dance in a softly manner. Everything was called partido-alto  or pagode( pagoda).

This partido-alto style demonstrates the performance of a “partideiro”, a singer who has a special talent for verbal improvisation and the  “choir”  who repeats the refrain or the right word to fit the prevailing rhythmic and metrical structure, after each verse. The performance itself is the principal characteristic of this type of samba and its form structure is considered an ancient African musical expression.

Until today the partido-alto is the truly communicative “language” of a social group: the real expression of an ethos, trying to maintain its meaning and importance in a changing society.
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TECHNOLOGY?
El rechazo a conservar es un rasgo importante de la cultura de masas contemporánea. La transitoriedad de los bienes de consumo nos lleva a sustituír en lugar de conservar. La música grabada no ha sido la exepción. 

Lo que ha sobrevivido es resultado de la contingencia, pero también de sus propiedades físicas. La desaparición de la fisicalidad conlleva el riesgo de la desaparición  del contenido. 

El presente trabajo hace énfasis en la durabilidad de los objetos culturales, como las grabaciones musicales y sus condiciones de propiedad perneadas por la durabilidad de las materias primas con que estan hechos.

El almacenamiento digital hace del pasado algo accesible en cualquier momento, lo embalsama sin ningún tipo de obstáculo o mediación propia del objeto que lo contiene. 

Pero la pura posesión de estos datos no garantiza el tener una experiencia con ellos. La experiencia solo es posible a través del acontecimiento.  Los objetos son el medio a través del cual se hace presente el acontecimiento. Esa fisicalidad, constantemente negada bajo el concepto de progreso, es en gran parte la que posibilita el acontecimiento. 

¿Digitalización es sinónimo de democratización? Puede funcionar como medio de difusión, representación y transportación,  pero presenta problemas en su conservación.

La transmisión de la experiencia se posibilitaba también debido a la supervivencia de ciertos registros. La reproducción de la experiencia ha sido una de las formas en las que la subjetividad actuaba en la transmisión de conocimientos (El narrador para W. Benjamin). 

Las grabaciones que han durado hasta hoy por sus características físicas hacen que se puedan tener experiencias a futuro con ellos.

El cuerpo es histórico, en su estado sensorial, es construido por imágenes culturales contemporáneas. Al pensar en el cuerpo como único por su propia fisicalidad y su unicidad sensorial contra lo igual de los objetos. Lo que hace que la experiencia con los objetos sea diferente es la peculiaridad de quien lo manipula, contempla, interviene

What Are Little Children's Music Videos Made of?
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The term 'music video aesthetics' has been used widely when referring to the pervasive impact of music videos on various other forms of audiovisual representation. Arguably, traces of this aesthetic can be found in action movies and operatic arias. Also, children's music videos have emerged.

in my paper I will focus on the last. However, in approaching children's music videos I will stress production context rather than aesthetic ideals, although these two cannot be separated from each other. in other words, I will pay attention to the ways in which children's music videos are executed when comparing to production of 'regular' music videos. I will base my analysis on the comparison of two particular television programmes in Finnish television: 3, 2, 1 – Videox!, produced by the Finnish public broadcasting company YLE in 2005, and Kids Top20, aired by the commercial MTV3 ('Advertisement TV3') since 2006. in my examination will lay a special emphasis on the connections of these programmes and the videos aired within them to other dimensions of cultural industries, most notably in relation to issues of immaterial property rights. Also considerations of genre will be central: when, and for what reasons, does a 'grown-up' song change into a 'children's song'? and what does this possibly mean with respect to genre theorizations in more general terms?

Authorization Through Performance: Beatles Tourism, History and Accuracy 
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Guided tours are an essential and global way for organizing tourism. The guided tour makes it possible to visit places and arenas of musical, historical and even fictional interest. One place where guided tours are an important part of the tourism sector is Liverpool, England. For the last decades daily tours are organised to take tourist on a Magical Mystery Tour to the Beatles Liverpool.

The story of the Beatles is both well known, and often told. The Beatles is an icon, and common reference when representing the last century cultural history. One aspect of the guided tours is consequently that the guides have to relate to other ways of representing the Beatles, and for that purpose they has to establish authority and trustworthiness’. Here the City of Liverpool plays an important part when the success and fortune of Beatles is being contextualized. As a result of this the guided tours works both as an introduction to mid and late 20:th century Liverpool life and to the social background of the Beatles.     

The aim of my paper is to discuss the work of the guides. Drawing on a ethnographical material collected I will focus on how guides establish and maintain an authority when performing the history of both Beatles and Liverpool. I will show how the guides in their speech, movements and choice of topics also stage or perform their own authority.  

Cool and Silence, or Miles Davis and John Cage
Makiko Kawamoto
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Keywords: detached, the Cool, silence, Zen Buddhism

“You’ve got to first learn how to be cool and let whatever happens […] happen.”  As described in his autobiography, Miles Davis’s “Cool” style in late 1940s, crystallized in the album The Birth of Cool (1949-50), is related to the idea of “let it happen.”  This chronologically coincides with the development of John Cage’s interest in silence appeared in “Lecture on Nothing” (ca. 1949).  Davis’s significant interest in contemporary composers including Cage was developed perhaps in the mid 1940s, when Davis was a Juilliard student only temporary.  A close examination of Cage’s influence on Davis would further suggest a profound influence of Zen Buddhist ideals, which Cage was engaged in, on the development of Davis’s “Cool” style of the period.  

Taking this Cage-Davis connection as a key to an understanding of the Zen-Davis connection, this paper will first examine historical documents which would connect Davis and Cage, with special focus on late 1940s, to identify Cage’s idea of “silence” as a creative stimulus of Davis’s “Cool.”  This stimulus is then interpreted from the viewpoint of Daisetz Suzuki’s Zen philosophy which Cage was familiar with.  The paper will show how one can see Suzuki’s philosophical concepts of “nothingness” and “suchness” embedded in not only Cage’s work on silence but also Davis’s detached attitude toward his own performance.  The Japanese Zen Buddhism, therefore, finds its way via Cage into Davis at this deep level.  Davis’s “Cool” jazz could thus be understood in terms of one form of Asian impact.   

From Sharp Intertextuality to Subtle Intertextuality: A History of Progressive Rock
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While progressive rock of the 1960s and 1970s shows intertextuality with reference to classical music, not all progressive rock is equally intertextual; different types of intertextuality have been developed over years and the history of this music can be seen as a shift between such different types.  This paper proposes to view the progressive rock history of the period in terms of a broad stylistic shift from what I call “sharp intertextuality” to “subtle intertextuality.”  Sharp intertextuality is created when the convergency, perceptibility, and consistency of intertext are high.  The Nice’s “Country Pie/Brandenburg Concerto” in the late 1960s is an example of sharp intertextuality; here classical and rock materials are juxtaposed and clearly recognizable in the music.  Subtle intertextuality, on the other hand, is created when the lower degrees of those three criteria are featured.  ELP’s “Karn Evil 9” in 1973 features subtle intertextuality; here classical and rock materials are significantly transformed and fused with each other seamlessly.  As a result of this style change, some rock critics increasingly argued against prog rock in the 1970s because they perhaps found more critical “identity crisis” of rock music than in the 1960s, while other critics rather enthusiastically welcomed prog rock of the 70s precisely for the same reason and even reinforced its enormous commercial success.  Thus this way of viewing the history allows us to explain the double-edged cause of both increasing popularity and increasing unpopularity of the prog rock of the 1970s.  

‘Unattainable Femininities’: Performing Girlhood Mediated Through Popular Music
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Popular music represents a system of meanings which listeners utilise to define their personal identities and those of the communities surrounding them. One music system seen to be written in mind of and heavily consumed by pre-pubescent children and adolescences is commercial chart music, positioning girls, both as the consumed and the consumer, within socially constructed realities of sexualised conformity or rebellion. 

Western girls are seen to possess a world in which they are socialised to not acknowledge conflict, developing a hidden culture of aggression (Simmons 2003). While much has been written on the emancipatory qualities for girls of the riot grrrl movement and ‘zine culture (Belzer 2004, Whitney 2005, Maitland 2002, Conrad 2001), little has been written about girls’ negotiation through mass popular culture (Whiteley 1999). in this paper I shall look at how the good girl/bad girl conflict is demonstrated in chart music. 

I posit two important differences to other studies into youth consumption and identity. Firstly, I wish to show how it is not always the “good girl” label that is performed and presented by teenage girls, and how “good girls” are often constructed to represent inexperience. Rather, I will explore the neutered “bad girl”, who is contained within an acceptable system of rebellion which contradicts traditional notions of childhood femininity yet fails to represent a sufficient challenge to the dominant order.

Secondly, I wish to examine how certain stereotypes and acceptable behaviour patterns are arrived at through their forefronting in popular media, through a case study of Britney Spears' current sex tape scandal. Crucially, I argue that the blurred lines between performativity and performance impact heavily upon female pop artists. The paper addresses the anxiety and effective identity flux of girls who realise that there is “no acceptable way of being or doing youthful femininity” (Griffin 2005).

MyMusicSpace: Independent Musicians’ Use of A Social Networking Website
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The Internet, coupled with the production of music in digital format, is clearly having a major impact on the music industry, loosening its domination over the creation, distribution and consumption of music.  The Internet is as efficient a distribution mechanism for smaller labels or artists as it is for the majors. The ability of consumers to find and obtain music by searching the Internet and sharing with other searchers reduces the influence of music promotion mechanisms, which tend to be dominated by the major labels. But the essential advantage that online music distribution and presentation systems offer is achieved by bringing listeners together to create a fanbase. One mechanism for this is a social networking site like MySpace.

A review of musicians’ websites on MySpace showed that they are using the sites in a number of ways including providing promotional information, publishing tour and release dates, uploading music files for listening or downloading, and communicating with fans.

A series of interviews with musicians who had MySpace sites revealed that they see a range of benefits in the MySpace presence including an ability to identify trends, and react to what is happening in the music scene; a capacity to target specific audiences through Friends networks with other musicians; a facility to tap into young peoples’ interest in finding unknown bands; and a way of both establishing a fanbase, and querying those fans on decisions from set lists to tour routes.

Not Fade Away: Baby Boomers and the Australian Music Industry    

Geoff King, 
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<geoff.king@rmit.edu.au>
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Keywords: babyboomers, demographics, consumption, Australia

Not fade Away: Baby boomers and the Australian Music Industry

Australia has almost one third of its population older than fifty, a statistic mirrored by a number of other western countries such as the UK, Canada and the U.S.A.  The ageing of the ‘baby boom’ generation (generally considered to be a cohort born between the end of world war two and 1964) is now receiving considerable political attention due to the projected issues around retirement savings, accumulated wealth, workforce participation, taxation and the demands on health systems but very little on the cultural implications. 

Although there is a distinct air of unreality about the way in which the entire boomer generation is regarded as homogenous boomer consumers are regarded as a distinct and somewhat difficult cohort to reach by advertisers, marketeers, media programmers and the music industry as a whole. There is, of course, agreement on its importance due to weight of numbers.

This paper will examine some of the ways in which baby boomers are influencing what and how music is being played, produced, marketed, programmed, written about, stream, downloaded and sold in the Australian context. 

Lowlands: Gillian Welch, Southern Migrancy, and Identity

Jason Kirby
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Nashville-based singer/songwriter Gillian Welch is known for her songs which draw from genres including string band music, country, bluegrass, and rock.  Welch’s lyrics often update “old-timey” themes in ways that explore issues of temporality and region—particularly a new kind of Southern regionalism.  It is her association with the American Southeast that has raised some critical consternation, given Welch’s status as a native Californian.  How can a woman raised in Los Angeles write authentically about Appalachian people’s lives?

This paper does not propose to answer that question in full, but instead examines how Welch’s response to the question figures reflexively in her own work. I approach this through the lens of Southern migrancy.  Postwar economic changes in the South brought a population explosion to the region some might never have predicted.  Gillian Welch, in the early 1990s, became one of these “Sunbelt” migrants.

in this paper, I argue that Welch’s experiences as a migrant allow her to comment upon the modern South from a unique position.  Since Welch has faced challenges to her authenticity as a roots performer due to her background, I argue that she self-authors a myth of orphanhood to establish her credibility as a transplanted Southerner.  I argue that Welch then re-appropriates the masculine figure of the “rolling stone” from American roots music, bringing a feminist take to the way we conceptualize Southern identity.  in so doing, she articulates an ambivalence present in the modern South regarding economic change and questions of continued regional distinctiveness.
Sexo contra muerte: AIDS and Popular Latino Music 
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This paper follows on from Paul Attinello’s discussion of engaging both personally and critically with artistic responses to AIDS and his categorisation of popular songs relating to the crisis. A number of artistic responses have been engendered by the twenty-five years of the AIDS crisis; these include a number of pieces of popular music, all of which combine the political and emotional with a powerful musical impact. A brief overview of the kinds of cultural work being done by associated popular musics will include:

· political/confrontational songs (focus on group ILLAPU from Chile)

· educational/didactive songs (focus on campaign by National Latino AIDS awareness day)

· songs opening up an intimate space of mourning/memory/dialogue (focus on solo artists, see case study below)

· parody/humour/rage (in relation to punk and rock, example from Brujería)

As Latin America is huge area with widely varying cultural/social contexts which impact on rates of infection and death and cultural responses to it, this paper will focus on a particular case: the Latino community in the U.S. (which is the largest ‘minority’ as of 2002 census), and one track in particular: ‘El gran varón’ from the 1989 album Altos secretos by salsa superstar, Willie Colón and his band, Legal Alien. 

The analysis of the track will examine the interplay of lyrics and musical structures, the articulation of emotion through voice and instruments and possible bodily reactions to the song (for example on the dance floor).

Spanish and Latin-American Political Issues in Soviet Music: Popular and Non-Popular Trends
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The Spanish Civil War (1936-39) was the first political affair of the Hispanic world with resonance in Soviet popular music. Almost fifty years passed between those Soviet “mass-songs” dedicated to Republican Spain and the Soviet rock opera (Stadium, 1984) related to the brutal assassination in Santiago de Chile (September, 1973). This paper proposes a comparative analysis of the cultural issues in Soviet musical production of the 1930s and 1970-80s, concerning both popular and unpopular music trends. There is still much to explain about how Spanish and Latin-American political subjects became symbols of resistance in Soviet popular music.

A Musical Bondage: Remediating Asha Bhosle & RD Burman
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Asha Bhosle began recording as a playback singer for Hindi films in the late 1940s, and has reputedly cut more than 12,000 songs. Rahul Dev Burman was the composer and music director for over 300 Indian films between the early 1960s and his death in 1994. Bhosle regularly cooed the words of many lyricists over Burman’s elaborate arrangements for 30 years. Burman was one of the first music directors to bring the electric timbres and energy of ‘western’ rock and pop music into the Hindi film soundtrack.  Asha and RD’s collaboration extended to marriage. in India and the South Asian diaspora, they are as familiar a couple as Sonny & Cher, George & Tammy, Nancy & Lee, Elis & Tom. This paper focuses on the circulation of ‘Asha & RD’ in various media sites since 1994 and the many afterlives of their recordings. Firstly, the paper engages in a reflexive dialogue between the Indian and diasporic interpretations/affective registers of Hindi film music. Secondly, we consider how Asha & RD’s performative presence in CD and DVD compilations (such as 1994’s A Musical Bondage), re-recordings, remixes and samples in many music genres and the discourses around them ‘resonate’ (to borrow Ronald Radano’s use of the term) in local, national and transnational networks. Both the differences and similarities in meanings of ‘Asha and RD’ in and across particular spaces complicate the common-sense categories of identity (ethnic, national, eastern, western, masculine, feminine) that still dominate the academy, journalism and fan discourse. 

“All The Things You Are”: Classical, Popular, and Jazz Singing in Comparison
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Published in 1939, the song "All The Things You Are" belongs to the most beloved jazz standards since good five decades. Being composed for a Broadway musical, it has been interpreted by Musical stars as well as Jazz musicians and icons of Classical music. The paper on hand concentrates on sung versions and compares the interpretations of the Musical singer Tony Martin (1946), the Jazz singer Ella Fitzgerald (1956), and the Opera star Jessye Norman (1984). in addition, the presumable model for the "All The Things You Are" composition, the "Ave Maria" by Giulio Caccini (1545–1618) in an Andrea Bocelli recording from 1999 is examined.

All comparisons are made on the basis of detailled transcriptions by the author. Thus it is possible to clearly show and visualize the musical way of coding the genres of (1) Baroque, (2) Musical, (3) Mainstream Jazz, and (4) “light” Classical music.
Cultural Determinants of Emotions Evoked by Popular Music:  An fMRI  study

Firat Kutluk

Dokuz Eylul University, Turkey

<firat.kutluk@deu.edu.tr>

Stream: Songs of Desire

Keywords: popular music, emotions, fMRI, neurology, cultural studies

Neurological literature on music mainly consist of early studies on patients and relatively few but outstanding studies of the new neuroimaging techniques enabling experiments on healthy subjects. However cultural issues are still occupying little space in these studies. This is also the case for emotion studies on music. These studies seems to rely on the main assumption that consonant music, mostly Western classical, evokes pleasant emotions while dissonant, distorted versions evoke unpleasant. So in this study we hope to apply a cultural perspective in the neurological study of emotions by using only excerpts of popular music and considering cultural determinants. By the way another study we have been carrying out also shares a similiar point of view: constant musical excerpts from four different genre is used to reveal cultural effects on musical preferences regarding mainly pleasant emotions. This study mainly aims to show that excerpts of popular music are also capable of evoking unpleasant emotions.  We intend to compare the fMRI (functional Magnetic Resonance Imaging) scan results and subjects’ interviews considering cultural determinants of emotions evoked by popular music, after determining the most pleasant and unpleasant excerpts for each subject by the interviews and using them alternately in the fMRI settings. 

A Catholic Schoolgirl Goes Wild : Gender Representations in One Air Guitar Performance in Competition
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Air Guitar World Championships have taken place each year in Finland since 1996. By imitating electric guitar players, air guitarists invoke a wide variety of gender representations. Most notably, the electric guitar as an instrument is constructed as one played by male musicians, although the instrument itself is frequently thought of as a woman (Bayton 1997; McSwain 1995). Air guitar performances in competition play with rock culture representations of gender through a double discourse that makes them at one and the same comical and serious. This paper outlines hegemonic gender representations articulated in one air guitar performance in competition, and the ways in which these representations are reproduced or contested. I approach air guitar presentations as performances made of representations (Hall 1997). These representations are constituted through intertextuality (Genette 1982; Riffaterre 1979; Bennett and Woollacott 1987). Air guitar performances are based on multiple elements emerging from rock culture, like songs and costumes. These elements are constantly defined in many texts surrounding rock culture, like rock criticism, and re-defined again through air guitar performances. My presentation will focus on one air guitar performance, built on repetition, done by Sonyk-Rok, the air guitar world champion of 2004. The aim of this presentation is twofold. Firstly, I want to explore the stakes involved in air guitar performances, particularly concerning the links between air guitar performances and rock culture. Secondly, I wish to disentangle the ways in which one particular air guitar performance is playing with and deconstructing gender in its own way.

Attaining “Airness’: Gender Roles and Physical Performativity in Competitive Air Guitar
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In 2005 Finland hosted the World Air Guitar Championships where 16 competitors, of whom 5 were women – the highest number present to date – competed for a handmade Flying Finn guitar and the honour of being the best air guitarist in the world.  While their performances drew on the established mythologies inherent in rock and heavy metal, competitors also related to the genres’ gender representations, often situating these within stereotypes drawn from their own culture. At this time, the competition had been running for ten years. It is therefore surprising that mime critics, theatre semioticians and cultural sociologists have neglected this cultural phenomenon.

This paper explores the interaction between modes of gender representation and cultural stereotypes, and draws on Butler’s discussion of performativity, exploring how this model can be developed for physical performance by reference to the Alexander Technique (the habitual use of the body), and theories surrounding the blurred lines between air guitarist as fan (relating to iconic figures, music and gesture from rock and heavy metal) and air guitarist as performer.  More specifically, it is suggested that ‘airness’ (a term coined by air guitarists) is only achieved when the air guitarist becomes the star and the air guitar becomes an art form in its own right.

Transformation of music industry in digital age: The case of South Korea
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This paper explores the recent transformation of Korean music industry and its cultural implication. We locate current transformation of Korean music industry in the context of the "digitalization." Korean music industry is becoming "digitalized" with the fastest changing pace in the world. The revenue from "digital music industries"' including mobile ringtones/downloading and internet stream/downloading is three times bigger than "offline" record sales. it involves the changes in terms of industrial structure in the context of larger industrial setting of "new digital economy."  It shows the tendencies of concentration and "convergence" where telecommunications corporations (such as SKT) and multi-entertainment conglomerates (such as CJ Entertainment) emerge as "new giants" in music industry, and make it as a part of larger culture and media industries. Finally, we examine what these structural changes of concentration and "convergence" imply in cultural terms. We ask the question of power and look at how the structural transformation impacts the diversity of music in the process of selecting and excluding specific music genres, and limits the possibilities of public musical spaces. 

Sing Along with the Repatriated Postcolonial Specters: The Americanized Modernity and Double Consciousness in the Postwar Korea
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This paper aims to examine the germination of Americanization and the Americanized Korean popular music as narrative of desiring Westernization and Modernization after the postwar Korean society.

My paper is concerned with three focal questions; Korean modernity after postwar, public consciousness and discourse on American militarization and lastly, popular music as narrative in this era. in discussing the process of Korean desiring America within postwar Korean popular culture, the arguments in this presentation revolve around two primary points. 
The first of which is Korean cultural relation to the America. in the postwar period, American culture was a defining factor in Korean’s self-invention. The Production and consumption of American / Americanized culture through U.S. military occupation revitalized and invigorated the conflicting desires of fascination and revulsion towards Westernized modernity that had motivated by the Japanese filtered Western cultural adoption under the Japanese colony. Therefore, being attentive to the unique aspects found in the Korean postwar narrative, I would like to illuminate the ways in which Americanization process played its role in the makings of Korean modernity. 
Second, as Korean society fully experienced various effects of modernization during the few decades of U.S. military occupation era, the subjective terrain of the individual underwent through transformation from premodern to modern dualistic mode. Therefore, I seek to outline the Korean modernity in this dual colonial era, by tracing a sense of public consciousness and discourse through Korean popular song lyrics. 

I intend not to question the credibility of a monolithic conception of modernity but to argue for the inversion of the relationship between the margin and the center as it has appeared within the specific colonial discourse of the various issues through popular song in this era. Therefore, I am seeking to contribute to some reconstructive articulation that, through looking at the modern cultural history of Koreans in the colonial period, has a great bearing on ideas of what the West and the Americanization was and is today.
Visible America, Intangible Modern: Postwar Urban Seoul and Reinvented American Military Ghetto
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This paper focused on the postwar urban American military ghetto, called Itaewon, in the grand consequence of the historical conjunction – the bifocal, bilingual and stereophonic forms originated by, but no longer the exclusive property of, postcolonial Koreans dispersed within the structure of feeling, producing, communicating, and remembering in the colonial era, which I will heuristically call the imagined diaspora. I will travel the intersection where the Americanized modernity is deeply rooted in and routed through the special stress that grows with the effort involved in trying to confront two ways at once, which is significant facts of Korean modernity; the double consciousness and Americanized urbanization. The epistemology of modernity and doubly embedded colonial experience after the postwar, I will scrutinize the connection between the conceptions of “Americanization as modernity” and “the influence of Americanization” through Korean popular music appropriation via American military subculture. To posit the popular music as a diffusion of American ideology in the postwar Korean society, the expatriated sensibility of the colonial subjectivity in the American military ghetto, Itaewon were being there but ontologically non-exist under the name of modernization.
The American military culture was reterritorialized symbolically acquiring cultural hegemony in the spectral space of Korean territory. Itaewon was the geographic pivot of postcolonial operation diffusing American culture. The space became the symbol of the coercive American masculinity. Itaewon, the space of Americanized modernization emasculate the colonial subjectivity and effeminizes the Korean subaltern as an imagined diaspora. The representation of visible modern as a goal of collective desire can be epitomized as what Fanon called the ‘white mask’ in the yellow face. This state of mind had transformed the inferiority of the colonized into a feeing of ontological instability in transition. However, at the same time, as the constitution of fragmented colonial subjectivity, Korean subalterns were incessantly obsessed by Americanization.
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While for years New York City’s flourishing club culture saw the rise of many forms of dance music and gave birth to the powerful role of the DJ, nightclubs in the city have increasingly become objects of control and criminalization, a reality that greatly changes the conditions under which clubgoers, DJs, staff and security participate in dance music culture.  This paper focuses on two separate murders that occurred in the spring and summer of 2006 that further linked crime and violence to the already controversial reputation of New York City’s nightlife.  Both victims were young, pretty and upwardly-mobile women returning home from a night out in a popular club district in Manhattan, and their deaths not only attracted national media attention but also a strong police response that led to closing entire blocks, raiding and shutting down clubs, and exponentially increasing surveillance. This paper contends that post-9/11, the particular urban ecologies of fear and vulnerability, stoked by moral discourse and conservative politics, have greatly impacted the spatial dynamics of a New York City club district and, consequently, the musical expression created there. Through interviews, participant observation and my own experience as a DJ in the district during the time of the murders, I will provide a narrative of the ways in which the protagonists of nightlife culture and economies adapt and react to increased regulation, criminalization and spatial control, and negotiate the tension between risk and safety in the city.  
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If the end of the 20th and the beginning of the 21st centuries indicate significant acceleration in the process of migration and crossing of musical languages, jazz is considered to be among the mightiest factors in this direction. This becomes quite obvious while observing emblematic Bulgarian performers experienced in jazz, classical music, folk music, wedding orchestras, pop music, or world music, who recently have actively intertwined their creative musical skills and open new perspectives before jazz as “common language” and its regional developments. Based on conversations with Milcho Leviev (composer, arranger, piano performer, and jazz innovator), this paper explores aspects of ethnojazz, seen within the process described as ‘returning to ethnicity’ as well as within the broader framework of jazz as ‘non-fixed music’ and its relation to concepts of eclecticism, innovation, swinging, improvisation, subjectivity, otherness, and dialogism, among others.  
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Digital technologies, such as MPEG Layer3 and peer-to-peer technologies, have threatened the traditional economic model of the popular music industry. Various types of music marketing have been developed in recent years, such as pay-per-download websites. in this sense, China’s Super Girl, a popular reality TV show, could be seen as one of the successful new models which generates profits from music. 

This paper examines the economics of China’s Super Girl. On the one hand, this singing contest has created new forms of music commodities. The program sells spots for product placement to advertisers and also shares profits with telecommunication companies by encouraging viewers to vote through mobile phones. On the other hand, it has exploited a new form of labor. Thousands of ordinary girls have flooded into this program. From the viewpoint of labor theory, these unpaid amateur singers compose the “industrial reserve army” that enables the TV station, a part of the chain of music industry, to cut their costs. By accepting the myth that to perform pop music is to express and fulfill oneself, participants of China’s Super Girl not only “consume” but also “produce” music products. Through analyzing both the consumption and the production of this reality TV program, this paper will attempt to demonstrate how the participation of viewers and contestants has being shifted into a saleable commodity and transformed into unpaid labor. Thus, the flexible, localized and customized profitable music model in this program may also signal a new economy in a digital and post-record music market. 
Jazz and the Popular
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Colgate University

<plopes@mail.colgate.edu>
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The evolution of jazz music in the twentieth century is intimately tied to the relationship between professional musicians and the “popular” in American music. Professional musicians since the late nineteenth century have balanced their ethos of being the most legitimate performers of music in America with the practical need to serve the popular music market. With their monopoly over major performance spaces, these musicians mediated the popular music market promoting an elite-populist ideology that defended popular performance against stodgy elite critics while claiming to cultivate the unwieldy musical vernacular. It was such an elite-populist position that led this class of musician to mediate the jazz vernacular in the 1920s and 1930s culminating in the Swing Era. But in the 1940s, a new generation in this professional class rejected the role of mediating the “popular.” They positioned themselves as outside the “popular,” and instead staked claim to the “high” in American music. While at first the 1940s rebellion might seem like a radical break, it merely was a new strategy in attacking the low status accorded to professional popular musicians in relation to the classical music establishment in American. in essence, the cultivation of the jazz vernacular in the twentieth century was always oriented towards the high status road in music making and legitimacy. The 1940s generation merely made the next step in the long duree of legitimating popular professional musicians in America.

Timberos vs. Alternativos. Musical Scenes, Place and Identity in La Havana.
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Cubans youth live among several contradictory discourses: discourses about the benefits of the social and political program of the Revolution, about the pride of challenge the USA imperialism, but also discourses about the everyday problems, the moral and economical poverty and the wish to leave off the island. Paradoxically, Cuban youth assume all kind discourses despite they are contradictory. They believe and live in different discourses at the same time: they have fluid identities. Their multiple and performatives identities are managed by means of music.

Musical identities have been studied by different approaches such as the subculture theories, the narrative approach by sociologist Pablo Vila, and by the recent notion of musical scenes. in this paper I will apply the notion of musical scenes to the complex world of Cuban music where each musical genre is able to support radical different meanings. The same music can be understood in many different ways when the band plays in a TV show, in a tourist discothèque or in a public square for Cuban people. I will focus my analysis in Timba (a kind of salsa) and Alternative (jazz and funk): both of them take elements of different Afro-North-American genres such as hip-hop or Funk and combines them with Cuban music in very similar ways. However, both scenes interpelates very different public and develops very different meanings. Does the scene notion is enough to help us to understand this complexities? 

PANEL: Contemporary Tango As Cultural Production and Performance: Three International Perspectives
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Over the course of the past decade, tango-a principal genre of Argentine popular music and dance-has once again become a vital space of artistic and cultural production.  This has been especially true in Buenos Aires, Argentina, the genre’s historical place of origin and the epicenter of current activity related to it.  The sheer variety of current activity in Buenos Aires makes it nearly impossible to analytically circumscribe tango as a singular, “national” genre, thereby forcing the scholar of popular music to confront the plurality, diversity, and flexibility contained within the genre as an active site of aesthetic performance and symbolic production.

Taking this challenge as a point of departure, this panel brings together young scholars from three continents whose diversity of perspectives and methodologies echoes that of the analytic object they share.  Individual papers will examine danced responses to the technological innovations of electrotango operate as musical re-elaborations, the practice of musical arrangement in tango as an intertextual exercise through which musical identities are performed and constructed, and how the politico-aesthetic project of a specific tango group can inform larger debates regarding the place of “the popular” in popular music studies today.  
Taken as a whole, this panel will make a transcultural intervention in the study of contemporary tango that, like the genre itself, will be multivocal yet coherent, deeply diverse but ultimately unified.  Indeed, accounting for the contested unity-in-diversity of genres such as tango is one of the key analytical and theoretical challenges facing popular music scholarship today.  By examining how those challenges are met in musical practices taking place in Buenos Aires today, we can form a larger analytic space in which other genres of popular music can be located and a plurality of interpretive voices may be heard.

Mesa: El tango actual como producción cultural y performance: tres perspectivas internacionales

Durante la última década, el tango —un género popular substancial de música y danza en Argentina— ha vuelto a establecerse como un espacio importante de producción artística y cultural, especialmente en la ciudad de Buenos Aires, el centro histórico del género y también el de la actividad “tanguera” actual. La diversidad de esta actividad en Buenos Aires hoy hace que un análisis restringido de género como singularidad local sea casi imposible, obligándonos entonces, como investigadores de la música popular, a enfrentarnos con la pluralidad y flexibilidad que tiene este género como un sitio activo de performance estética y producción simbólica. 

Tomando este desafío como punto de partida, este panel reúne a jóvenes investigadores de tres continentes, con perspectivas y metodologías tan diversas como es el objeto común de su análisis. Sus ponencias analizarán cómo las respuestas de los bailarines a las innovaciones tecnológicas del electrotango pueden a su vez operar como re-elaboraciones musicales, la práctica del arreglo musical en el tango como un ejercicio intertextual por el cual se interpreta y se construyen las identidades musicales, y que el emprendimiento político-estético de un conjunto musical de tango específico puede ofrecer al  gran debate sobre el lugar de “lo popular” en los estudios de música. 

En suma, este panel hará una intervención transcultural en el estudio del tango contemporáneo que, como el género, será multivocal pero coherente, profundamente diversa pero al fin unida. De hecho, representar la discutida unidad-en-diversidad de géneros musicales como el tango es uno de los desafíos teóricos claves que enfrentan hoy los estudios de música popular. A través del caso de las prácticas musicales en Buenos Aires hoy en día, podemos crear un espacio analítico mas amplio en el cual se puede ubicar otros géneros de música popular y escuchar una pluralidad de voces interpretativas. 

Procesos de resignificación estética del tango desde los espacios de producción de sentido de la música popular 

María Mercedes Liska
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Performance

El tango, desde su dimensión cultural y de comunicación, es un espacio de producción donde se establecen relaciones sociales entre los músicos y  bailarines aficionados. Las  tecnologías aplicadas a la música popular reconfiguran su práctica, tanto en los modos de producción, comercialización y difusión del tango. En este sentido, las representaciones de género musical y la expresión social continúan siendo el umbral de valor estético.   

El tecnotango, como espacio de producción que comparten bailarines y músicos, pone en escena la necesidad de observar y analizar las nociones actuales de género en la música popular. La “estética tanguera” de los últimos años pareciera haber sido el marco necesario de anticipación de nuevas concepciones de la música y la interacción con ella. El tango electrónico reafirma el vínculo fuerte de la pareja de baile del tango, sin embargo la música, regulada por un ritmo dominante que se introduce para modificar la percepción sonora en su totalidad, comporta una forma de vincularse desde el baile con el objeto sonoro.

Ante la pregunta de cómo definir estas manifestaciones dentro del mapa de la música popular, es necesario conocer la apropiación que realizan los sujetos del fenómeno sonoro. La intención de esta ponencia será adentrarse en cómo se expresan los bailarines aficionados a través del tecnotango, si se modifican o no las relaciones sociales en el baile o el vínculo entre movimiento y música, en correspondencia a las representaciones de género.

Processes of aesthetic resignification of tango from the spaces of meaning producton in popular music. 

The tango, from the perspective of its cultural and communicative dimension, is a space of production where social relations between musicians and dance aficionados are established.  Technologies applied to popular music reconfigure this practice as much as the modes of production, commercialization, and diffusion of tango.  in this sense, the representations of the musical genre and its social expression continue being the threshold of aesthetic value.

Technotango, as a space of production that is shared by musicians and dancers, makes clear the necessity of observing and anilizing current notions of genre in popular music.  The “tanguero aesthetic” of the last several years seems to have been the necessary mark of anticipation for new conceptions of tango music and interactions with it.  Electronic tango reafirms the strong link of the partner in tango dance.  The music, however, regulated by a dominant rhythm that is introduced in order to modify the sound perception in its totality, behaves as a form of link from the dance with the sonoric object.

Before adressing the questoin of how to define these manifestations within the map of popular music, it is necessary to understand the appropriation that the subjects of the sound phenomenon realize.  The intenton of this paper will be to get inside how dance afficionados express themselves in relation to technotango, if they do or do not modify the social relationships in the dance or the link between movement and music, in correspondence to the representations of the genre.

From A La Parilla To Sampling: Arrangements in Argentine Tango As A Construction of Musical Identity

Janine Krüger
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Arrangements are special cases of musical intertextuality. Within discourses of popular music, the continuous reformulation of standardized themes is one of the key concepts regarding processes of tradition and transformation as well as the construction of musical identity. Arrangements are located within the field of textuality and performativity, whereby musical identity is constructed especially by means of performative phenomena.

Although arrangements give deep insight into musical and cultural processes, they have never been sufficiently examined. Reasons for this scholarly neglect could be the lack of material as well as the cultural implicitness of arrangements.  in this paper, distinctive arrangements of Argentine tangos will be examined transhistorically and from an intertextual perspective, focusing on the following issues:

What position do arrangements have within the overall tango music discourse? How does an arrangement reflect textual and performative elements? in what way is musical identity constructed by arrangements? How have arranging processes and arrangement forms changed over the course of tango’s evolution?

Within the contemporary tango scene the concept of arrangement represents a matter under intense discussion. One finds on the one hand a call for completely new compositions and on the other hand arranging processes that include sampling and experimenting with traditional material. This presentation aims to outline general aspects of arrangements and arranging processes in order to discuss them in the context of current developments of this popular music culture.

De la parrilla al sampling: el arreglo en el tango argentino como una construcción de la identidad musical 

Los arreglos son casos especiales de intertextualidad musical. Dentro del discurso de la música popular, la continua reformulación de temas estandarizados es uno de los conceptos claves en cuanto a los procesos de tradición, transformación y a la construcción de la identidad musical. Asimismo, los arreglos están situados en el espacio de la textualidad y la performance, donde la identidad musical es construida especialmente a través de fenómenos interpretativos.

A pesar de que los arreglos dan una profunda visión de los procesos culturales claves de la música, estos no han sido investigados suficientemente. Las razones de esta negligencia podrían ser tanto la falta de material, como la implicancia cultural de estos arreglos. Desde la perspectiva de la intertextualidad, los arreglos fundamentales del tango serán examinados transhistóricamente, concentrándose en los siguientes puntos:

¿Qué lugar tienen los arreglos dentro del discurso musical del tango? ¿Cómo refleja un arreglo elementos textuales e interpretativos? ¿De qué manera se construye la identidad musical a través de los arreglos? ¿Cómo fueron cambiando los procesos y las formas del arreglo a través de la evolución del tango?

Dentro de la escena contemporánea del tango, el arreglo representa un tema de intensiva discusión. Por una parte existe el reclasmo de composiciones completamente nuevas, por otra parte existen procesos de arreglo que incluyen el uso de "sampling" y la experimentación con material tradicional. Esta presentación tiene como objetivo un delineamiento de los aspectos generales de los arreglos y sus procesos, para poder discutirlos dentro del contexto de los desarrollos actuales de esta cultura popular.

Performing “lo popular”: the aesthetic project of Astillero
Morgan James Luker

Columbia University

<mjl2003@columbia.edu>

Astillero is a contemporary tango ensemble based in Buenos Aires, Argentina.  Formed and directed by pianist and composer Julián Peralta, Astillero serves as a vehicle for the performance of new tango compositions.  While on first glance such activities may seem unexceptional, the particular juncture of musical, economic, and social histories in which the group is located has in fact rendered the very act of composing and performing original tangos a highly charged domain of musical activity in Buenos Aires today.

The group’s aesthetic project is centered around a specific rendering of contemporary tango’s relation to “lo popular,” an idea which, in Latin America, both incorporates and subsumes many of the dichotomies set up and largely taken for granted by North American and European conceptions of “the popular.”  For members of Astillero, contemporary tango needs to be “música popular” in this amplified sense in order to be both meaningful and effective.  and this despite the fact that tango as a whole has not been massively popular among Argentines for some fifty years and that much contemporary tango in Buenos Aires is produced for tourist audiences.

By examining the aesthetic project of Astillero as it relates to this conceptual and contextual frame, I hope to show how debates surrounding this group—and the practice and performance of original tango music in Buenos Aires more broadly—may contribute to international discourses regarding the place of “the popular” in popular music studies, which still tends to be dominated by North American and European perspectives.

Performing “lo popular”: el proyecto estético de Astillero
Astillero es un conjunto de tango contemporáneo de Buenos Aires, Argentina. Fundado y dirigido por el pianista y compositor Julián Peralta, Astillero sirve para la presentación de sus nuevas composiciones de tango. Aunque a primera vista estas actividades no parezcan excepcionales, la coyuntura de historias musicales, económicas y sociales en la cual este grupo se ubica ha hecho que el acto de componer y tocar tangos originales en vivo sea una actividad musical muy particular en Buenos Aires hoy en día.

El proyecto estético del grupo se sitúa en su interpretación de la relación entre el tango contemporáneo y “lo popular,” una idea que en Latinoamérica incorpora y derrumba a la vez muchas de las dicotomías establecidas y aceptadas por el concepto norteamericano y europeo de “the popular.” Para los integrantes de Astillero, el tango contemporáneo tiene que ser “música popular” en un sentido mas amplio para que tenga significado y para que sea efectivo. Y eso a pesar de que el tango, por lo general, no ha sido popular al nivel masivo en la Argentina desde hace unos cincuenta años, y se produce tango contemporáneo en Buenos Aires para públicos tirísticos.

Examinando el proyecto estético de Astillero en relación con este encuadre conceptual y contextual, espero mostrar cómo los debates que surgen alrededor de este grupo — y la performance de la música “tanguera” de Buenos Aires en general—pueden contribuir a los discursos internacionales sobre el lugar de “the popular” en los estudios de música popular, donde todavía tiende a ser dominada por perspectivas norteamericanas y europeas.

The Rhapsody of Files: Digital Music Culture and the Spinning of a New Locality
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Music listening in the Western world is dominated by the use of music files. This paper traces the change in the 'place' of music, in terms of the 'origin' of the musical inscription, and the place of music in the everyday lives of music listeners that is a result of the widespread use of music files. Although there are exceptions, it is clear that the adoption of music files as the primary musical medium in Western audio culture is tantamount to the spinning of a new locality of music listening, in which the boundaries of locality are contested, blurred, and reworked.

Existing scholarship on music files is dominated by discussions of their role in copyright law, and changes to the music industry that have resulted from music piracy, peer-to-peer file sharing, and the atomization of the album structure. I offer an alternative to industry centered work, placing emphasis on the 'location' of music files within cultural and critical contexts, with the role of the listener as central.

Using theories of locality borrowed from cultural geography and computer science, the significance of 'multiple file playings', file sharing, and the everyday use of portable listening devices are contextualized in light of the 'turning' of the temporal and spatial senses of locality experienced by music listeners through their experiences with music files. I ground theories of locality with discourse samples taken from blogs and discussion lists, which offer first hand accounts of users' experiences with music files and portable music listening devices. 

You Think Therefore We Are: Understanding Native Hip Hop in Canada 
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The creation of place can be understood within a matrix of self-identity, geography and artistic expression. The concept of place is further complicated by its two-fold exchange: the creation of identity within the community and the constructed identity of ‘otherness’ that is projected back. Identity, which I will argue can include history, oral tradition, art, political currency and resistance, is not static nor equally exchanged, as these are not seen equally inside and outside of any community. The manipulation of technology for the purpose of creating a musical identity can then be seen as a tool for self-expression. This paper examines identity and community construction found inside the sonic metonyms of Native Hip Hop in Canada. This fusion sets the stage for Aboriginal musicians to use a global form of music and make it their own at a glocal level by creating a new and distinctly local form of Hip Hop which references popular music culture but emerges from traditional aboriginal cultural practices and contemporary social experience.

Corruption and Pedophilia Go to the Dance Floor. Local Politics, Media Spectacle, and Electronic Dance Music in DJ Kermit’s “Gober.”
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Electronic dance music (EDM) has often been criticized by fans of other music genres as a type of music which aims at hedonistic pleasure and avoids the intellectual articulation of social and political problems. in the context of the transformation of the DJ to music producer I analyze “Gober (Precioso)” [Governor (Beautiful)], a track composed by Mexico City-native DJ Kermit, as a challenge to the stereotype of EDM as pure hedonistic pleasure. I argue that this is not an isolated case but one that illuminates a current shift in glocal DJ cultures by focusing on the articulation of local politics and media by a global music culture. 

 “Gober” incorporates a series of samples taken out of a telephonic conversation between a Mexican politician and a powerful businessman accused of links to international pedophilia and child prostitution networks. The recording ignited a media frenzy that displayed practices of corruption, misogyny and censorship pervading the Mexican political system. 

in order to avoid focusing on lyrics, I use ethnographic work at dance parties and oral testimonies vis-à-vis a discussion of music style (sampled sounds vs. electronic sounds) to hypothesize that the ironic sense of humor in Kermit’s track is a commentary on the growing rejection, disappointment, and disdain that Mexican upper middle classes feel towards the ruling elites of their country. I examine this track and its reception as they are mediated by the complex and paradoxical ways in which rating-based media spectacles are constructed into facades of democracy.

Giving it Back?: International Success in 1960s Finnish Popular Music Discourse
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National histories of popular music are often seen as histories of appropriations. in Finland, at least, the history of modern pop music has been understood as adoption and transformation of non-Finnish music into successful configurations by local musicians. Focusing on early 1960s, this paper deals with ‘returned appropriation’:  what was the competence of Finnish popular music to function across cultural divides? As new technologies and communication networks seemed increasingly facilitate the transnational flow of music styles and star images, the world seemed more open also for Finnish artists and music to enter. A number of female singers (e.g. Laila Kinnunen, Pirkko Mannola), two instrumental guitar groups (The Sounds, The Strangers) and one dance tune (Rauno Lehtinen’s jenka ‘Letkis’) more or less raised international interest. The aim of this paper is to analyze how the ideas of the national and international were construed in popular music and the discussions surrounding it. What kind of activities, speculations and fantasies there were about ‘giving it back’ and gaining foothold in music markets outside Finland? 

Canto-Pop: The Connotations of Its Cover Versions Over The Past Three Decades
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Canto-pop has developed rapidly in the Hong Kong market over the three decades most recently completed. On account of the city’s pre-eminence in ‘worldwide’ Chinese culture, this musical genre has spread successfully to overseas Chinese communities in Southeast Asia as well as to mainland China and the rest of the world. 

While covering is a fundamental compositional technique in popular music, in a recent essay, Serge Lacasse has provided quite a detailed discussion on the subject. The term covering, according to Lacasse, should be conceived as ‘rendering of a previously recorded song that displays the usual stylistic configuration of the covering artist’. in other words, a popular music covering should include the presentation of a new performance modeled on the original one and the superimposition of a new interpretation or reading over the original recorded song.  

Albeit in a primitive form, Canto-pop since the Seventies has experienced some backwash from the Western popular music scene and Cantonese adapted versions of Western rock ‘n’ roll started to emerge. Seeing the way in which covering is derived from the original song is a process that can be useful for understanding certain forms of socio-cultural behaviour, the aims of this paper are to discover the form covering specifically takes in Canto-pop, as well as to compare the respective stylistic features of the original songs and the adapted version in order to find out if any definable or particular Hong Kong socio-cultural character or ideology are evident in the latter over the past decades.

Homosexualities and Gender Confusion On Stage – Representations and Performances in Popular Songs
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in popular songs, homosexuality is often evoked under the angle of the picturesque or the licentious. Representations of homosexuality and, more so, the behavioral attitudes observed during performances, whether live or recorded (phonogram, TV…), participate in the construction of a meaning that is social before being aesthetic. The study of several repertories and careers of artists concerned with this question shows the organic articulation between the artist’s public mediatization and his overt or covert participation in, and role as a member of, a distinct community. 

Bodily sociosexual markers, such as Mayol’s suggestive effeminate poses and Ney Matogrosso's pelvic undulations or Cássia Eller's mannish attitude, the equivocal costumes chosen by Miguel de Molina and Ray Bourbon, as well as other sexualized vocal indicators like the experiments in “transvocalization” undertaken by Suzy Solidor, Charpini and, once again, Matogrosso: all of these indicate original performative practices, which express the behavioral inclinations of these artists. Based on the study of available sound and audiovisual documents, the sociosemiotic method set forth here develops an analysis of creative, performative, and receptive processes.

Consequently, we may conclude that these singers’ homosexual attitude is caught up in a practically insolvable contradiction between the desire to produce artistic works  and to be evaluated as artists and the will to express and assert, by artistic means, a different choice of life. Hence, their posture, which is transgressive with respect to the established social model, prevents homosexual artists from occupying a serene, ordinary position within this model. 

The Underground: An Approach.
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UNPOPULAR?
The present essay is an approach to the “Underground  music world” as a socio-cultural and socio-musical movement. It analysis the particularities that exist around it.

It locates the origins of the movement, and their expansion process from England toward the world. 

It shows the “Underground” like the necessary opposite part of the “Overground”.  It stands out the importance that the mass-media have in relation with the music and analyzes them as a fact for deterioration of aesthetic-likes and the popular cultural rules; reasons that make the “Underground music” to become a revolutionary movement and its goals are to propose new value systems. This makes us visualize this movement like an ”equal form” in music, because it balances of the whole commercial music rushed by the mass-media.

The distinctive attributes of the “Underground” are the gear, the places, the literature and the music, those are the facts that “makes” identity forms. 

The musicians of the “Underground bands” want to reflect their vision of the reality of their epoch and sometimes they have been criticized and even satanized, although there have been some cases of these bands that arises to the “pop-charts”.

As much as it concerns to Mexico about this movement, this essay presents us a brief panorama of the situation. The culture ”Underground” works like an expression, a manifestation, a complaint and like a  resurgence of the arts.

Finally it concludes that the “Underground” becomes a lifestyle and an art-form to survive to the huges media-emporiums that govern our daily life.

Hip-Hop on the Canadian Prairies: Narrating Experience through New Traditions
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The Canadian Prairies represent rich and complicated narratives of traditional Indigenous musics; narratives that have developed out of or in spite of the horrific circumstances associated with colonization, settlement, and a federal policy of assimilation. Within contemporary Saskatchewan, performance of traditional musics now signifies struggle and an ongoing commitment to the preservation of traditional Indigenous culture by Indigenous Peoples. Ironically, this commitment to tradition mirrors the federal and provincial governments’ commitments to the preservation of cultural identity within a liberal pluralist society. Traditional music has historically played an essential role in the preservation of identity, storytelling, and resistance for Canada’s Indigenous Peoples. and yet, in the present context many Western Canadian Indigenous youth are turning towards contemporary arts practices, such as those associated with hip-hop culture, as a way to express present-day lived experiences. A provocative and hybrid culture emerges: one that combines aspects of traditional music and performance with elements of contemporary international hip-hop. It is a culture that is no longer focused on the preservation of a past that has been lost but rather it is a culture that explores experiences of today. 

The premise of this paper is to articulate and explore the following questions: How does Indigenous Hip-Hop complicate the spirit of a liberal pluralist society such as Canada? Does hip-hop play an integral role in narrating colonialism on the prairies? How does Hip-Hop challenge contemporary Canada to think about ‘Indian’ politics in the now and the future rather than think of colonialism as only relevant to the past?

Caminos De Guanajuato: Between Geography and Passion
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REGION?
The song entitled Caminos de Guanajuato (Guanajuato Roads) is one the more simbolic and widely known ballads created by José Alfredo Jiménez. He has been considered as one of the most remarkable popular composers of the mexican songs tradition in the 20th century. This song is like an anthem to people from Guanajuato region which mentions not only the various towns within Guanajuato region, but also the intense pasions of mexican people. Therefore this regional anthem describes a sort of deep mourning, reinforced by the lyrics created by the composer, who provides the social ideas that  “life is nothing” (la vida no vale nada),  “don´t cross Salamanca town because I die” (no pases por Salamanca porque me muero) and also lyrics with deep sentiments of belonging to his home town Dolores Hidalgo, with a phrase that refers “there is my beloved home town” (ahí es mi tierra adorada).

Althought Caminos de Guanajuato song has been heard generation by generation, among mexican families inside Mexico and also beyod mexican borders, this regional anthem has not been analized yet, from musicological point of view, in order to discover its main features of music, lyrics and cross references which bring a feeling of identity. This song has been considered as social property among  paisanos (people from the same region). Finally, my paper is an attempt of walking through other roads (caminos) which take us to a deep thought, and also which take us to discover new meanings of a popular work.

Rock y Nación. México y el rock mexicano.
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Recientemente, las disciplinas sociales han cuestionado el concepto de cultura nacional debido a que los intercambios culturales y económicos derivados de la globalización, dificultan la defensa del estado-nación como marco de referencia definitorio de cualquier proyecto cultural. Por su parte, las culturas populares no temen hacer este tipo de conexiones y continúan afiliándose a e incluso definiéndose a partir de rasgos identitarios nacionales. La cultura del rock en México no es la excepción y, a pesar de la desterritorialización de sus prácticas de producción y consumo, el concepto de rock mexicano sigue operando en el imaginario de sus participantes.

En este contexto, nos preguntamos: ¿qué relación se establece con el discurso oficial de ‘lo nacional’? ¿cómo se articula la representación de lo nacional desde una cultura marginal? ¿cómo se indigenizan o nacionalizan las tendencias internacionales del rock sin caer en los clichés nacionalistas propuestos por el estado? Luego de analizar textos musicales, verbales e iconográficos, observamos que su inscripción en el discurso de lo nacional se lleva al cabo a través de una doble operación en la que por una parte se articula un nacionalismo popular anti-hegemónico, al margen de las instituciones políticas. Al tiempo que, paradójicamente se lucha por hacerse reconocer como parte legítima de la nación oficial. Concluyo esta ponencia con una reflexión sobre el concepto de cultura nacional y hasta que punto éste puede sernos útil en el análisis de algunos productos culturales.

Community and Critique: The Dilemma of Political Performance in The Bandung DIY Hardcore Scene
Sean Martin-Iverson
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As a form of political action, musical performance has considerable potential, but also significant limitations. This paper one of the major dilemmas faced by participants in a ‘musicking subculture’ (Sarbanes 2006), the DIY hardcore scene in Bandung, Indonesia, as they attempt to make their performances politically meaningful. These ‘DIY kids’ are seeking to establish an autonomous community based on participatory ‘Do-It-Yourself’ principles, while also engaging in a wide-ranging social and political critique. I examine how their goals of community and critique are expressed through musical performance, but also how these goals make conflicting demands. The DIY kids seek to break down the barriers between audience and performers, invoking and generating a sense of community spirit or communitas (Turner 1969), while also engaging in carefully orchestrated and highly theorised acts of political and cultural critique.

Some of the Bandung DIY bands employ an earnest mode of expression, seeking a form of authentic and direct experience through straightforward communication and naïve emotional emphasis. Yet, there is also an opposing tendency towards intellectually sophisticated and textually complex performance, encouraging the adoption of a certain degree of critical distance. The tension between these stances is potentially politically productive, but this potential is threatened by aestheticisation. The earnest mode of direct affective engagement brings with it the risk of ‘fan culture’ fetishism (Adorno 2001[1938]; Hills 2002), while the critical mode risks being reduced to the pursuit of ‘underground’ cultural distinction, a form of subcultural capital (Bourdieu 1984; Thornton 1996).

¿?????????????DESCRIPTIVE - De Opus XIII a Galié: crónica audio-video-histórica de un grupo de 

pop-rock-folk-progresivo mexicano desconocido…

Fernando García Masip

Universidad Iberoamericana-Ciudad de México

Palabras claves: Rock progresivo; años setenta; México; crónica. 

Blancos, güeros, de clase media y media alta, preparatorianos del Liceo-Franco Mexicano, del Ciencias y Letras, del CIE, ex -Patria algunos, Las Lomas, Tecamachalco, Polanco, corría el año de 1973…En ese año ya había acabado Avándaro, la escena del rock mexicano empezaba tanto a consolidarse como a decaer en el mismo punto de una inflexión feroz: el rock era subversivo, marihuano, obsceno en muchos sentidos, ambiguamente pro-norteamericano pero al mismo tiempo ligado a la búsqueda juvenil de una identidad urbana, principalmente chilanga o jalisquilla. El PRI en el auge con Luis Echeverría y su tercermundismo al frente. Por otro lado, las peñas, la música folklórica latinoamericana, la UNAM como centro de la resistencia cultural y política. 

Hace 33 años montamos un grupo de música: Luis Díaz-Torre, José Ignacio Portilla, Eugenio Barrantes y un servidor. Componíamos rolas sin letra. Música para ser oída y no cantada, y sobretodo no bailable. Guitarras acústicas, bajo, flauta y percusión. Después se nos uniría un baterista: Alfonso Portilla y más tarde un pianista. Esta ponencia pretende hacer la crónica audio-visual de un grupo, Galié, que nunca se dio a conocer en los grandes medios de comunicación, pero que su producción fue bien recibida en Europa principalmente, hasta su disolución hace 5 años.   

Parceria e criação na canção popular/Partnership and creation in popular song

Cláudia Matos 
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Keywords/Palavras-chave: partnership/parceria, song/canção, composition/composição, samba/samba

A proposta é refletir sobre a parceria como dispositivo autoral característico da arte da canção. Embora muitas canções sejam obra de um único autor/compositor, pode-se dizer que a prática de composição em parceria está na base do sistema produtivo da canção popular, de uma maneira que não encontra paralelo em outras áreas e linguagens artísticas, como a literatura, a pintura ou mesmo o teatro. A associação entre criadores, com diferentes espécies de repartição ou compartilhamento de funções, resulta freqüentemente em obras de notável unidade, e seria talvez possível apontar analogias entre o consórcio criativo que se estabelece entre parceiros e o consórcio estético e semântico que, unindo letra e melodia, resulta na canção. O passo seguinte, considerando a canção como um artefato estético constituído na integração de três dimensões ─ texto poético, estrutura rítmico-melódica e performance vocal ─, é ver na atuação dos intérpretes mais uma instância da parceria criativa. Esta comunicação pretende levantar e discutir essas e outras questões relativas às diferentes práticas e modalidades de parceria na canção popular. Referências e ilustrações para a discussão serão buscadas notadamente na história do samba brasileiro. Desde os primeiros momentos da constituição e elaboração deste gênero musical pela via do disco e do rádio, a composição em parceria foi um modo largamente difundido de criação e afirmação autoral, respondendo por boa parte dos clássicos do repertório. 

Partnership and creation in popular song

We propose a reflection about partnership as an authorial  device that specially distinguishes the art of song. Although many songs are the work of a single author/composer,  we may say that partnership in composition is a basic feature of the production system of popular song, in a way  unparalleled in other artistic areas or languages, as literature, painting or even theater. The association between creators, with several manners of dividing or sharing functions, often  yields pieces of remarkable unity, and  it might  be possible to find analogies between the creative consortium settled down between partners and the aesthetic and semantic consortium that, incorporating lyrics and melody, brings about the song. Moreover, considering that song is an aesthetic production  built upon the integration of three dimensions ─ poetic text, rythmic-melodic structure and vocal performance ─ the singer’s activity should be seen as taking part in the creative partnership. This paper intends to point out and discuss these and some other issues regarding different practices and modalities of partnership in popular song. in order to illustrate the discussion, references will be made mainly to the history of Brazilian samba. Since the first moments of the constitution and ellaboration of this musical genre by means of records  and radio, the composition by partnership has been a widespread means of authorial creation and affirmation, producing many  classical pieces.   

Popular Music and the Authoritarian State: The Specificities of Context within Pinochet’s Dictatorship in Chile (1973-1990)
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This paper seeks to progress the theoretical understanding of popular music and politics by challenging existing views on popular music practices under non-democratic regimes. It will argue that in order to understand the interaction between the state and the individuals and institutions involved in music making, it is fundamental to consider the specificities of each individual context and avoid global generalisations. in order to explore this premise, I intend to provide clear supporting evidence through a case study of popular music under Pinochet’s dictatorship. Much attention has been drawn to the political song movement under this dictatorship period. in an effort to broaden the scope of popular music during Pinochet’s regime, I will place special emphasis in trying to document other types of musics, and their place within and effect on the social and political context of Chile. Particularly, I will address issues concerning music mediation that challenge the two-way flow of control and descent model applied to non-democratic regimes within Popular Music Studies. This argument will be placed in relation to other studies of popular music under non-democratic states.

Swinging the Classics: Hazel Scott Transgresses Hollywood’s Racial-musical Divide

Kristin McGee

University of Groningen

<k.a.mcgee@rug.nl>

Keywords: jazz, gender, African Americans, mass media, pianists, film

PERFORMANCE?
By age four, piano prodigy Hazel Scott exhibited a tendency to absorb countervailing musical influences. Scott’s early indoctrination into the double worlds of conservatory classicism and Black popular theatrical music facilitated her codification of musical styles conceptualized as heavily gendered and racially distinct. Her subsequent and widely publicized 1930s appearances at New York’s integrated Café Society provided Scott with a model she would incorporate into her life-long professional career. Moreover, during the 1940s, Scott’s film appearances dramatically contrasted with prior Hollywood depictions of black female musicality, as she became the first black female jazz musician to play herself, as an elegantly attired and innovative improvising soloist. Indeed, her rigid insistence upon similarly respectful characterizations of co-starring African American women caused Scott to be blacklisted from Hollywood for nearly 15 years. This paper explores the reception of Scott’s early profession career, and in particular of her radical proclivity for “swinging the classics,” a practice whereby blurring proscribed racial and gendered musical boundaries paralleled Scott’s unheralded physical mobility in the entertainment world. By comparing Scott’s mass mediated filmed performances with reviews by white jazz critics and black journalists, I suggest that Scott’s insistence upon respectable, individualistic self-representation, her prolific incorporation of both classical and jazz idioms and her particularly physical performance style transgressed normative performative behavior, offending both middle class African American and purist white jazz sensibilities.  

Creativity and Cultural Production: A Study of Contemporary Western Popular Music Songwriting

Phillip McIntyre

University of Newcastle

<phillip.mcintyre@newcastle.edu.au>

Stream: Performance

Keywords: Creativity, songwriting, ethnography, Csikszentmihalyi, systems model.

Michael Pickering and Keith Negus have argued that ‘creativity is one the most important yet unexplored issues in the study of popular music’ (2002:178). The contemporary western popular music industry tends to work within a romantic paradigm of creativity (Wicke 1990, Negus 1996) that runs counter to current research. This research ranges across those studies that emphasise the individual to those that adopt a confluence approach (for summaries see Sternberg 1999, Pope 2004, Sawyer 2006). It covers a number of disciplines including psychology, (e.g. Amabile 1983, Gardner 1993, Weisberg 1993, Sternberg 1999, Csikszentmihalyi 1999, Boden 2004) sociology (e.g. Kavolis 1972, Becker 1982, Zolberg 1990, Wolff 1993, Bourdieu 1993, Howe 1999), literary theory (e.g. Pope, 2005), education (e.g. Bailin, 1988) and communication and media studies (e.g. Negus & Pickering, 2004). However, it is the contention of this paper that it is Mihaly Csikszentmihalyi’s systems model (1988, 1997, 1999 & 2004), partially coupled with the approach to cultural production presented by Pierre Bourdieu (1977, 1984, 1990 & 1993), which provides the most useful platform to investigate creativity. This paper presents the results of an ethnographic investigation into the systems model of creativity as it applies to contemporary western popular music songwriting. Through a seven year participant observation process, interviews with international, national and local songwriters, as well as limited document analysis and survey, the study concludes that a songwriter’s ability to make choices, and therefore be creative, is both constrained and enabled by their knowledge of the domain of popular music and their access to and knowledge of the field that holds this knowledge. At the more philosophical level, these results can be presented as an account of the interdependence of agency and structure within the workings of the creative system. 

When The Choice of Genre is A Question of Gender: Reflections On The Brazilian Field

Maria Ignez C. Mello
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in this communication, I intend to reflect on gender relations and the constitution of the Brazilian musical field. Based on a critical musicology with anthropological perspective, I will argue that gender relations is a fundamental aspect of the Brazilian musicality, and that it is related to the conflictuous dicotomy of popular and classical music. in order to investigate this topic, I will focus on different ethnographic and historic scenarios: a ritual of Indigenous women, the world  of  rap, the popular urban song and  the case of  Chiquinha Gonzaga, a famous composer from Rio de Janeiro in the beginning of the XXth. century. The investigation of gender relations in these different worlds aims to emphasize the expressive, sensual and erotic power of music, which strongly contributes in the formation of the identities of individuals, by teaching them how to experiment emotions, desires and even their own bodies. The study of the Brazilian musicality under this perspective, interweaving times, spaces and distinct influences, may reveal how the “feminine” and the “masculine’ are constructed and projected through the musical discourse, and also in the dimension of the compositional structures, instrumental and vocal arrangements, and the words of the songs.

???????????????? IT WOULD BE VERY ADEQUATE TO IASPM-AL…Influence of Jazz?

Álvaro Menanteau
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Keywords: Jazz-Modern harmony-Latin American popular music-Colonial dependence.

REGION? PERFORMANCE?
in Mexico, in 1967, Chilean singer Sonia la Única recorded the song Influencia do jazz, created by Brazilian composer Carlos Lyra, and in arrangement of Mexican musician Nacho Mendez. Beyond the internationalism of this product (labeled as bossa nova at the recording), and beyond the assertions of lyrics, we can ask: which musical aspects have been influenced by jazz in other popular music like bossa nova, salsa, bolero or Piazzolla’s new tango?

Jazz influence can be traced in many aspects, but I want to center at the specific parameter of harmony. Till which point the influence of jazz is based on harmonic practice? What defines the harmonic praxis in jazz? Exists the “harmony of jazz”? I pretend to discuss these questions comparing the harmony used in jazz with the concept and practice of “modern harmony” used in other popular music, which derivates from the experience of impressionism and post-impresionism.

Beyond the technical analysis of this situation, the conclusions of this investigation point out to a consequence of colonial behavior from USA to Latin America, since massive diffusion of the metropolitan music generates stronger links of dependence. One expression of this dependence is the assumption that every element of modernity in popular music must pass for the influence of jazz, obviating other references.

This exposition will be illustrated by images, music and transcriptions of examples of chords (it would be commendable to dispose a piano for the examples), and it can be connected with the Stream number 4 of the thematic plan, even if it can be related to number 5 too.

A Stückerl heile Welt: The German Schlager and the Construction of Heimat 

Julio Mendívil

University of Cologne, Department for Ethnomusicology
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Many Germans consider the German Schlager as a poor musical genre, as tawdry and fool music created for the immediate consumption and preferred by housewives of little intellectual formation or by elderly people. The election of the adjective "German" as peculiar attribute of the genre expresses a political intention to view this kind of music as bastion of a germanness. It is characterized by a nexus of the musical field of the Schlager with the discourse of Heimat, an unreal world that represents a German utopia stemming from the times of Romanticism . My paper intends to demonstrate that behind the German Schlager a certain German  cultural tradition and a conservative political program are hidden, which have their roots in the antirevolutionary movements that continued to the events of 1848.

????????????????? GENRE Los elementos constitutivos de la Guardia Vieja del tango, en relación a los aportes realizados por músicos de formación académica y/o profesionalizados
Paula Mesa Licenciada
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<paumesa@netverk.com.ar>

Palabras claves: tango, elementos constitutivos de su discurso musical. Análisis comparativo de sus dos primeras etapas.

En este artículo nos proponemos analizar lógicas constructivas del género tango (comprendido entre 1890 y 1930), concebidas como punto de partida para el desarrollo de su transformación estilística.  Nuestra hipótesis es que dicho desarrollo se produce a partir del aporte compositivo e interpretativo que han realizado, a dicho género, músicos con formación académica. A su vez, esta hipótesis se funda en la idea de que las características conocidas de un estilo (como las del tango de la época citada) son atravesadas por un proceso de diferenciación (marcaje), en donde una ocurrencia particular adquiere un significado especial en relación a otras ocurrencias y pueden llegar a constituir un nuevo estilo. El marco teórico del cual partimos concibe a un estilo musical como una especie de espiral donde “tipos” (type) musicales son renovados por nuevas “ocurrencias” (token) las cuales, a su vez, pueden establecer un nuevo “tipo” estilístico. 

Partiendo del análisis de las ejecuciones de comienzo de siglo y realizando un análisis comparativo con orquestas de la década del ´20, observamos procesos de “reelaboración temática” tanto en relación al plano armónico, a variaciones melódicas como a los modos de ejecución (fraseo) de dichos tangos.

Desde este lugar, la incidencia de los músicos con formación académica en las transformaciones estilísticas del tango puede ser enfocada desde la dicotomía type-token, permitiendo observar qué lógicas constructivas del tango de los comienzos del estilo se mantienen, cuáles se transforman, cuáles son aportados por los músicos con formación académica y cuáles se pierden.

The Subversion and Resistance of Stereotypes of Gender and Sexuality: Transgender Tribute Bands
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The paper looks at issues around the performance of gender and sexuality in the tribute band. Critics of this type of entertainment argue that tribute bands are ultimately conservative and that stunt creativity by maintaining a retrogressive hegemony of tried and tested popular music. The popularity of the numerous Abba, Beatles and Queen tribute acts certainly confirm that these bands are not generally associated with notions of either resistance or transgression.  However, I will show that growing phenomenon of the transgender tribute act provides opportunities to challenge dominant discourses, metanarratives and stereotypes of sexuality within the rock and pop music genres. There will be a discussion about the different types of tribute bands with a specific focus on the new phenomenon of the transgender variant. Particular consideration will be given to the opportunities such bands offer women to develop music and performance skills usually reserved for male artists. This will lead to an analysis of  transgender acts and an exploration of their potential to critique and subvert ‘authentic’ gender roles. Finally there will be a series of case studies of individual cross-gender acts including Mandonna, The GaGa’s, Lez Zeppelin and AC/DSHE

“Where do you go?”: The Question of Wandering in Polish Popular Music.
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My paper will focus on the problem of wandering which is strongly present in Polish popular music as a main topic of many songs.

In nowadays societies the meaning of “wandering” is comprehended in two ways. The first meaning is connected with the travelling to a precise destination. Previously it was very often called as a pilgrimage and was bound with the overcoming difficulties, struggling for life in order to reach the aim. The second meaning, clearly influenced by the postmodern ideology, is called touristic travelling. It is one of the examples of very superficial style of life, stressing only the pleasant side of existence.

These two areas of understanding the “wandering” have the specific place in Polish contemporary culture, because the postmodern model of touristic travelling came across the idea of pilgrimage strongly promoted by the life and the words of the Polish Pope John Paul II. So the question about the meaning of the “Way of Human’s life” as well as about the everyday ways is very often present in popular songs. and their musical character strongly corresponds with the melancholic and sentimental nature of Polish nation.

In my paper, illustrating with musical examples, I will explain the specific ideas of “wandering” present in Polish popular music (songs) and their place in construction of our national identity.
“This Floating World”: Ephraim Lewis & The Discourse of Desire

Mike Alleyne 
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Stream: SONGS OF DESIRE?
This paper intertextually explores the recurrent iteration of desire in both the released and unreleased recordings of deceased British artist, Ephraim Lewis, who released one critically acclaimed album with Elektra Records in 1992. This analysis of Lewis’ work locates desire as an amorphous element floating between polarities of oblivion and acute consciousness continually and tangibly reshaped within the artist’s psychological spaces.

The discussion engages directly with the musical texts, particularly the title track of his sole album, Skin, which provides ontological, emotional and spatial axes around which his  corporeal and spiritual contemplations of desire revolve. The role of the artist’s literal and figurative voices articulated in his body of work by layers of  vocal overdubs and ambient instrumentation is also explored as a means of addressing his otherness in both race and gender. The textual analysis also encompasses visual dimensions including the semiotics of the art accompanying both the album and the singles issued from the Skin album.

As critical illuminating components, the paper Incorporates perspectives of the album’s producers from first-hand interviews, and includes audio portions of unreleased material still completely unavailable to the public. The elements expand and underscore the representation of desire in creative contexts which interface the public and private, and life and death.

Music in the Service of Environmental Activism: Pete Seeger and the Hudson River
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According to folksinger Pete Seeger, “If the world survives, it’ll be thanks not just to words, but to the arts.” Indeed, it is with the arts—especially music—that Seeger instigated the clean up of the Hudson River beginning in the 1960s. Seeger not only wrote songs about the river; he formed an environmental organization that built a replica of one of the nineteenth century cargo sloops that used to traverse it. Seeger and crew sailed the sloop up and down the river holding concerts along its banks. in this manner, Seeger inspired New Yorkers to join his organization, to sign petitions, and to keep vigil over the river. Thanks in part to Seeger’s efforts the Clean Water Act was passed and polluters were identified, cited, and forced to stop polluting. in this paper, I demonstrate that Seeger’s success stemmed from his ability to create a strong “sense of place” for residents of New York and beyond—a sense of place that caused them to care enough about the river to take action. I posit that this sense of place arose from the multiple modes of communication that Seeger employed. Through the symbolic impact of the sloop, the combination of river songs with songs of social protest, the sing-along nature of folk concerts, the festival environment, and the sights, sounds and smells of the Hudson River environment itself, New Yorkers experienced with all their senses Seeger’s vision of the Hudson River running clear and saw the value of changing that vision into reality.

Fandango Jarocho in The Urban Context of Xalapa: The Resignification of A Rural Musical Tradition
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Son Jarocho is a form of popular musical originary of the Sotavento Veracruzano in the Gulf of Mexico. This style has its origin in the 17th and 18th centuries in Spanish dances. However this rhythm carries three different influences: Spanish -the harmonic structure, verse forms, the staccato heel dance style (zapateado), and the stringed instruments, African–short choral responses to a lead singer (pregonero), and a sarcastic, irreverent attitude, and Indian influences –the frequent use of animals given human characteristics. The term jarocho is applied to the people and music of the region originally meant “irreverent,” but the people have turned it into an assertion of pride. 

A fandango is an informal gathering of musicians and dancers to collectively interpret son jarocho in rural areas. It's not a performance, but more like a jam session. Sometimes groups take turns playing, but often everyone plays together. This is the occasion where all the elements of Son Jarocho conjugate and express it fully. Along the construction of the independent Mexico, fandangos Jarochos were seen as a mestizo contribution to the forge of the local values, against the hegemonic Hispanic cultural influences. Even today fandango jarocho is a strong popular cultural expression, of the rural areas. 

The aim of this paper is to analyse until what extent the popular fandango re-signifies or restructures itself when it is brought and performed in the contemporary urban context of the capital of Veracruz: Xalapa. Our main goal is to conjugate, throughout the concept of re-signification two objects: a long musical tradition and the urban space, both historical products.  

Pedro Izquierdo and Transgressional Drumming in Revolutionary Cuba
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This paper explores the role of large percussion ensembles in revolutionary Cuba beginning in the mid-1960s, using as a case study the well known mozambique troupe of Pedro Izquierdo. Better known as Pello el Afrokán, Izquierdo became the first Afrocuban performer to gain national recognition by leading a large group of percussionists and dancers beginning in 1964.  The rhythms they performed derived from traditional African-influenced culture that had been deprecated, and even persecuted, for centuries.  in the years immediately following 1959, Afrocuban artists performed in public on a scale that had no precedent in Cuba’s history, often as part of amateur ensembles supported by the Consejo Nacional de Cultura.  The paper suggests that the greatly increased prominence of Afrocuban drumming and song represented the musical corollary of the campaigns against racism and discrimination for which the early revolution was famous.  The nationalist rhetoric of political leaders created space for the Afrocuban community to transgress previously establish cultural boundaries, and to make formerly marginal genres a vibrant (if still controversial) part of national expression.   

The Déjà Vu of Bollywood Dance’s New, Hip Respectability
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in India, the intense stigma surrounding the public display of the female body in dance at the turn of the 20th century is expressed vividly in the 1981 Hindi film Pakeezah which presents the transition from courtesan to married woman as taking place through a violent sacrifice of the dancing body, as the courtesan heroine, tortured by the shame of her livelihood, mutilates her feet by dancing on glass.  

in the early 20th century, the courtesan tradition really came to an end, albeit not with the bodily violence depicted in Pakeezah: amidst ideologies of nationalism and ‘classical Art’, ‘respectable’ middle class performers trained in new conservatoires began to supersede the courtesan performers who became increasingly stigmatised. However, the stigma of dance and female performance was by no means eliminated, as could be seen in the outrageous cabarets of the vamps of Hindi cinema. 

More recently, however, the Hindi film heroine dances in ways that would have made the vamp blush in the old days, and the vamp is redundant. Meanwhile, off screen, middle class girls are earning good livings as Bollywood dancers with their families looking on quite happily. 

This paper examines this new respectability of Bollywood dance, looking at parallels with the demise of the courtesan tradition of classical dance. It analyses the processes of social change and institutionalisation that have enabled middle class girls to dance Bollywood, and in tracing the fate of Bombay’s ‘beer bar’ dancers, looks at where the stigma of dance has now gone. 

Peripheral Cosmopolitanism, Regional Particularisms, and Shakira
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The worldwide success of Colombian-born Shakira is widely perceived in American mainstream media as the Latin American arrival to an aesthetic and cultural cosmopolitan modernity.  This paradoxical notion of a peripheral cosmopolitanism forms part of the interpretive repertoire of the modern symbolic order of the center: Through such interpretive repertoire the center continues to arbitrate and regulate peripheral differences even as it proclaims and celebrates their emancipation. 

Using Shakira’s recent music as a case study, this paper argues that the center’s versions of cosmopolitanism – as an unimpeded space of sonic movement – constitute a problematic transcendental gesture.  This gesture reduces personal and local history to a function of fulfilling a transcendental goal, and it disarticulates that goal from Latin American regional particularisms that constitute the condition of possibility for Shakira’s aesthetics.  Close readings of Latin American media reception of Shakira suggest an intriguing possibility.  From their perspective, her music dislocates center and periphery in global space, not as their simple reversal but as a critique of the spatial categories of center and periphery themselves.

Managerial Creativity
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Artistic creativity and managerial creativity are interdependent. It is important that scholarly attention be given to the latter, and not just the former, because this will lead to numerous artistic and industrial benefits. Australian musicians often lack institutional protection and thus this paper will argue that artists have to be just as creative in the development of their career as in the creation of their music. Managerial creativity is necessary for artistic creativity to flourish. This paper will therefore attempt to deconstruct the commerce versus creativity dichotomy through illuminating the cultural practices of a number of Australian artists and artist managers. There are numerous commonalities between artistic creativity and managerial creativity and these will be highlighted. This paper will specifically analyse how artist managers create marketing strategies that involve new technologies such as ring tones for mobile phones, video websites such as Youtube, and online communities such as Myspace to supplement the more traditional avenues for exposure. Although Mitsui (2004) has comprehensively traced the popularity and profitability of ring tone music for mobile phones, more research into the social relevance of this outlet for music and into how artists and artist managers can further build this revenue Stream is needed.  
Emerging Mobile Subjectivities in the Age of Portable Digital Music in the City
Yoshitaka Mouri

Tokyo National University of Fine Arts and Music

<yoshmouri@hotmail.com>
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The paper examines new urban subjectivities that are emerging with the development of the mobile technology such as mobile telephone and i-Pod. It focuses on the way of listening to music in the city that has been gradually changed since the success of Sony Walkman player. The victory of digital technology has changed the concept of a ‘full-album’ of vinyl records that has been felt even in a cassette tape in the Walkman. It has also transformed the idea of consuming music, by slowly sweeping away the market of CD/record shops with on-line shops and P2P technology. Music is not only something to be bought or listened to, but also worn as an accessory and even exchanged as a means of communication with friends in much more fragmented ways.

The paper will analyze the following three questions; first, how do the young people listen to music in the urban setting, in particular, by carrying with mobile music devices? Second, does this situation affect the form of music itself and if so, how? Thirdly, it explores how subjectivities are constructed through the listening practices of such fragmented forms of music. Through these examinations, the paper hopes to show the location of popular music in the digitalized and globalized city settings. 

The paper is based on my own detailed fieldwork in Tokyo and hopes to hint the future of music in a rather positive way by demonstrating some of experimental usages of mobile technology in the field of music.
Stability and Popularity of Music Genre Tastes Over Time: Longitudinal Modelling of The Preferences of Dutch Adolescents and Young Adults
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This longitudinal study addresses issues of popularity and unpopularity of a wide range of musical genres by looking at the preference ratings of 2,256 Dutch adolescents and young adults (aged 12 to 29). An internet-panel was followed over a three-year period (2004-2006), with participants filling in questionnaires five times. in addition to stating their preferences of more than 30 mostly popular music genres, the respondents answered questions regarding their three favourite artists and favourite new artist. Research questions of this study focus on the stability, or flexibility of music preferences. in addition, the differences in development of music taste over time for different group levels based on gender, age, and other defining characteristics will be discussed. Furthermore, group-based differences in popularity of artists and music genres will be addressed, enabling insights into the possible social structuring underlying popularity of different types of music.

Where’s The Chorus? A Computational Approach For The Automatic Segmentation of Pop Songs

Daniel Müllensiefen
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Stream: Technology & Industry

Keywords: Computer analysis, Form, Song structure, Harmonic patterns, commercial pop songs 

in large databases of pop music, it is generally very useful to store a lead-sheet-like reduction of each song in the collection. Such a reduction makes possible many retrieval tasks: for example, querying the database for intro riffs, harmonic patterns of verses, or chorus melodies is only possible if the songs in the database are segmented into appropriate structural parts. in this paper we report several different and complementary approaches to automatically finding boundaries between song segments and subsequently labelling the individual parts of a song. Tested approaches include computing song segmentation by harmonic patterns, timbral features (instrumentation), melodic events, and lyrics. We draw on earlier analytical work e.g. by Middelton (1999) and Covach (1997, 2005), on form in western popular music. The different algorithms are tested on a large database of 14,000 high-quality MIDI transcriptions of pop songs, which we consider to be roughly representative of commercial western pop music from the last 50 years. Success and failures of the different algorithms are discussed in the context of differing conceptualisations of form in pop music.

La Canción Popular Brasileira Repiensa Identidad Y Nación

Marildo José Nercolini

Universidade Federal Fluminense – Brasil

<marildonercolini@uol.com.br>

Palabras-clave: Identidad, Nación, Tropicália, Movimento Manguebeat.

NATION
El objetivo de este artículo es abordar el universo de la canción popular y masiva brasileña contemporánea, concentrándose en el papel de los creadores y sus creaciones en la reflexión y la construcción de nuevos parámetros para pensar la nación y la identidad nacional. Se enfocará la Tropicália de los años 60 y el Movimiento Manguebeat de los’90, desarrollando con ellos un estudio comparativo. Los cantautores de la Tropicália y el Manguebeat crean su música a través de la articulación de distintas propuestas, temporalidades y elementos culturales, insertándose en las discusiones sobre la movilidad de las fronteras nacionales, costumbres y culturas. La rigidez de los límites y la pretendida búsqueda de pureza se borran y cuestionan frente a la intensidad de los intercambios e interconexiones culturales. Hoy, en el horizonte de la canción popular en Brasil, es posible observar a nombres nuevos y antiguos construyendo una propuesta que produce un intercambio de géneros musicales, un diálogo intenso entre generaciones y una mezcla entre lo específico de una cultura local y lo más cosmopolita de una cultura transnacional.

Salsa As Vehicle To Globalize Traditional Musics From Colombia’s Southern Pacific Coast 

Juan Sebastián Ochoa

Pontificia Universidad Javeriana

<juan.ochoa@javeriana.edu.co>

Stream: Nation, Region, City

The musical traditions of Colombia’s southern Pacific coast can be divided in those of the conjunto de chirimia and those of the conjunto de marimba. Like the communities that practice them, such rural musical traditions have historically been marginalized by the country’s urban elites. During the last years, however, and more specifically since 1997 after the creation in Cali of the Petronio Álvarez Festival of Music from the Pacific, those musical traditions have progressively gained access into the national culture’s mainstream. What has been the evolution of this process? Which tools have those musicians used to reach larger audiences? How has been the negotiation process between rural and urban, traditional and modern, local and global elements? This paper addresses how salsa has mediated between those different spaces. in order to facilitate its assimilation and acceptance within the Cali’s urban culture, in which salsa is very popular, traditional music has absorbed elements from salsa’s organology, rhythm, and form. Such phenomenon will be examined in the music of Bahía, Orilla, and Herencia, groups awarded in the aforementioned Festival.
Loud Soundtrack of Social Changes: Czech Popular Music before and after 1989 

Aleš Opekar 
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The paper will discuss the role of popular music during the last 60 years, i.e. during the communist era of former Czechoslovakia (1948 - 1989), during the velvet revolution around 1989 (cca 1986 - 1990) and after the 1989. Popular music played important role in all mentioned periods but the character of those roles changed in many ways. This paper will try to analyze the aesthetic, social and economic circumstances of this development. 

New Age: Tecnología y Sentido en la Música Contemporánea

José Miguel Ordóñez Gómez

Escuela Nacional de Música. UNAM.

<dejomi@servidor.unam.mx>

Stream: Tecnología Musical

En estas páginas se aborda la música New Age y su relación con el proceso de hiperindividualización de la sociedad occidental, esto último entendido como  la desaparición de la subordinación de lo individual a las reglas colectivas; el individuo y no la comunidad como valor fundamental de la sociedad. Intenta establecer cómo se materializa dicha relación en la creación, el consumo y la percepción de la música actual y su correlación con las nuevas tecnologías del audio. 

El fenómeno del New Age evidencia un cambio sustantivo en la manera como se escucha y se crea la música a través de las nuevas tecnologías del audio. El sampleo ha permitido la apropiación de otras músicas, extrayéndolas de su contexto original, para situarlas en una estética “sin profundidad”. Es una nueva estética posmoderna donde la creación musical es un pastiche, un colage, una yuxtaposición incluyente de sonidos que no muestran ni desarrollo, ni intencionalidad definida. Esta estética que vuelve más ambigua la interpretación de la música por el escucha es un resultado premeditado, se trata de darle un carácter indeterminado para adecuarse a los fines que el escucha quiera interpretar. No la música como una expresión deliberada del compositor, no como un significado definido, sino más bien como un contenido “a la carta”.
El escucha actual es activo en la búsqueda de una experiencia auditiva en particular y no de un mensaje impuesto por el creador. Así desde los reproductores de discos LPs, la grabadora de cassette, la miniaturización del walkman hasta los formatos digitales como el MP3 han contribuido a hacer de la música parte del la llamada tecnología del egoal participar de la “cultura del control” individual del entorno.

Todo ello da como resultado que el New Age no sea un género musical, entendiendo género como las similitudes y afinidades que hacen que algo se pueda incluir dentro de un grupo, sino más bien una nueva manera de construir la realidad, expresada culturalmente en la forma como escuchamos música. 

Globalidad, Posmodernidad, Hiper-individualidad,  Tecnología Digital, son procesos que afectan la creación musical. Cómo se refleja y qué impacto tienen en la música, es el tema de este ensayo. 
Rebellion or Consumerism: A Case Study of Nederhop
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in the context of cultural fields, genres are usually taken as categories in classifications of cultural products. The way genres are defined and used serves to structure relations, practices and discourses within a cultural field. Therefore, genres serve as representations of the boundaries within which the production, distribution and consumption of a particular type of cultural goods occur, and are also the manifestation of the different ways culture-producing milieux are socially structured and linked to society at large (Peterson, 1976).

Institutionalisation of a cultural field (DiMaggio, 1983; Peterson, 1994) occurs through the rise of a new genre emerging in pre-existing classifications. The behaviour of selectors (Debackere et al., 2004, Wijnberg, 2004), actors empowered to signal, certify, and classify competing products and producers, proves utterly relevant to understand genre and field dynamics.

Nederhop is the unofficial name given to hip hop music spoken in Dutch language. Starting as a taylor-made rarity for Dutch, midclass white, American-hip hop lovers, Nederhop’s popularity has been steadily growing among dissimilar audiences with diverse and oftentimes conflictive lifestyles, conceptions of racial, religious and class identity, and authenticity.

This paper examines the evolution of Nederhop since its inception in the late 1980’s. Particular attention is paid to the role of institutions in the processes of structuration and redefinition of practices and discourses. We analyse institutional agency in regards of a series of oppositions, engaging actors in a socioeconomic, stylistic and ethnic map of relations, exploring the issue of how the field has evolved in two separate ways: one sphere oriented towards a mainstream realm, and the other towards an underground, authenticity-imbued mode of cultural production.
Got The Syd Barrett Blues: Behind the Pink Floyd’s Crazy Diamond

Héctor Fabio Ospina
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Through last years have been many mystique stories about Roger Keith “Syd” Barrett, the first Pink Floyd’s leader who spearheaded a revolutionary movement inside Rock and Roll gender. Between 1966 and 1968 many things happened into the Pink Floyd kernel and Syd had to leave the band. After that, a very drug addict Barrett begun a troubled trip to his own feelings for awhile and became with a mind that it was impossible to work with. Nevertheless Syd Barrett released two albums and had some gigs on his own, with Soft Machine or another people and bands. Pink Floyd followed the initial music path and Roger Waters picked up the heritage of Barrett and after “The Dark Side of the Moon” (1973) album, inspired himself for composing one of the most legendary songs of the band, “Shine On, You Crazy Diamond” released on “Wish You Were Here” (1975) album. Directed to the light that burned brilliantly enough to leave a significant legacy on popular music, this song and the homonymous “Wish You Were Here” reflected all the emotions, passions and many factors that pushed to Syd to border of insanity and pulled him away from “Rock star System”. 

This article will try to describe some aspects of Barrett’s seclusion mentioned in these songs using the band’s perception, through the relationship between rationality and feeling in “Shine On, You Crazy Diamond” and “Wish You Were Here” as a complete declaration of subjective vision of Pink Floyd about its former leader and establishes an articulated effect with musical technique variation on Blues’ structure on the first one.

By means of historic documents, lyrics and the own members opinions, this paper will analyze the psicodelic experience of Barrett after his Pink Floyd’s absent, particularities about this mentioned album of 1975 and some of Syd’s work solo.

A secondary objective will be remarking that until today the only certain thing is after his seclusion Syd Barrett back to live with his mother in Cambridge as a part of a mental healing process and besides his death on July 2006, these songs continues awakening remembers, feelings and homesickness about the mythic artist and legendary musician.
Women From Today’s Metal Scene
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It is obvious that, especially in the last ten years, we have witnessed an overwhelming wave of upcoming successful female performers in the metal scene. Here in this research, we are particularly interested by those who, some way or another, form the backbone of their groups. This is not a social or gender analysis, but a musical one down to the core. That is, we are trying to move towards the essence of music itself, with all the psycho-aesthetic-philosophical-social circumstances condensed in and entailed by it.

With this aim in mind, we have selected an ad hoc group of “heroines”, who will introduce us personally to a mysterious world almost entirely unknown to us. A world riddled with realism, pain, magic and fantasy, which can be found just round the corner in any of our minds. A Christmas tale, in short, we welcome very gladly and that, at times, adopts the most unusual appearances.

We will analyse (as applicable) those voices that stir our souls, and will do so in vocal professional terms. Then, we will derive their musical consequences within the frame of the group to which they belong. 

These mythological mermaids take up their powers adopting the shape of a fairy queen,  protector and victim, divine mother and virgin, fragile princess, supreme benefactress, luring devil, playful elf, almighty goddess, mysterious wise person, or sent archangel. in fact, archetypes within an indefinite hierarchy appear, we will study them.  

Their aesthetics and the literary side of their songs have a lot to say in this regard, about this drug, this spell of extreme evil and extreme good cast upon a morbidly-subdued audience, about life and death themselves. 
Transformations in Musical Production and Creation Instigated By The Mp3 Format
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Since the invention of the recorded discs, nothing has impacted the recording industry as much as the mp3 format. Developed in the 1980’s, this format gained popularity in the 1990’s with the growth of the Internet as the worldwide standard for network exchange of sound files. Not only that, but it also became the last link in the chain of home studio production, allowing the artist to control the on-line distribution of his/her work. It made possible the emergence of millions of audio samples on the Internet that can be utilized in a variety of musical creation software such as Acid Pro, Fruit Loops and others.

The recording industry has yet to effectively incorporate the potential of this format and accuses it to be the villain responsible for the shrinking worldwide record market, particularly in Latin America. On the other hand, since the mp3 is a compressed audio file, there is a significant loss of sound information, thereby creating a growing dichotomy between the quality of digital recording systems, like Pro Tools HD, and the questionable sound quality of an mp3 file.

We are interested in the issues of how the Latin American musical production market can effectively benefit from this technology, how artists can use it as a viable means of distribution, and the consequent changes in the musical creation process.
The Affective Past: Histories of Popular Music On Contemporary Finnish Television
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The history of Finnish popular music, in particular of the iskelmä (cf. schlager) genre, circulates widely in contemporary popular culture in the form of concerts, records, books, plays and films. On television, it is featured in various programmes that make use of archival material of performances from earlier decades. Old performances are typically framed as “treasures” from the popular national heritage and often, especially in biographical portraits of stars, as particularly touching. Television constructs a kind of “archive of feelings” (Cvetkovich 2003), framing images and sounds from the past as emotionally invested memories.

in this paper, I study this televisual usage of archival material, and ask, how is affect produced in biographical programmes on the lives of iskelmä stars? What kinds of affect are attached to performances from the past? My aim is to analyse both the ways the archival clips are framed and the musical performances themselves.

Popular television can be seen as an important site for the construction of cultural memory. It takes part in the process of cultural negotiation in which the past is constantly re-described and reworked to respond to concerns and desires in the present. Programmes on the history of Finnish popular music present old iskelmä performances and stars as “shared” national memories and produce understandings about the meanings of the recent past and the present. I’m interested in looking at how national history is produced as affective and how this process relates to the production of differences such as gender, class and sexuality.
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With the reception of rock and roll in Mexico in 1956 and the boom of youth films in the United States depicting “rebels with and without a cause”, the local film industry was prompted to make their own versions of “rebels” and youngsters that soon were dancing rock and roll. With the success of rock music interpreted by bands and young singers, during the first part of the sixties, music turned out to be the subject matter of many films, as well as a compulsory part of them, regardless the script. in this paper, I will review the way youth and rock were depicted in Mexican films during the late fifties and sixties of the twentieth century. 

PANEL: Sovieto and Post-Sovieto Popular Music in A Historical Perspective

REGION????
From the vantage point of fifteen years since the demise of the Soviet Union the proposed conference panel casts a deep and broad look upon traditions of popular music in the Soviet and post-Soviet realm. The papers to be presented on this panel will deal with a variety of genres of Soviet and Post-Soviet popular music from jazz to rock and pop to folk. Geographically the papers touch upon centers of Soviet/Russian popular music such as Moscow and Leningrad/St. Petersburg, but will also take us beyond the well-researched main cities to Uzbekistan, a center of popular music production since the Soviet era, which has received remarkably little academic attention so far.

The contributions examine strategies of identity formation within the fields of musical style, gender and nation. The aspect of marking the self, spaces, places and making history through music, thereby marking an other and an outside as well, is of great importance to many of the papers. A majority of them also deal with issues of transition from Soviet to post-Soviet times mainly focusing on Soviet/Russian popular music traditions. Cases of well-known Moscow and Leningrad/St. Petersburg bands will be reviewed. Three contributions also examine issues of sexual identity and queerness within the body of Russian popular music.

in short the panel will provide fresh broad historical overview of Soviet and Post-Soviet popular musical traditions and trends, given from both synchronic and diachronic perspectives.

The Soviet Discourse on Jazz in the Thaw Period

Michel Abesser
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Most of the existing studies observing Soviet Jazz history take the American Jazz as the central reference point. By doing so, “freedom” and “spontaneity”, values strongly attached to Jazz, get transferred from one specific historical setting to another and so lead to serious simplifications. Listening and playing jazz is equitated with dissent and disobedience whereby the Soviet institutions and its individual actors are simply regarded as potential and conscious suppressors of those values. Observing the discourse about jazz in the Thaw period reveals a more differentiated picture. The author argues for a more specific distinction in what different actors within the Post-Stalinist cultural elites actually understand as “jazz”. By focussing mainly on articles in the newspapers “Sovetskaya Kultura” and “Sovetskaya Muzika” between 1953 and 1962/64, the essay traces the various meanings attached to jazz and aims to explain, how the Post-Stalinist press tried to coin the discourse about an “appropriate” socialist popular music, whereby the institutional, personnel and material trends of Soviet music in the 1950’s are taken into consideration. The significance of this discourse derives from the urgent situation of Soviet youth policy emerging soon after 1953, as well as from the proclaimed openness and cultural competition with the West, mainly the USA. It is argued that only these discussions gave way for the partial integration of the diverse jazz and rock developments and that they, thus, emblematically reflect the accelerated erosion of the socialist cultural model after 1953. 

Megamizantrop: On Soviet and Post-Soviet 'Negativizm'

Yngvar Steinholt 

Universitetet i Tromsø
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Following Brezhnev's warning against 'The Beatles and other jazz kings' at the 1969 KPSS general assembly, Soviet anti-rock polemics intensified to peak in the early 1980s. During this time, the chief arguments increased in sophistication, pointedness, and agressiveness. Attention shifted from ignorant concern and moral panic towards specific ideological soft-spots in the heart and underbelly of Russian rock. 

Besides bringing music from the lofty heights of harmony to the brute barbarism of rhythm, rock was exposing vulnerable Soviet youth to the imperialist values of the decadent west. Such exposure to rock and roll inevitably lead towards moral decay and a loss of the youthful enthusiasm on which depended the glorious future of the Soviet Union.

Bands of the Soviet era, as above (mainstream pop) so below (alternative music), were routinely confronted with accusations of 'negativizm'. Where official pop acts had little to lose by conforming to ideologic demands of singing 'about nothing' and being happy, a blues, punk, or new-wave band could only regard such compromise as genre betrayal and artistic suicide.     

This paper focuses on Televizor, a band fiercly accused of 'negativizm' even within the rock environment itself. How was the band's stance of protest and provocation influenced by the transition from Soviet rule to the Yeltsin and Putin's 'new' Russia?  As songwriter Borzykin fires away at corrupted individuals and shifting powers of cultural and political life, certain in-bred eurocentrist notions of cultural dissent in the USSR start swaying ominously. Come watch them fall...

Music As Spiritual Phenomena, Profession and Industry in Post-Soviet Russia: Opinions and Expectations of Musicians

Irina Kosterina
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<kosterina@yandex.ru>

Soviet and Post-Soviet music - peculiar and polysemantic social, cultural and economic phenomenon of the Russian life. On the one hand music was the important part of state ideology and propaganda, it was powerful tool of formation of values of the Soviet person, it   determined a life of the common Soviet man. Therefore, music as profession and all musical infrastructure was comprehended as required, important and even honorable business. The Soviet music was positive, all songs narrated about warm and pure human relations, about achievements of the Soviet state.

The stylistic of the Soviet music is difficult for determine unambiguously, more likely it was a mix of pop-music, romance and jazz. «The Iron Curtain» did not led through the influence of the western music going at this time in new musical styles and directions. Because of crash of the Soviet state music undergoes radical changes. Revolutionary directions such as a rock music, punk and avangarde appeared. Music has lost its paternalistic character, it became a part of market relations and developed as industry and as creative independent noncommercial projects. Radical difference of new Russian music from modern western is in limited nature of styles, a powerful impact of several influential key- figures on all musical market and absence (exactly, an erroneous embodiment) institute of  the producer.

I want to describe and explain modern understanding of Russian music by musicians with their relation to music as spiritual practice, profession, industry in context of current economic, social and cultural transformations.

Yuri Shevchuk’s Poetry From SSSR To New Russia

Mazzanti, Sergio

Roma “La Sapienza”

<sergiomazzanti@tiscali.it>

The changes of the last 15 years in russian rock movement can be shown in one of its protagonists’ poetic evolution: Yuri Shevchuk’s efforts to answer to the problems of the present, reflect how individual musical and poetic experience interact with social context and historical events.

in his post-soviet poetry, DDT’s singer uses an interesting kind of self-citation in which the same text and music are placed in a new context, in a complex interaction of the present with the past. 

This poetic tool is often followed by a creative use of imagines, for example in video-clips, often explaining some unclear aspects of Soviet period songs. Russian rocker’s role in Soviet context is revisited in the social, cultural and political conditions of the new times; the hostility towards communist government, that was in Shevchuk’s songs quite evident, is transposed in the opposition against commercial music (“popsa”), becoming the real enemy of the rock musician. Shevchuk finds an issue (“vychod”) to the Russian rock crisis, on one side in a religious choice, that can be shown as a result of the singer’s whole poetic experience, on the other side, in an estrangement from the public life and an approach to the people: the introduction in DDT’s group of a little caucasian choir, expresses in musical terms Shevchuk’s idea of the fusion of the Russian rock’s movement with the “people”, as human kind.

“Born in the USSR” in Post-Soviet Rock: New Brand or New Identity?

Irina A. Six

University of Kansas

<IrinaSix@KU.edu>

The article deals with rock music tradition of “Born in…” started by Bruce Springsteen with “Born in the USA”, and followed in Russia by Yuri Shevchuk “Rozhdennyi v SSSR” (Born in the USSR), Oleg Gazmanov “Ya Rodilsia v Sovetskom Soiuze…”(I was born in the Soviet Union), and Russian rap band Liga Ligalize “Rozhdennye v SSSR”(Born in the USSR). 

Comparison of the style and lyrics reveals, on one hand, the tendency for commercialization of the concept (Gazmanov) (compare to the marketing youth clothers by the new brand “SSSR” (“USSR”). On the other, it shows the desire to discuss the feelings Russians had in the times of changes (Shevshuk), to come up with evaluations of the past experience, to present new ideas, and to face the challenges of  the post-Soviet periods (Liga). 

The paper states that through the search for the new identity, modern Russian rock music continues to be a very important means of communication, in spite its obvious commercialization. The Russian lyrics, especially rap, is loaded with cultural context, frequently  referring  to history, traditions, and family life practices. The Russian rock lyrics have always played a far larger role than the lyrics in the Western music. Presently they carry a notably different message amidst the noise of other communication means and desperate desire of the officials to introduce “national idea” as a means of propaganda. It looks like modern rock music takes on this communication functions much more successfully than Putin’s administration.

Music of the Balalaika, Bagpipe and Bass: Post-Soviet Folk Rock and Pop

Neil Edmunds 

University of the West of England

<Neil.Edmunds@uwe.ac.uk> 

Pekka Suutari

University of Joensuu (Finland)

<pekka.suutari@joensuu.fi>

As Jean Baudrillard has pointed out: “it is always the same, once you are liberated, you are forced to ask who you are”. This is a question that musicians have asked since the end of the Soviet Union, and many have asserted their national and ethnic identity through folk rock and pop. This paper will provide an overview of these individuals and groups, discuss their music, and place them in their historical, sociopolitical, anthropological, and national context. It will emphasise how post-Soviet folk rock and pop, in the words of Martin Stokes, “provides [a] means by which people recognise identities and places, and the boundaries which separate them, are often convenient an morally appropriate ways of asserting defiant difference, [and] is a field of symbolic activity which is highly important to nation states”. Particular attention will be paid to composed folk and the use of traditional sound in Post-Soviet folk rock and pop.  Examples are taken from the Karelian music among others.

Grooving Identities: Popular Music in the Uzbek SSR and independent Uzbekistan

Kerstin Klenke

University for Music and Theatre Hannover 

<kerstin.klenke@hmt-hannover.de>

Listening to post-Soviet Uzbek pop music – locally called Estrada –, one is quickly overwhelmed by the amount of songs which extol the beauty of the country, acclaim the grandness of its history, depict the wickedness of its enemies and praise the wiseness of its leader. But patriotism and nationalism in Uzbek Estrada are not an invention of the era of independence, they have been an ingredient of pop production since the 1950s, when a local scene started to develop in the Uzbek SSR. While there is a decided continuity from Soviet to post-Soviet times with regard to this practice in general, there is an equally decided difference with regard to the particular matrices of identification which Soviet and post-Soviet musical patriotisms and nationalisms did and do refer to.  Based on eighteen months of fieldwork in Uzbekistan, I will explore how pop production in the Uzbek SSR was shaped by and perpetuated the binary hierarchical allegiance, which was demanded from all Soviet citizens – loyalty to the Union as a whole and loyalty to their ethnic/national group. I will then look at how Estrada has responded and contributed to nation building in independent Uzbekistan since 1991, which is ideologically grounded in an ethnically narrow definition of “Uzbekness”, imagined and regimented by an authoritarian regime. Considering examples from both eras, I will delineate the shifts which have occurred with regard to the representation and construction of identities in Uzbek pop music and the role various transnationalisms have played and play in these processes.

Making, Moving and Embodying Gay Space in Post-Soviet Russia

Stephen Amico

CUNY

<stephenamico@yahoo.com>

Owing to the desires of the Soviet state to monitor and control the lives of its populace – including the desire to control (sexual) desire itself – conceptions of “public” and “private,” in relation to both biological and geographic spaces, continue, post-perestroika, to be informed by those anterior practices, prohibitions and surreptitious protestations.  Based upon sixteen months of fieldwork in St. Petersburg and Moscow, my presentation will focus on the connections between gay men and certain bodies of popular music in Russia’s two largest cities, and will engage the concept of musically-defined space on several levels.  First, I will discuss popular music in gay clubs in both locales, linking these spaces to both a) the formation of salubrious, homocentric social space within a wider heterocentric (and, concomitantly, often homophobic) milieu and b) the dynamics of musical affect in solidifying the subjective import of such spaces.  Further to this second area, I will also examine the “transportability” of such musical spaces; that is, how affects of group cohesion, based in part upon the affects of music, carry beyond the physical demarcations of tangible spaces.  in keeping with this idea of music’s ability to transgress boundaries, I will also look at the ways in which the specifically physical components of the affects of popular music within the club setting muddy essentialist ideas of a corporeally-defined inside/outside. Making use of the Object Relations theories of D.W. Winnicott, that posit, in part, music’s residing in a “transitional space,” I will propose ways in which music may thus be seen as instrumental not only in facilitating the formation of a “self,” but also concurrently breaking down barriers between “self” and “other” (and public/private) in the post-Soviet era.

The Vogue of Coming Out: Description of The Lesbian Aspect in Post-Soviet Rock and Popular Music

Elena V. Novozhilova, Elena

Dostoevsky Fund, Moscow

<lenhen@yandex.ru>

Рeriod 1999-2003 have been noted by a fashion of lesbian theme on the Russian stage. It became possible after exhaustion of a Soviet discourse, canceling clause 121 in the Penal Code (1993), and occurrence of legal homosexual subcultures. 

Culture potential was splashed out in a debut album of Zemfira, rock musician from Urals (1999). It was the first embodiment of lesbian discourse on the music stage, and the first musical coming-out. However, only Zemfira's talents have made her so popular. Solo concert of 23 years-old singer on the main concert platform of the country in March, 2000 had an unprecedented success, no analogue in history of Russian rock/pop scene.

Next mark - the beginning of radio rotation of the Petersburg rock group "Night snipers", 2000-2001. Unlike Zemfira, genesis of their lyrics is more complicated, relates to some literary traditions.

When "lesbian fashion" came to popular music, a lot of commercial projects based on it appeared (such as "T.a.t.u"). They were rather successful at a moment, but, possessing small art value, have quickly died on feet. Instead, interest to the new talents appearing inside the lesbian subculture increased.

Fashion has been over approximately in 2004. The art effect of topmost lesbian discourse music was so great, that, first, have generated many imitators, and secondly, have forced the following musical generation to separate - for not to be similar. These songs have exerted the strongest influence on music, on LGBT subculture, and Russian culture as a whole.

Glyuk’oza and Grrrl Power in Post-Soviet Russian Pop Music

José Alaniz

University of Washington, Seattle

<jos23@u.washington.edu>

Since her debut in 2002, the pop starlet Glyuk’oza (Natalia Ionova) has earned a devoted following through an infectious melding of retro rock and modern dance music; a bubbly faux-naif persona; and the incorporation of Japanese anime iconography in her videos, CD covers and advertising. This has led to an image of femininity in post-Soviet Russian pop which emphasizes a “girls just want to have fun” mood, a strong transnational identity, allusions to the musical past, ironic borrowings from other media, and a notable downplaying of provocative sexuality as seen in other Russian female performers like t.A.T.u. and Via Gra. This paper examines Glyuk’oza’s songs “The Bride” and “I Hate You” and their videos, arguing that they have played a significant role in creating a new vision of globalized “grrrl  power” in the new Russia.

Kholodno Nam - The Legacy of Russkii Rok in Contemporary Russian Popular Music

David-Emil Wickström

Københavns Universitet (Denmark)

<davidw@hum.ku.dk>

"Russkii rok" is a term used for a strain of Russian popular music which emerged during the late 1970s and 1980s in Russia. One of the centers of russkii rok was the Leningrad Rock Club, the first rock organization in the Soviet Union. Most of the groups considered within that tradition have reached canonical status in contemporary Russian (rock) music. Today's musicians however are kind of ambivalent towards russkii rok associating it with an overly focus on lyrics and a lack of musical qualities.

Nevertheless russkii rok remains a powerful influence within contemporary popular music. Radio stations like Nashe Radio canonize old groups, still functioning groups draw enormous crowds and defunct groups are both covered and referenced to by contemporary groups. Even though demonized russkii rok has left its traces in the contemporary rock discourse.

This paper examines the legacy of russkii rok within contemporary bands in St. Petersburg. The aim is to show how bands create their identity and the relationship to russkii rok in this process. The underlying research is based on fieldwork conducted in St. Petersburg from autumn 2004 to spring 2006.

Between Rock and Hard Place

Mark Yoffe

GWU

<yoffe@gwu.edu>

Despite of optimistic prognostications of late Perestroika period Russian rock did not emerge in free post-Soviet Russia as a major innovative artistic force. It did not become an integral part of the World rock scene and was not embraced by Western rock community. It produced very few works of lasting cultural worth, and its statute as the most influential innovative and effective art form in Russia, the way it was during the years of Perestroika has diminished, turning this leading artistic movement into a niche for hipstery eccentrics, outstripped in the market place by the all-powerful “popsa.” and never the less, if to paraphrase Kurt Vonnegut’s comment upon the state of American literature: "poor" Russians perhaps did not create THE ALBUM or THE SONG (for all times), but they created peculiar, vibrant, highly idiosyncratic and extremely relevant for themselves rock culture and rock tradition. in this paper I will take a historic look at failures and successes of Russian rock, the way they are seen from today’s vantage point of 15 years since the collapse of Soviet Union. I will focus my attention on the way how nationalist sensibilities and Western-influenced requirements of marketability and professionalism shape Russian rock’s discourse, conditioning its identity, stylistic and ideological peculiarity. I will pay specific attention to the special role humor plays in Russian rock tradition, and to how gender divide manifests itself within it.
2007 IASPM Biennial Conference

RECUSADO   The Pop Music Today as Strategical Imposition from the Power

Gabriel Pareyon

University of Helsinki

<gpareyon@yahoo.com>

Stream: Popular and Unpopular Musics

Keywords: pop music, mass media, free trade, imposition, inequity, loss of identity

Michael Jackson, Madonna, Jennifer Lopez, Kylie Minogue, Robby Williams, Shakira… and the winning stars from American Idol and its World subsidiaries… What is common there? Many would say that there is spectacular quality in music, dance and performance. This lecture will propose, however, that the concepts of “pop” and “popular” have being used during the last half century as an effective –even basic– instrument to persuade and manipulate persons.

Do we must come back to the “values” of folk music? I presume that the concept of “floklore” is a previous model of propaganda, before perfecting the actual structure of pop as an instrument serving political and financial power. We can remember the use of national folklore as a utilitarian mechanism employed by Nazis before and during the War World II.

But pop music is not the only instrument of institutional persuasion and imposition. On the contrary, it has been well associated to motion picture and press industries, television and radio broadcast, and mass media in general, through a careful coordination with national governments and international corporations, in order to protect their interests, increasing their capacities of domination and converting music into a mandatory repertoire for systematic sell and consumption.

Among the risks of converting humanity into an emulation of a machine of consumption, equalizing us as a factory equalizes the presentation and contents of canned meals or householding products, there is the loose of our identity and sensitivity as social groups and as species. Part of this danger is also that this model has been copied by underdeveloped countries, accelerating the processes of destruction of particular customs, traditions and languages.

After this perspective, the lecture will propose several actions trying to contribute for the dignity of the human being, using “free communication” (as that represented by the internet) and pressing local and national governments, in order to restrain the voracity of trusts and “free trade” beneficiaries.

The Birth of Balada: Armando Manzanero and Bolero Historiography

Daniel Party

Saint Mary’s College (Notre Dame, IN, USA)

<dparty@saintmarys.edu>

Stream: Popular and Unpopular Musics

Keywords: 1960s, Mexico, bolero, balada, genre

Bolero first appeared in Cuba in the late nineteenth century, and, with the aid of radio in the 1930s, its popularity expanded to all of Latin America. During its golden age (1930-1960), bolero became the quintessential Latin American love song. in the 1960s, however, bolero’s popularity waned and balada took its place as the ubiquitous romantic pop song. A hybrid of bolero, Italian and French love songs, and African-American R&B ballads, balada is today the only musical genre to enjoy a strong fan base and media presence in every Spanish-speaking nation–a position it has consistently maintained for over thirty years.

Despite their similarities, bolero and balada have strikingly contrasting reception histories. Today bolero enjoys a privileged position as one of the pinnacles of Latin American popular culture. Its canonic position has made bolero the most studied of all Latin American music genres. Quite differently, music historians most often consider balada derivative, Americanized, predictable, banal, unsophisticated and homogeneous.

This paper is a study of bolero's demise and the emergence of balada in the late 1960s. I pay particular attention to the historiography of bolero's death to problematize the distinction between the two genres. I argue that Mexican composer and singer Armando Manzanero is a key transitional figure between bolero and balada. Using Manzanero's first solo album (1967) as a case study, I suggest that balada's defining features lie at the level of arrangement and not composition.

Digital Audio Culture and The Audible Past

Simone Pereira de Sá 

Universidade Federal Fluminense

<sibonei@terra.com.br>

Keywords: Digital audio, technology and culture, MP3, cyberculture, sound technology
The work aims to comprehend the musical reconfiguration of cyberculture articulated to aspects of a cultural history of sound technologies in the modernity, in order to avoid a deterministic and linear aproach to this problem. in the first section, the analyses focus on the production-circulation-consumption circuit of the massive music and broadcasting system, organized in three axis: 1) electro-magnetics and recording technologies 2) musicals instruments 3) auditions and storage artfacts.

in the second section, the analyses is on samples of digital audio culture – such as file sharing and listening to MP3 – in order to discuss the logics of this new listening culture. The debates around MP3 as “container technology” for recorded sound and “cultural artifact” in its own right (Sterne; 2006) – is a central argument.The possibility for quick and easy transfers, anonymous relations between provider and receiver, cross-platform compatibility, stockpilling, easy storage and acess; and portability are the qualities in question.

The ideas are developed in a socio-cultural aproach, in debate with the authors: Jonathan Sterne (Audible Past – cultural origins of sound reproduction – 2003); (“The MP3 as cultural artifact” – in: New Media and Society; 2006); Paul Thebergé (Any Sound you can imagine – making music/consuming technology – 1997); and Will Straw (Consumption – in: The Cambridge Companion to por and rock – org. Frith et alli – 2001) among others.

Danzón in Present Cuban Music

Yianela Pérez Cuza

Institution. Instituo Cubano de la Música

<yianelapc@gmail.com>, <yianela@icm.cu>

Keywords: Danzón, musical genre, stylistic marks, actual projection, 

IDENTITY, GENRE
Danzón has been outlined in its development as sort for listening or unloads. Their generic or stylistic marks enrich the repertoire and the compositions of numerous present creators. The crystallization and development of danzón at certain moment and the high level of popularity that reached did that outside considered - as still at the present time is denominated- The National Dance of Cuba. Today it is pretentious to think that it can be reached similar popularity levels, among other things because a musical genre (danceable or not) is defined as so when being inserted in a dynamics of specific accomplishment, when responding to a concrete context (more or less open and interacting) in which tie ways of life of certain groups human, motivations and necessities with distinctive musician-expressive means. Nevertheless this musical genre has a structural elasticity that allows generic, stylistic and cultural interchanges. Its present tendencies of accomplishment and re-elaboration are very creative. They take place fundamentally in the jazz scopes, in the song, the concert music, and the orchestras of danceable music, the piano and the versions of slight instrumental music destined to the tourism.  This work studies the projection of danzón in the Cuban context.

Reflections On Caña Quemá and Its Author

Rolando Antonio Pérez Fernández

Institution: Escuela Nacional de Música, Universidad Nacional Autónoma de México (UNAM)

<perezfra@yahoo.com.mx>, <caney@servidor.unam.mx>

Stream: Nation, Region, City

Keywords: Resistance, Protest, Antiimperialism, Nationalism, Immigration

The background of a Cuban son which with exactness has been labelled as antiimperialist is here researched: Caña quemá (‘Burnt cane’), by Lorenzo Hierrezuelo, a composer, guitarrist and singer born in 1907 in a rural area nearby Santiago de Cuba, and deceased in 1993 in Havana. The specific circumstance leading to the composition of the lyrics of this musical piece between 1922 and 1934, recorded by “Los Compadres” duet (Hierrezuelo and Compay Segundo), are researched as well. Both are identified as follows. 

Ethnocultural and historical background, associated to biographical aspects of the author, manifesting in: 1) a deep-rooted feeling of respect for and love to his homeland, given the indigenous matrix characterizing the zone where he was born and raised, and his mother’s Indian ancestry; 2) a profound patriotic sentiment, inherited from his father, a lieutenant in the Liberating Army during the War of Independence against the Spain (1895-1898).  

Socioeconomic and political circumstances, linked to Cuba-US relations between 1898 and 1934, given by 1) the military intervention of the US in the Cuban struggle for its independence in 1898, and its occupation of Cuba until 1902, the US imposition of a suzerainty onto Cuba and the subsequent interventions of the US on the island; 2) the high tariffs imposed by the US since 1922, the low price of Cuban sugar since 1925, and the quota system established in 1934; 3) Franklin Roosevelt’s “good neighbour” policy, stated in 1933, and 4) the Haitian workers’ unbearable economic situation in Cuba. 

???????????????La estética del video-clip

Rodrigo Pérez-Grovas Álvarez

Grupo de Investigación de Literatura y Música 

Facultad de Filosofía y Letras, UNAM 

<Legionario150586@hotmail.com>

Palabras claves: video-clip, narrativa, narratividad

Durante los últimos años el video-clip se ha constituido como una de las estrategias comerciales más importantes que acompañan al mundo de la música. 

Aún cuando no deja de ser apasionante la manera en que el video-clip se ha nutrido del cine -desde sus más tradicionales formas de representación (la filmación desde un mismo plano de los músicos ejecutando una canción), hasta sus técnicas de uso de cámara (perspectiva), pasando por la hechura compleja de una historia que se apoya en el montaje –, o en que ha llegado a influir en las formas del discurso cinematográfico; también es posible afirmar fácilmente que la estética de ambos no es igual; cada uno busca objetivos diferentes y cuenta con maneras de producción o distribución distintos que los alejan más de lo que están unidos. 

Mi objetivo entonces es el de encontrar como es que funcionan las estrategias narrativas dentro del video-clip exactamente; que elementos visuales utiliza y de que manera es que se da la compleja relación: música, imagen y palabra, para lograr establecer así una estética propia; un discurso narrativo que en tan sólo unos pocos minutos consigue ser altamente intricado y consigue niveles de significación y de narrativa sumamente complejos.
Unpopular Music from Italy: A Problem for Listeners or Scholars?

Vincenzo Perna 

World Music Magazine

vp2@libero.it, <v.perna@edt.it>

Stream: Popular and Unpopular Musics
Keywords: popular music, definitions, aesthetic/social relevance.
The paper starts from an exploration of the uses and meanings of the terms ‘popolare’ and ‘popular’ in reference to music in Italy. It examines the different connotations of the terms, the pro and con arguments, and the sometimes ingenious coinages elaborated to describe popular music in Italy (eg, musica leggera, a term invented under the Mussolini regime). By adopting the expressions ‘popular music’ and ‘popular music studies’ in Italian we make ourselves better understood by the international scholarly community, but we also risk to end up with an unpopular (and ultimately opaque) term.

The second part of the paper makes a distinction between music that is popular, Italian popular and unpopular music, and their relation to popular music studies in Italy. It suggests that conventional descriptions of contemporary Italian popular music often exclude relevant music genres  - such as brass band music, ballo liscio  (a brand of tonic/dominant, accordion-led dance music), disco, and modern Neapolitan song. That seems to reflect a more general attitude, where those musics appear invisible in both generalist media and specialist music magazines. More worryingly, they seem to be largely ignored by Italian popular music studies.

Here the discourse collides against the notion of popularity. Are those ‘invisible’ sounds popular? If so, how are we to weight their popularity, especially since they circulate outside both mainstream and ‘alternative’ media and distribution channels? Why is that popular music studies seem mostly worried with young, hip, ultimately urban cultures? and which is the place occupied by those ‘unpopular’ styles that are nonetheless popular among rural people from the North or Southern lumpenproletariat?
The Clubber’s Evolution: Physical Performativity in the Nightclub

Beate Peter

University of Salford

<B.Peter@mmu.ac.uk>

Stream: Performance

Keywords: performance, performativity, club culture, communication

Music generates values and meanings. It can be used as a tool to express inner beliefs and convictions. Being aware of this potential it can be used to manipulate or at least influence and shape the members of society. in order to use music effectively, society created and creates institutions, which help to mediate whole systems of representation. The nightclub is such an institution. It represents a system of meaning by means of codes of practice.

Althusser suggests that Ideological State Apparatuses hail the individual in order to create subjects. The traditional subject–object antagonism weakens when investigating the purpose of being a subject and leads to a new perspective of how we perceive things and how we change (Husserl, Deleuze, Grosz). Using Judith Butler’s theory of performativity I investigate the code of behaviour for clubbers and how such action is used to define their idea of being a subject. However, while listening to music and moving the subject starts a process of becoming.

Combining the social subject with performativity and becoming I offer a new perspective of the processes of the dance floor. I argue that the DJ is integral to the becoming of the clubber. By means of non-verbal communication a symbiosis between the DJ and the dancer is created. Music as the medium of communication is essential and provides the space for the process taking place. Additionally, I argue that, although initially representing a system supporting social norms, this interrelation between the DJ, the dancer and music forms the base for a performance that is neither controlled nor permanent. 

Improvising in Beirut: Nation-State Making and Cultural Diplomacy in a Post 9-11 World

Marina Peterson

Ohio University

<petersom@ohio.edu>

Stream: Popular and Unpopular Musics/Nation, Region, City

Keywords: nation, improvisation, cultural diplomacy, Lebanon, United States

The Tabadol Project, sponsored by the U.S. State Department, is billed as a cross-cultural exchange between Lebanon and the U.S., the East and the West.  As such, the Project provides a means of examining how the State Department’s Culture Connect program uses the arts – and in particular music – to produce the nation-state in relation to territory, security, and membership.  Originally planned for July 2006, the Israel-Lebanon war began the week before the scheduled dates.  The Project was rescheduled for February 2007, when four Lebanese musicians travel to the United States to perform with American musicians and dancers, culminating in a concert at the Kennedy Center.  The musical genre featured in the exchange is new and experimental music; coming out of twentieth century musical traditions of improvisation and avant-garde European and American composition, it emphasizes extended techniques, improvisation, and sonic textures.  While decidedly unpopular, in this project contemporary experimental music shares characteristics of popular music by providing a seemingly “empty” form through which cultural difference can be expressed.  Moreover, in being sponsored by the State Department it is imbued with a kind of populism.  Presenting free improvisation and experimental composition continues the Cold War tradition of viewing American arts as a means of conveying individualism and freedom of expression at the same time as the State Department is now addressing the newness of current conditions in its emphasis on the Muslim world. 

¿??????????????Globalización y Multiculturalismo

Luisa Valentina Picón Cotúa

Universidad de Carabobo

<valentinapicon@yahoo.com>

Palabras claves: Multiculturalismo, Globalización, Identidades, Diversidad.

Keywords: Multiculturalismo, Globalización, Identities, Diversity.

La revolución producida por la tecnología de la comunicación ha producido un efecto de no tiempo y no espacio, que pareciera dejar de lado lo diverso para dar paso a lo homogéneo. Ese proceso de universalización promueve individuos aislados en un mundo automatizado, ausentes de la realidad local, desarraigados de su lugar de origen y plantados en un suelo virtual. Formas de hacer compatible la heterogeneidad cultural con los procesos de construcción de identidades colectivas son necesarias. Reflexionar sobre la preservación de identidades nacionales en el ámbito de la globalización, sin pretender cerrar fronteras, donde intercambios fluyan de manera espontánea sin ánimo de dominación bajo propuestas de universalismo cultural, Acercamientos que permitan integrar el saber y el conocer científico, filosófico, literario, estético y religioso sin que esto sugiera un enfrentamiento, sino, por el contrario coexistencia de la diversidad. Intercambio de culturas que se complementen, se nutran, se solapen y a veces se desdibujen, dando paso a otras e incorporando contenidos que alguna vez fueron extraños y ahora se abren paso entre otras dominantes alzando su voz como minorías. Para esa integración es necesario comprender la globalización como proceso de absorción, el cual impone la necesidad de asistir con valores reales, con una identidad producto de la convicción de conocer nuestra cultura y raíces, los cambios y transformaciones que esta manifiesta por procesos de interrelación constante. Identificarnos con nuestras raíces históricas, nos proporciona la seguridad de lo que somos y nos provee de las bases para construir lo que queremos ser. La libertad de trascender sólo es posible partiendo de lo inmanente.

Globalization and Multiculturalism

The revolution produced by the technology of the communication has produced an effect of nontime and nonspace that seemed to let of side the diverse thing to allow the homogenous thing. That process of universalization promotes isolated individuals in an automated world, absent of the local reality, uprooted of its place of origin and planted in a virtual ground. Forms to make the cultural heterogeneity with the processes compatible of construction of collective identities are necessary. To mull on the preservation of national identities in the scope of the globalization, without trying to close borders, where interchanges flow of spontaneous way without spirit of domination under proposals of cultural universalism, Approaches which they allow to integrate the knowledge and knowing scientist, philosophical, literary, aesthetic and religious without this suggests a confrontation, but, on the contrary coexistence of the diversity. Interchange of cultures that are complemented, nourished, overlapped and sometimes they become blurred, allowing to others and incorporating contained that sometimes they were strange and now they break through among other dominant ones raising his voice like minorities. For that integration it is necessary to understand the globalization like absorption process, which imposes the necessity to attend with real values, with an identity product of the conviction to know our culture and roots, the changes and transformations that manifest one by processes of constant interrelation. To identify to us with our historical roots, provides the security to us of which we are and it provides to us with the bases to construct what we want to be. The freedom to extend is only possible starting off of the immanent.

Searching for Rethorical Topics of Brazilian Musicality: The Analysis of Improvisations and Themes Of Brazilian Jazz and Choro

Acácio Tadeu de Camargo Piedade

University of the State of Santa Catarina, Brazil

<acaciopedade@gmail.com>

Stream: Nation, Region, City
This communication presents a study of the Brazilian musicality based on the musical analysis of improvisations and themes from the repertoires of Brazilian jazz and choro. I’ve been researching the Brazilian Jazz as a musical genre of Brazilian popular music and not as a national adaptation of North-American jazz, considering also the recent studies of jazz as global culture. At the core of Brazilian jazz, many aspects of Brazilian identities and North American jazz idioms constantly emerge, mainly through musical-rethorical figures. These topics, which appear mostly at the melodic dimension, are meant to be comprehended by Brazilian and international audiences. The succession of these musical figures marks the meeting of the many different Brazilian musical realities, like the world of choro and the northeastern musical traditions, and also the tense dialogueof Brazilian Jazz and North American musicality, which I’ve been calling “friction of musicalities”. After explicating the theoretical approach to this subject, which is related to anthropology and musical analysis, especially in terms of topics of musical discourse, I intend to present musical scores and transcriptions to show and comment some musical figures as they appear at musical themes and improvisations. As I think they do not refer exclusively to Brazilian jazz and choro, I will argue they point to the musical-expressive socio-cultural content of Brazilian musicality, being also present in repertoires such as popular songs and classical nationalistic music. 

Iggy Pop’s Challenge to Experimentalism

Benjamin Piekut

Columbia University

<bdp2104@columbia.edu>

Stream: Popular and Unpopular Musics

Keywords: Experimentalism, networks, rock, improvisation

Iggy Pop assembled The Stooges in Ann Arbor in 1967, and fronted the group’s first performance wearing white face paint, a tinfoil afro, and a white dress. The costume bore a striking resemblance to one of the main characters in Mary Ashley’s Jelloman, a theatrical piece that had been presented at the avant-garde ONCE Festival in Ann Arbor two years prior. One performer in that piece, “Blue” Gene Tyranny, had played piano in Iggy’s pre-Stooges R&B band, and would reconnect with the singer in the early 1970s, when he toured as a supporting member of The Stooges. These are just a few of the many connections between Iggy and post-Cageian American experimentalism.

I am interested in these examples of affinity because of the way they concretize the flow of ideas from one academically-bounded tradition to another. I consider two ways of relating the Stooges to experimentalism. First, I examine the formalist sympathies on display in the band’s work: open forms, homemade electronics, and free improvisation. Then I offer a network model of the experimental tradition, one that assumes that experimentalism was a specific social location, rather than a style or genre. Despite his connections to this tradition, Iggy’s framing within the social and economic networks of popular music barred him from inclusion in the canon of experimental music. Rather than arguing for an expansion of the borders of sacralized experimentalism, I use the example of Iggy Pop to ask the question, How did experimentalism maintain its definitional boundaries?

Ariadna’s Thread: Re-Appropriating Chilean Popular Memory through the Cueca Brava 

Walescka Pino-Ojeda

Spanish and New Zealand Centre for Latin American Studies (NZCLAS)

University of Auckland

<w.pino-ojeda@auckland.ac.nz>
REGION, GENRE, IDENTITY
The establishment of the current global culture, paired with the hegemony reached by a single socio-economic model has created a general sense of loss for local identities and private histories/stories. in the Chilean context, the authoritarian regime proscribed not only individual social and legal rights, but also several manifestations of popular culture, which were seen as being associated with Marxist tendencies or as violating codes of decency. They were perceived, therefore, as working against the sanitation of civil conduct, as well as conflicting with the institutionalization and uniformity of a nationalist culture. in this framework, night-clubs, bars, brothels and other working class leisure environments were banned and obliged to clandestinity. With them, a range of musical forms that did not have an explicit role in the political resistance of the dictatorship, were also forced underground. This situation contrasts with the New Song Movement of Chile, which did perform such a function. As such, “a-political” popular musical forms did not enjoy the sympathy of either the authoritarian regime or its opponents, who found this music to be of no use to the present political challenges.

The post-authoritarian era has seen the vindication and re-appropriation of the Cueca, “the national dance”, which after being cleaned and whitened to conform to the imperatives of the modern state of the 1930s and 1940s, was in the 60s in an evident process of re-establishing links with its popular roots. This development was abruptly interrupted with the advent of the dictatorship in 1973. Today, there is a clear movement in which young artists from different social backgrounds are rediscovering old popular musicians who, in opposition to the institutional form of cueca, cultivated what they called “Cueca Brava”, or “Cueca chora”, a cultural form that presented the idiosyncrasy of the urban proletarian, leaving behind the association with the rural settings that defined the institutional cueca. Thus, the “Cultura guachaca” distanced itself from the purism upon which hegemonic culture is constructed. The recuperation and revival of this musical form in today’s Chile, then, can be seen to go beyond the loss of identity distress that characterises the present globalised context, re-appropriating a musical form that was first usurped by elites and later marginalised from the Chilean cultural heritage.

Questions and Answers on the Basic Principles of Faith:Examples of Popular Music and Cathechism in the Jewish, Christian and Islamic Traditions (and what could a Inter-faith Cathechism for the 21st Century sound like?)

Performances by Nana Yoyolo, Macuil Ponce, Margarita Martínez Duarte

Nana Yoyolo (Madre de corazones)

<multimargarita@yahoo.com>
Stream: Nation, Region, City

Popular devotional music from the three great branches of the tree of Semitic tradition---Judaism, Christianity and Islam, as a multidimensional vessel for constructing and preserving religious and cultural identity, as well as melting all conventional interpretations of the dual mind, including the very experience of identity and all external aspects of religion.


An exploration of this phenomenon through the study and experience of a particular form of cathechism of religious knowledge, common to the three religions, consisting of musical forms containing questions and answers on the basic fundamentals of each system of belief. 

As part of our presentation we perform our version of the Sephardi song ¿Cuál es El Uno?, which enquires about the fundamentals of the Jewish faith. We also perform Las doce verdades, a piece from the traditional repertoire known as alabanza conchera, devotional song belonging to the Mexican sincretic tradition that emerged from the process of colonization.

We analyze the common threads between these pieces and counterpoint with a brief exploration of the same question-answer form of cathechism through a few examples taken from Islamic music and poetry.

Finally, we share our personal experience with identity, domination and resistance, post-colonialism and post-patriarchate, as two women singers, musicians and composers dedicated to the body of popular devotional music that has emerged from Judaism, Christianity and Islam. We share our vision of unity. We perform one last song---our own, contemporary version of these  truths, which we understand as multiple manifestations of the one truth, as it is essentially expressed in all the sacred traditions of humankind.



Please note, we do not work within the framework of any specific institution. We are a musical duet based in Mexico. Our artistic name derives from the náhuatl language. Its translation in English would be: Mother of hearts.

Popular Music, in Quintana Roo, Mexico

Henry Geddes

University of Massachusetts at Amherst

<geddes@comm.umass.edu>

Stream: Nation, region, city

Keywords: Space, Transnationalism, Tourism, Music, Identity

This paper   explores the spatial implications of  popular music for  the construction of subjectivity in the increasingly transnationalized and mass mediated social environment of  Quintana Roo, Mexico. This necessitates  a brief review of the  reorganization of socio-cultural spaces by virtual  forms of communication such as radio, TV, and large open-air  concerts and  dances. Although the analysis is based on preliminary empirical data gathered during recent field visits to Felipe Carrillo Puerto and Tulum, my intention is to generate a conceptual framework to account for the creation of new musical spaces at a site considered a major node in the global extension of the tourism industry. I argue that, while pre-modern forms of communication predicated on co-presence in real  time and  space persist, they have been superceded and modified by visual/virtual communication characteristic of postmodernity.  It meant a fundamental change in the cognitive and aesthetic conditions for defining place, which coincided with the  reorganization of  the economy and  the  built environment by national and transnational  capital.

“Beyond the Walls of Intelligence”: Transnationalism, Globalization and Hip-Hop in Melbourne, Australia

Graham A. C. H. Preston.

University of Melbourne

<g.preston@pgrad.unimelb.edu.au>

Stream: Nation, Region, City

Keywords: transnationalism, globalization, hip-hop, graffiti art, multiculturalism.

This paper examines the relationship between transnationalism, globalization, and hip-hop music and culture in Melbourne, Australia.  I will focus on how this subculture – and the graffiti arts community that form around and within it – appropriate and reconfigure spaces in a manner that reflect and also offer commentary upon transnational practices that are transmitted not through the movements of diasporas across borders, as is usually studied in transnational studies, but through technologies such as the internet.  A secondary and underlying concern of this presentation is the place of race (how it is alternately obscured or foregrounded depending on the context and/or space) and the related value of multiculturalism in Melbourne’s hip-hop subculture and how they in turn comment upon the forces of globalization and transnationalism.  

Research material for this piece will be derived from a combination of an original ethnography of the subculture and close readings of the aesthetic material – music by artists such as TZU and Macromantics and examples of graffiti art collected in the book Street Art Uncut – that is produced by this cultural formation.  The project will put people such as Arjun Appadurai and Gayatri Chakravorty Spivak in fruitful conversation with thinkers such as Henri Lefebvre (especially his book The Production of Space), Michel Foucault (on “heterotopias”), Dick Hebdige and Paul Gilroy.  This conversation will be accompanied and regulated by my own interventions on the subject with an eye towards how this exchange plays out in the alleyways and nightclubs of Melbourne. 

Authenticity and Performance Practice: Bossa Nova and the Cult of João Gilberto

Irna Priore

University of North Carolina at Greensboro

<i_priore@uncg.edu>

Stream: Performance Convenor: Shane Homan

Keywords: Brazilian, urban, style, Bossa Nova, authenticity

It is well known that there is something distinct about Bossa Nova that distinguishes it from Samba and other styles.  Not all Samba musicians can perform Bossa Nova and foreign renditions are usually considered “artificial.”  The principal interpreter of Bossa Nova is João Gilberto.  Gilberto is not so much a composer of Bossa Nova songs, but rather their principal interpreter. His most notable, admired, and almost inimitable contribution are the “batida” [the beat] against a melodic line and his whispered singing.  in Gilberto’s interpretations, melody and accompaniment go out of synchronization, yet they never fall apart.  This misalignment produces a metric dissonance and a rhythmic instability that can only be corrected when a new phrase begins. 

in order to understand this batida, I will analyze some of Gilberto’s original recordings and live performances using sound manipulation software. in Joao Gilberto’s performance, there are three independent parameters: 1) the agogic of the words, which provokes a sense of a regular meter; 2) the steady accompaniment of the guitar; and 3) the relationship between voice and guitar.  The metric dissonance occurs by treating the agogic of the words as downbeats, while the accompaniment has an independent and steady downbeat on its own.  

This presentation will consist of three parts: (1) a short historical account of the Bossa Nova and a review of the criticism it received; (2) a comparison of performances by Gilberto and others with a graphic presentation of the data; and (3) a summary of the musical differences between performances.   

Internet and The Music Industry: What About Some Diversity?

Heritiana Ranaivoson

CES-Matisse UMR CNRS 8174, Université Paris 1 Panthéon-Sorbonne

<Heritiana.Ranaivoson@malix.univ-paris1.fr>

Stream: Technology & Industry.

The development of the Internet has already a huge impact on the music industry. Linked to this (r)evolution, legal problems have been mainly discussed, from the Napster to the Youtube case, Youtube being illegally providing music videos, amongst other more or less authorized contents.

However, behind the legal battle, many innovations and actors are arising. One reason is that digitalization helps reducing the production and distribution costs, as well as it potentially gives access to a global audience or market. Another one is that the Internet’s architecture is favourable to competition. As a result new ways of producing, distributing and discovering music have emerged and developed. Some only appear as simple transpositions of the physical world in the digital world., others stand as more original. 

Whereas most studies are interested on the quantitative impacts of the Internet, through the sales and the turnover, the purpose of this paper is to assess the influence of all these new technologies, and related actors, on the music industry, and mainly on its diversity.

I first summarize the main applications of the Internet that have an impact on the music industry. I then question diversity of actors in the industry. I finally give assessments on the possible impact on diversity of musical products.

Standing at the Crossroads. Ideological Perceptions of the Blues in Germany

Michael Rauhut

Forschungszentrum populaere Musik, Humboldt-Universitaet zu Berlin

<michael.rauhut@rz.hu-berlin.de>

Stream: Nation, Region, City

Keywords: African American Music, National Identity, Intercultural Transfer, Globalization, „Authenticity“ as Ideological Construction

The history of blues in Germany is long and turbulent. in the 1920s this music crossed the Atlantic as a byproduct of jazz, one that was emancipated from its shadowlike existence after World War II. The folk revival of the late 1950s was echoed by the „American Folk Blues Festivals“, which Lippmann + Rau began organizing in 1962. With the triumph of rock music and the hippie movement, blues was idealized as vigorous force and an epitome of “authenticity.” As a result of the ‘second blues boom’ in the 80s, the German blues scene became widely diversified. Blues rock were dominant; but also all the other styles, from country blues to zydeco, became completely acclimated as well. Even though it has left the biotope for only short periods of commercial boom, the blues has remained an important constant in everyday musical life.

in this paper, I will explore the central discourses that have influenced and shaped the perception of the blues in Germany since 1945. I want to outline exemplary ideological coordinates of the intercultural transfer in the field of popular music. Which European and American patterns of reflection have shaped the “German image” of blues? How have political and economic interests influenced the processes? Which styles of blues have passed through the filter on their way to Germany and how are they presented by the media? The intention of this paper is to contribute to the debates on ‘globalization’ and ‘cultural identity.’ With brief image and sound examples (DVD).

P2P File Sharing and Pop-Rock Knowledge As A Global Microstructure

Motti Regev

The Open University of Israel
<mottire@openu.ac.il>

Stream: Technology and Industry

This paper is a sociologically informed examination of the impact of p2p file sharing on the connectivity and effectiveness of the pop-rock web of knowledge, taste and fandom. in doing this, I also portray the pop-rock web of knowledge, taste and fandom as a complex global microstructure. Global microstructures are characterized by sociologist Karin Knorr-Cetina as structures of connectivity and integration that are global in scope but microsociological in character. Their connectivity and effectiveness are greatly enhanced through internet traffic of inforamtion, that allows the microsociological nature of interaction. . 

Lacking in institutional formations that characterize other forms of art, the web of rock knowledge has been traditionally characterized by microsociological modes of interaction between its participants. This was best represented in the formation of subcultures and scenes. Internet traffic of information and data had tightened the connectivity between participants in the pop-rock web of knowledge, and significantly improved its effectiveness. P2P file sharing is currently the culmination of this enhancement.

in the paper I discuss several aspects of the microsociological interaction formats afforded by P2P file sharing and their contribution to the tightnness and effectiveness of the pop-rock web of knowledge, taste and fandom. I look in particular at the immediacy of acquaintance with music afforded by P2P file sharing, an element that overcomes the long existing discrepancy between the discursive aspect of the pop-rock web of knowledge and the ability of participants around the world to actually get to know the music they read and talk about. in addition, some P2P file sharing allows parctices such as personal messaging , browsing other participants' files and chatting, while at the same time keeping annonimity. 

PANEL: Reading Reggaeton: Historical, Aesthetic and Critical Perspectives

Raquel Z. Rivera, Center for Puerto Rican Studies & Columbia University

Deborah Pacini Hernandez, Tufts University

Wayne Marshall, University of Chicago

REGION?
Panel Organizer:

Deborah Pacini Hernandez

<Deborah.pacini@tufts.edu>

Over the past two years, major U.S. newspapers and magazines such as the New York Times, Los Angeles Times, Village Voice and Rolling Stone have published articles heralding the phenomenal success of reggaeton—a relatively new genre of music bringing together reggae, hip-hop, and a number of Spanish Caribbean styles and often accompanied by risqué lyrics and highly sexual dancing.  Despite the extensive media hype, reggaeton’s musical and cultural significance as an indicator of fundamental cultural transformations cutting across the vectors of race, ethnicity, nationality, class, gender and sexuality has only recently begun to receive scholarly attention. This panel will address questions such as: What are the musical features that mark reggaeton as a genre, and how have its aesthetics changed over time?  What is the nature of its links to its principal Spanish-language precursor, Puerto Rican underground rap? What is the relationship between reggaeton and other popular Latino/Latin American-identified music genres such as salsa, merengue and bachata?  How has reggaeton articulated discourses and practices of intersecting and competing identities?

Policing Morality in Puerto Rico: From Underground to Reggaeton

Raquel Z. Rivera, 

Center for Puerto Rican Studies 

<raquelzrivera@aol.com>

In February 1995, the Drugs and Vice Control Bureau of the Police Department of Puerto Rico raided six record stores in the San Juan area.  Hundreds of cassettes and compact discs of underground rap and reggae music—a genre known in the Island simply as “underground,” but later to rise to international fame as “reggaeton”—were confiscated.  These recordings were said by the Police and Government officials to violate local obscenity laws through their crude references to sex and their alleged incitement to violence and drug use.  The high-profile raids brought underground music to the forefront of public discourse and triggered a fierce debate regarding morality, censorship and artistic freedom. This paper discusses the way in which class, race and generational dynamics were the subtext of the debate regarding music and morality in the early years of reggaeton’s development. This paper also analyzes how much the public discourse surrounding reggaeton has changed in the decade since.

Hearing Reggaeton's Socio-Sonic Circuitry

Wayne Marshall

University of Chicago,

<wmarshall@uchicago.edu>

We can hear in reggaeton's bling-bling timbres and bachata borrowings a set of articulations consistent with its relatively recent commerical success and appearance in the global cultural mainstream, but we can also hear -- in its shifty snares and double-time vocals, for instance -- an embodiment of more longstanding musical and social connections. This paper traces the genre's aesthetics from the early 1990s to the present, hearing how the most contemporary productions connect to the 'musica negra' of the 90s despite an increasing self-projection as 'reggaeton latino.' 

Reggaeton, race and national identity in Puerto Rico: Dominicans in the Mix

Deborah Pacini Hernández

Tufts University

<Deborah.pacini@tufts.edu>

Reggaeton coalesced as a genre in Puerto Rico in the late 1990s, but the socio-cultural matrix that nourished its hybrid aesthetics was the product of decades of Caribbean people circulating through an overlapping network of transnational fields.  This paper examines the spatial movements of Dominicans and Dominican music, their impact on developments in reggaeton in Puerto Rico, the Dominican Republic and the US, and the impact of the sometimes conflictive, sometimes collaborative character of Dominican/Puerto Rican inter-ethnic relations. 

AV requirements: we will need CD/DVD and Mac-compatible projection capability.

Representation, Renarrativization and Resistance: The Youth Rappers of Davao City, Mindanao, Philippines

Anna Christie K. Villarba-Torres

College of Arts and Communication

University of the Philippines Baguio

<kendi_416@yahoo.com>

Stream:  Nation, region, city

Keywords:  Representation, renarrativization, resistance, rap, performance, youth
My study looks at rap music, an offshoot of the Hip Hop subculture as appropriated by a group of batang yagit (street children) of Davao City, Mindanao, Philippines.  Informed by Judith Butler’s concept of performance studies and John Fiske’s assertion of the political potential of popular culture, I will direct attention to the Davao youth rappers’ use of rap as self-representation. Instead of begging for alms or selling flower garlands in the streets of Davao, they frequent a restaurant and have on-the-spot gigs.  With the restaurant aisles as their stage, they spontaneously render rap numbers accompanied not by pre-recorded sounds but by impromptu effects and gimmicks.  Rapping in Visayan, Tagalog (two dominant Philippine languages) and a smattering of English, they actively engage in renarrativization by telling their own story as poor young people in an increasingly and unevenly globalizing metropolis.  This renarrativizing act is likewise pro-active as the rappers engage the customers in varying forms and degrees of mockery, humor and provocation, calling attention to the oppositional divide between the poor who are also young and the powerful who are also adults.  Through their appropriation of  rap music, these young people find ways at self-representation and the representation of what Fiske calls “the micropolitics of everyday life as opposed to the macropolitics of organized action” (161).  in a sense therefore, they foreground the resistance strategies of the everyday as they tell and perform it like it is.          

Andres Alen: Unpopular and /or Popular? Is it a Problem?

Claudia Ramirez Garcia

Instituto Superior de Arte(ISA),Cuba

<Acuario11@correosdecuba.cu>

POPULAR?
Andres Alen Rodriguez was born in 1950 , Havana, Cuba. He is one of the Cuban musician more versatile that exist nowadays. Since he began to create music, he has worked independently of vanguard tendencies that dominated the musical world in that moment.Loving and knowing the european traditional music,the cuban popular music and jazz language,Alen stimulates the knowledge of auditorium,because showes a musical creation that speaks with several contexts.His musical creation reflects the postmodern society that is more tolerant in relation to different cultures and religions ,because the contemporary man understands and accepts the variety.

Since the beginning the Alen’s music was analized  since two contrary prims:like popular music of high elaboration or erudite music of deeps popular roots.My proposal with this investigation consist to show that the validation of Andres Alen like composer not depend of the use of one term or another ,but the different aspects that integrated his misical creation.To like an example I choosed two pieces :Tema con Variaciones para saxo alto y piano(1978) and Muchacha Charanguera para quinteto de jazz(2005).

¿???????????????????La música como espacio de lucha de la resistencia juchiteca

Laura Beatriz Moreno Rodríguez

Escuela Nacional de Antropología e Historia

<mariazuco@yahoo.com.mx>

POPULAR MUSIC?
Esta ponencia se refiere a las canciones de resistencia del pueblo de Juchitán de Zaragoza, Oaxaca. Se crearon debido al surgimiento de la Coalición Obrera Campesina Estudiantil del Istmo (COCEI), que nació a mediados de 1970, y generó no sólo un movimiento político sino un movimiento cultural de resistencia en este pueblo istmeño. En este marco nacen también canciones de protesta, que hacen énfasis a este movimiento, lo cual coadyuva a la creación de una conciencia social y de lucha popular. 

El  enfoque  de las canciones de resistencia será tratado desde la perspectiva de la historia social, que propone que la cultura popular es producida por las clases bajas, refiriéndonos a extensiones colectivas, donde un sector de la sociedad se ve involucrado e identificado con sus costumbres y tradiciones históricas. A su vez éstas tienen que ver con relaciones sociales, modos de producción y un contexto. Es por ello que para la historia social la cultura popular se convierte en un concepto más concreto y utilizable, al momento en que el término  no  se ubica sólo en los significados, las actitudes y los valores, sino dentro de un equilibrio determinado de relaciones sociales, un entorno laboral de explotación y resistencia. Entonces, hablamos de la música popular que se vuelve contestataria a la imposición de factores externos. Esta afirmación la observaremos en el ejemplo de la COCEI y su producción musical.

??????????????Cuando el arma se lleva en la palabra hecha canción. Música de protesta en México
Guillermo Sierra Araujo

Escuela Nacional de Antropología e Historia

<gsierraraujo@yahoo.com>

Stream: Popular and Unpopular Music

Palabras claves: México, música de protesta.

La música en México también estuvo inmersa en movimientos urbano-políticos. Los acontecimientos ocurridos a finales de los años sesenta, con el movimiento estudiantil de 1968 y durante la década de los setenta, relacionados con la política y economía del país, transformaron de alguna manera los mecanismos sociales, lo que trajo consigo un conjunto de manifestaciones artísticas que sumándose a las demandas, principalmente estudiantiles, campesinas y obreras, lograron integrarse a la vida cultural. Los músicos de protesta se incorporaron a las disidencias sociales, proponiendo con un lenguaje duro y combatiente un punto de vista crítico acerca de los sucesos del país comprendidos en una compleja Latinoamérica. Con el arma en la palabra y en la música se abanderó un programa político dispuesto a proponer la revolución frente a las injusticias implantadas por la hegemonía cultural y política. Estos músicos, cantautores e interpretes llevaban en sí la asistencia de las clases subalternas y una fuerza crítica en contra capitalismo. Por ello no estaban dispuestos a la comercialización de su labor. Varios fueron los exponentes de este entorno musical; varios fueron los trovadores dispuestos a jugarse su trabajo y hasta la vida planteando los problemas de los oprimidos, los que con la elocuencia crítica influyeron principalmente dentro del universo estudiantil. Los hacedores de la música de protesta seguirán incluso hasta nuestros días desde las trincheras del pueblo llano. Por lo tanto, en la ponencia se planteará el proceso histórico de los músicos y cantantes de protesta, su contexto y su entorno.

Ring My Bell: Cell Phones and the Japanese Music Market

Noriko Manabe

CUNY Graduate Center

<nmanabe@yahoo.com>

Stream: Technology & industry

Unlike the internet, consumer applications of mobile phones is not led by the United States, but by Asia and Europe - most notably Japan, where polyphonic ringtones, camera phones, wallpaper, and sampled songs were popularized as early as four years ahead of the US and Europe. Over half the Japanese mobile subscriber base has access to 3G, or broadband internet access over cell phones, spurring chaku-uta, or sampled songs, to grow to comprise 13% in total music sales in the first half of 2006. The Japanese experience in mobile music serves as a window to potential changes in the music industry elsewhere. 

Many consumers are downloading chaku-uta not for use as ringtones, but for listening pleasure, and are choosing shorter samples to isolate the chorus. Record companies are using chaku-uta to entice consumers to buy albums and as a test for the likely sales of the album. Some songs have been released as chaku-uta, only to be developed into a full song once the chaku-uta has proved popular. 

This paper is a continuing project that tracks the behavior of consumers, record companies, portal operators, and artists to assess how chaku-uta is changing what music is heard, how it is heard, how it is marketed, and the relative power of the various players. The paper concludes with the role of the unique aspects of the Japanese environment in the development of this market and the possible implications for other music markets. 

Political Violence in Popular Songs: The “Flor de Retama” Case
Kamilo Riveros Vásquez

Greimda, PUCP.

<kamiloriveros@gmail.com>

Stream: Songs of Desire.

Keywords: Conflict, Song, Violence.

In the last 20 years, the internal war left the population of Perú between two fronts, the terrorists  (MRTA and Sendero Luminoso) in one side, and the Order Forces (Police and Army) in the other. in this war, the principal victim was erased from the common sense of the official public opinion, until the explosive start of the conflict in the city,

In this context, some Songs, thanks to the listener’s multiples significations, generated from their respective perceptions of the conflict; constitutes an information media, emotional support tool, memory element, even cohesion force, affective and political force in the middle of the life in violence and indifference.

The analysis of an arquetipical case, with intense repercussions, allow us to talk about the song´s polisemic construction, and the power that they may have.

“Flor de Retana”, writen years before (1969), talks about the Estate’s violence monopoly over its own population.

Years after (1982-2002), the different parts of that relation use the song in multiple ways:

The paramilitary force in the Barrios Altos case, used the song to (erroneously) identificate a target, a party that played this song.

The Army, Los Sinchis, sang that they were “going to kill students” before doing it.

Sendero Luminoso used the song as apology.

And the people, used the song  as scream of indignation and hope

The Amazing Journey: La figura del Space Cadet en la lírica pop inglesa Nombre José Hernández Riwes Cruz 

Grupo de Investigación de Literatura y Música Pop / Facultad de Filosofía y Letras-UNAM y Maestría en Historia / Facultad de Filosofía y Letras-UNAM

<riwes7@gmail.com>

Rubro: Canciones del deseo

Stream: Songs of Desire

Palabras claves: sentimientos, emociones, pasiones, performance, memoria intertextual, semiótica, estudios culturales.

Keywords: Feelings, emotions, passion, performance, intertextual memory, semiotics, cultural studies.

The Amazing Journey valora a través de la teoría crítica la figura de “Space Cadet” como un “Tema-Personaje” en lírica pop inglesa. Trabajos de Syd Barret, David Bowie, Marc Bolan, Lou Reed, Roger Waters y Peter Schilling, entre otros, son analizados desde una perspectiva crítica que combina la semiótica musical, los estudios culturales y la teoría literaria. El autor ofrece una exploración minuciosa en canciones específicas que tematizan al personaje y proporcionan orientación hacia otros textos. Sosteniendose en una base teórica formada, entre otros pensadores, por Barthes, Greimas, Levin y Pimentel, el texto descubre la “memoria intertextual” en las canciones analizadas y contempla la lírica pop como una forma de literatura en la medida que forma parte de un todo artístico superior y no como un fin en sí misma.

Combinando la interpretación de la compisición musical, la performance y la lírica, se propone un análisis de la cultura popular que no sólo traza las influencias literarias, artísticas y culturales (Coleridge, Shakespeare, Shelley, Yeats, la Biblia, Stanley Kubrick, y las subcultures OVNI, sicodélica, glam and glitter, punk y New Wave), sino que también revela las complejidades intrínsecas de la agitada evolución de un tema personaje de la cultura pop contemporánea. Sus motivos constitutivos (la capsula especial, los paisajes interplanetarios, la imagen del planeta de origen a la distancia, el público) y sus temas-valor (soledad, aislamiento, enajenación, melancholia, nostalgiamesianismo, incapacidad de acción) se contemplan de tal manera que el Space Cadet se propone como un programa narrativo en sí mismo. 

The Amazing Journey: The Figure of The Space Cadet in English Pop Lyrics

The Amazing Journey critically assesses the figure of the “Space Cated” as a “theme-character” throughout the lyrics of pop music. The work of Syd Barret, David Bowie, Marc Bolan, Lou Reed, Roger Waters and Peter Schilling, among others, is analyzed from a critical approach that seeks to combine musical semiotics, sociology and literary criticism. 

The author offers a thorough exploration of specific songs that thematize the character and give orientation of other texts. Following theoreticians like Barthes, Greimas, Levin and Pimentel, the text discovers the “intertextual memory” in the analyzed songs and discusses rock lyricism as a form of literature insofar as it is part of a greater artistic whole, and not as an end on itself. 

By combining the interpretation of the musical composition and the lyrics themselves, The Amazing Journey proposes an analysis of pop culture that not only traces its literary, artistic and cultural influences (Coleridge, Shakespeare, Shelley, Yeats, the Bible, Stanley Kubrick, UFO subcultures, punk rock, glam and glitter, psychedelia, New Wave) but also unveils the intrinsic complexities of the hectic evolution of a theme-character of contemporary pop culture.  The theme-character’s constitutive motives (the space capsule, interplanetary landscapes, the audience) and its theme-values (loneliness, isolation, alienation, melancholy, nostalgia, messianism and incapacity for action) are discussed, proposing the Space Cadet as a potential narrative program in itself. 

Negotiating 'Koreanness': Perceptions of Korean Jazz amoung its Listeners and Performers

Jay Schutte

University of KwaZulu-Natal (Republic of South Africa)

<lafraas@yahoo.com>
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The primary question posed by this  paper is whether Korean musicians and jazz listeners perceive any distinctly 'Korean' characteristics in Korean jazz. The material for this paper is primarily drawn from interviews with jazz muscians and listeners. This paper, while reflecting some of the perceptions of specific individuals within a designated geographical space, will hopefully contribute to larger discourses that have been prevalent in jazz research.These include debates revolving around jazz's role in expressing a local versus global identity, as well as definitions of the genre and its implied aesthetic values.

Looking at Popular Images: Towards an Iconography of Popular Music and Dance in Mexico

José Antonio Robles Cahero

Centro Nacional de Investigación, Documentación e Información Musical (Cenidim) / Instituto Nacional de Bellas Artes / Centro Nacional de las Artes (México, D.F.).

National Center for Music Research, Documentation and Information /

National Institute of Fine Arts / National Center for the Arts (Mexico City). 

<roblescahero@yahoo.com>
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As an interdisciplinary discipline between musicology and art history devoted to aspects of form and contents in the visual arts, Music iconography can be directed to different items on popular music and dance: representation of musical instruments (real or imaginary), music and dance performance, performers (musicians and dancers), social function of music and dance as well as its allegoric, symbolic, political and religious facets. 

Music iconography is little known and practiced in Latin America, but in recent years has aroused a new interest among musicologists. Even so, Mexican music and dance researchers are not yet aware of how to profit from iconographic sources helping to study different subjects in popular music and dance through Mexican history. 

This paper presents the project of building an iconography of popular music and dance in Mexico (and perhaps also in other Latin American countries). We are invited to transit through a brief but wide historical panorama (from New Spain to present Mexico) of music and dance images contained in diverse art and visual forms: painting, sculpture and engraving but also photography, video and publicity (advertising). These “popular images” of music and dance go through several social, political and cultural iconographic subjects in Mexico: music players, singers and dancers in different popular contexts, urban and rural, with Mexican and foreign artists as observers, privileged listeners and witnesses of dance and music life in Mexico.

Circo Volador: ¡Long Live Rock & Roll!

Héctor Castillo Berthier

<berthier@servidor.unam.mx>

Stream: Nation, Region, City

Rock and Roll arrived to Mexico through the Northern Border and it settled in the City at the end of the 50’s. At the end of the seventies, it stopped being an imitation of the English and American models acquiring a Mexican nationality. Since then, Rock has been involved in the life of young people from any social status, and has become an urban culture identity symbol.

Rock is a valid, present and diverse way of expression, involving a huge number of genres and forms, with an established industry, that keeps demanding media spaces such as magazines, radio, records, and video productions.

There is no doubt that rock plays an important role in contemporary youth culture.  It has become a social movement. Since its beginnings in the fifties, it has been like vitality shots given to youth. and curiously, because of being intangible it has been periodically renewed.

Which are the phases Rock and Roll has passed, in front of Mexican youth?

What other social movements have been born from rock? in what way has rock contributed to Mexican youth culture? The present work will approach these topics, showing an actual example of its impact through Circo Volador project. (Flying Circus). (www.circovolador.org).

Life in the Megalopolis: Mexican Comic Books and the Music of Rockdrigo González
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Rockdrigo González (1950-1985) was a Mexico City street musician who wrote and performed rock songs in Spanish in the early 1980s.  With an acoustic guitar and harmonica, Rockdrigo often performed songs in Mexico City’s public transportation system (subway, microbuses and VW combis), along the streets in the Zona Rosa, and at Chapultepec Park.  On September 19, 1985 a catastrophic earthquake struck Mexico City, and among the 10,000 estimated deaths was that of Rockdrigo, who died in his collapsed apartment building on la Calle de Bruselas in Colonia Juárez.   Known as “el profeta del nopal” and “el sacerdote del rock,” Rockdrigo was the leader of a collective of rupestre rock musicians (rupestre connoting autochthonous urban expression) and has become a mythical figure in Mexican popular culture because of his untimely death at the age of thirty-five.  While four albums of Rockdrigo’s music are currently available—Hurbanhistorias (1985), Rodrigo González: El profeta del nopal (1986), Aventuras en el DF (1989) and No estoy loco (1995)—Rockdrigo conceived only Hurbanhistorias as an album for commercial circulation.   in the songs on these albums, Rockdrigo uses the language of popular music forms and a sense of humor to communicate his vision about an array of topics that include existential matters, love relationships, economic hardships of the working classes, and other absurd happenings in the capital.  in my presentation I contextualize Rockdrigo’s music in the Mexico City music scene of the 1980s and analyze two songs—“No estoy loco” and “Si un día despertara” from the album No estoy loco—that use allusions to Mexican comic books to reflect on existential alienation in the capital and to show this alienation as a symptom of dysfunctional urbanization. 

Industrialization of Popular Songs in Soap Opera Soundtracks
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At first, just like in the movies, TV special ordered musical compositions to composers, who would receive a synopsis of soap opera scripts and a profile of characters. Later on, the power of the cultural industrial production and, mainly, the industrial production of songs, brought both products together—the soap opera and the album containing the songs from its soundtrack. From then on, synopsis and character profile began to be provided to record companies, which selected songs from their inventory connecting the semantic proximity of the words with the plot or gender of the soap opera. With the perfecting of this technology, the record market was invaded by the soap opera album, and more recently by CDs, having as a consequence the consumer who recognizes a song because it is in the track of the opening vignette or is the leitmotiv of the main characters. This strategy translates the semantic field of the song by the thematic context of the opening vignette or by a context associated with a character in the plot, totally ignoring the original features of the song in the soundtrack. This procedure alters the relationship production-consumption, developing new fruitions for the popular song by associating it with a scene in the soap opera, and giving it a function other than that of a dramatic component of the scene. To make this aspect clear, we have analyzed the opening vignette and a sample of scenes from the Brazilian soap opera “Páginas da Vida” [Pages from Life], so as to show the dislocation of popular songs and their re-signification. 

Towards A Definition of the Avant Garde in Argentinian Popular Song: The Case of Liliana Herrero´S Music.
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The field (Bourdieu) of popular song also has its own space of avant garde expression. This space contributes to the debates on the construction of national identity, establishes a critical distance from institutions of art and global market policies –adopting a clear contrahegemonic political stance of resistance– and makes mobility possible within the field of popular song. 

Taking traditional theories of the avant garde (Bürger, Vattimo, and other authors) as a starting point, we aim to define the characteristics of the avant garde in the Argentinian popular song comparing these views with those of Latin American authors in the context of the modernity/posmodenity debate in the local turn-of-the-century culture. As part of the method used in this study and, in order to complement these procedures, we will carry out detailed analyses of the songs performed by Argentinian singer Liliana Herrero, continuouly trying to make connections between them and the theoretical framework.

We will thus establish differences and similarities with traditional theory and put forward a characterization of the avant garde space and a redefinition of the concept for our field of study through specific musical examples. 

Hacia una caracterización de la vanguardia en la canción popular argentina: El caso de la música de Liliana Herrero

El campo (Bourdieu) de la canción popular también tiene su espacio de vanguardia. Este último contribuye a los debates sobre la identidad nacional, establece una distancia crítica ante las propias instituciones del arte y ante los mecanismos mercado -con claros posicionamientos políticos contrahegemónicos de resistencia- y da movilidad al mencionado campo. 

Partiendo de las teorías tradicionales de la vanguardia (Bürger, Vattimo, entre otros), en este trabajo intentamos definir las características de la vanguardia en la canción popular argentina confrontando esos textos con autores latinoamericanos en el contexto del debate modernidad-posmodernidad de la cultura finisecular localizada. Metodológicamente completamos estos procedimientos con análisis detallados de canciones de la intérprete argentina Liliana Herrero, vinculando los mismos en un permanente ida y vuelta con el marco teórico.

De esta manera establecemos acuerdos y diferencias con la teoría tradicional y proponemos una caracterización del espacio de la vanguardia y una redefinición del término para nuestro campo de estudio a través de ejemplos musicales concretos. 

??????????????POPULAR MUSIC DOXA? Los Instrumentos Virtuales Y La Ejecución Digital: Confrontación Hombre – Máquina En La Musica Actual
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Con la presencia en el mercado internacional de herramientas musicales digitales orientadas a satisfacer ciertas necesidades del músico profesional actual, se ha creado una cultura de uso que ha estado afectando la percepción de su mundo auditivo. El desarrollo de la tecnología digital ha logrado incorporar a la ejecución musical el uso de instrumentos inexistentes en el mundo corpóreo, observándose una relación de confrontación entre las participaciones hombre – máquina, la cual ha modificado significativamente el mercado laboral musical. Se presentará un análisis de las distintas herramientas tecnológicas encaminadas a producir ejecuciones musicales digitales, en las cuales esté presente el uso de instrumentos virtuales, prestando especial atención al proceso de recreación de instrumentos analógicos. Se realizará un análisis comparativo entre la ejecución musical producto del uso de recursos de programación, y la que es producto de la intervención directa de factores humanos en la interpretación musical. Por último, se efectuará una observación del mercado laboral del músico contemporáneo, enfocándose en los distintos modos en que ha sido afectado por dicha tecnología musical. Del análisis de los resultados, se catalogarán a los programas de notación musical como las herramientas tecnológicas más influyentes en las actividades profesionales del músico actual, especialmente en la música popular,  reorientándolas a las necesidades de composición y ejecución musical. Se mostrarán las implicaciones de la programación de parámetros, tales como timbre, articulación, fraseo, tempo y respuesta dinámica. Finalmente, se reflexionará sobre los vínculos existentes entre la aceptación cultural de la ejecución digital, y las afecciones del mercado laboral.

The Virtual Instruments and The Digital Execution: Confrontation Man - Machine in The Current Music

With the presence in the international market of digital musical tools guided to satisfy the current professional musician's necessities, an use culture that has been affecting the perception of its auditive world has been created. The development of the digital technology has been able to incorporate to the musical execution the use of nonexistent instruments in the corporal world, being observed a confrontation relationship among the  man - machine participations, which has modified the musical labor market significantly. An analysis of the different technological tools will be presented guided to produce digital musical executions, in which the use of virtual instruments is present, paying special attention to the process of recreation of analogical instruments. A comparative analysis among the execution musical product of the use of programming resources will be carried out , and the other one that is product of the direct intervention of human factors in the musical interpretation. Lastly, an observation of the contemporary musician's labor market will be made, being focused in the different ways in that it has been affected by this musical technology. of the analysis of the results, the programs of musical notation will be classified as the most influential technological tools in the current musician's professional activities, especially in the popular music, reorienting them to the composition necessities and musical execution. The implications of the programming of parameters will be shown, such as articulation, tempo and dynamic answer. Finally, it will be meditated on the existent bonds between the cultural acceptance of the digital execution and the affections of the labor market.

Towards a Typology of Vocal Personae
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After fifteen years of running popular music analysis seminars, often for students with no formal music training, it has gradually become possible to formulate ways of designating musical structure without using "musicological mystification", or, as I usually put it, "without having to know what a diminished seventh is". Nowhere is the tendency more clear than in expressions students use to phenomenologically label aspects of vocal expression, for example, to mention a few of the more colorful terms in alphabetical order: "acrobatic princess", "angry young man", "bedside gigolo", "bitch", "confidante", "death dog" (or "hound of hell"), "dolly bird", "good little girl", "harpie", "hicupping teenager", "lager lout", "nice young man", "realist raconteur" and "suicidal student". These and other recurrent vocal persona descriptors will be exemplified and discussed. Problems of teaching this part of popular music analysis and of creating a coherent terminology for these aspects of musical expression will be addressed. Notwithdtanding, the democratic necessity of finding adequate user-friendly descriptors for such phenomena, so tangibly central to most vocal performance since the invention of the coil microphone, will be advocated with considerable vigour.
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Chicano performer, El Vez must be regarded as a political activist who, in his lyrics, articulates political and social issues affecting the Mexican migrant and Chicano/a communities as a legacy of the grass roots activism of the Chicano Movement in the 1960s and 1970s.’ By choosing the figure of Elvis Presley, El Vez locates himself as one of the ‘brown’ successors of the King’s ‘American’ dream, effectively claiming an ‘America’ that is everyone’s not just European-American or African-American. While to some this would appear to be an assimilationist move, El Vez makes a bold move which counters the dominant U.S. Black/White racial binaries, disrupting dominant racial discourses.  He also and counters the dominant national discourse of Aztlán which had its origins in the Chicano Movement and was imagined as a nation separate from the U.S. and Mexico.

in this paper, I examine El Vez’s preoccupations with place and community and at how El Vez’s work calls for a kind of politics that, rather than concentrating on the differences between Mexican migrants, Chicano/as and Latino/as, underscores the similarities of experiences of Latino/a subjugation. More importantly, I explore El Vez’s songs and the way in which he claims a place for Chicana/o history as part of ‘American’ history, effectively claiming a place for his community in the U.S. and countering the U.S. Black/White paradigm.

“Pampean Folk Music” and Legitimation Strategies: The “Peña” “Temple del Diablo” and the Record “Voces de la patria baya”(1974) by the Duo “Sombrarena”.
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The cultural peña “Temple del diablo” was open from 1972 to 1974 in Santa Rosa, La Pampa. It was a meeting place for musicians, poets and other artists coming from different disciplines who shared a common aim: to make the cultural profile of an incipient regional identity known. in this context appeared the voices of  Delfor Sombra and Cacho Arenas, the duo “Sombrarena”, who intended to divulge part of the eventually unknown Pampean musical repertory through their independent production “Voces de la patria baya”. The record had eleven songs of two voices and two guitars, and there were cuecas, milongas, estilos, zambas, etc. and was orientated to the reassertion of a specific music style based on certain rhythmical, melodic, formal and literary guidelines that tended to constitute themselves as a language with local color, that later on began to be called “Pampean folk music”. 

Based on oral, written and sonorous sources, the aims of this paper are: to describe the particular context of “Temple del Diablo” and the musical/compositional practices that took place there; to reflect about the mediatization of the Pampean folk music as a concretional space of what is imagined, which supposes the search of a defined sound, of arrangements and themes expressed through a specific aesthetic; and finally, to analyze the implemented strategies towards its insertion into the local media and the regional festivals that gave this music a certain degree of legitimization in the eyes of the audience and other contemporary music styles.

“Cancionero pampeano”   y estrategias de legitimación: La peña  “Temple del diablo” y  el disco  “Voces de la Patria Baya” (1974) del dúo Sombrarena.

Entre los años 1972 y 1974 funcionó en la ciudad de Santa Rosa (La Pampa) la peña cultural “Temple del Diablo”, la que operó como  lugar de encuentro entre  músicos, poetas y artistas provenientes de otras disciplinas,  quienes se encontraron con   el objetivo común de hacer trascender  el perfil  cultural de una incipiente identidad regional. En este contexto  aparecen las voces de Delfor Sombra y Cacho Arenas, agrupados como el dúo  Sombrarena,  quienes  a través de la producción independiente del disco “Voces de la patria Baya”, se propusieron difundir parte del    repertorio  musical pampeano  eventualmente  desconocido. Los once temas a dos voces y dos guitarras incluyen cuecas, milongas, estilos, zambas, etc., y   se orientan  hacia la reafirmación   de   un estilo musical determinado  a partir de ciertas pautas rítmicas, melódicas, formales y literarias que tendían  a  constituirse como  el  lenguaje propio con  color local,  que con el tiempo pasó  a denominarse “ cancionero pampeano”.

A partir del testimonio oral, de fuentes escritas y  sonoras, los  objetivos de esta ponencia  serán: retratar el  contexto particular de la peña “Temple del Diablo” y las prácticas musicales/compositivas que allí acontecieron;  reflexionar sobre la  mediatización de la  música como espacio de concreción  de lo imaginado,  que supone la búsqueda de una  sonoridad, arreglos  y  temáticas  cristalizados en una propuesta estética diferencial; y finalmente,  analizar  las estrategias implementadas hacia   su  inserción en un ámbito  de circulación relacionado con las radios de influencia local  y con el circuito de festivales de la región que le otorgara cierto grado de   legitimación ante la audiencia y en relación  con  otras músicas vigentes.
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To employ media ecology for the purposes of art criticism is really to apply it as a mode of cultural criticism. An underdeveloped theoretical strain within popular music studies, media ecology is predominantly a North American intellectual tradition that concerns itself with the interaction of human beings and the socio-cultural environments created by their technologies, devoting particular attention to communication technologies. 

Marshall McLuhan points out that technical innovation throughout a culture’s history alters its sensory biases, thereby always creating new areas of perception and new areas of blindness. While Gestalt psychology delineated these aspects of perception using the terms ‘figure’ and ‘ground’, McLuhan was to extend them not just to vision but to all perceptual awareness. Regarding the study of media environments, McLuhan suggests that the primary significance and use of the arts has always been their role of supplying ‘counter-environments’—artefacts or practices which make the ground of environments perceptible by converting them into figure. 

McLuhan points out that artist types often provide us with advance knowledge of how to cope psychically and socially with new technologies by illustrating how to rearrange one’s psyche in order to anticipate their effects. in this way, they possess the means of anticipating and avoiding the consequences of ‘technological  trauma’. The arts are central to the cultivation of the inner life, and particularly to the discovering of harmonies between our inner states and our surroundings. in order to investigate how music achieves this, I will retrieve the work of Susanne Langer, and offer some suggestions how one might proceed further to build upon her musical hermeneutics. 
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The paper argues that unlike as it happened in the United States, in Mexico the origins of jazz and rock & roll were symbiotic: both musical genres came from the same root, and mutually benefited from its association for their respective developments. Therefore, the paper states that the origins of Mexican jazz goes back to the same protagonists who incipiently introduced rock & roll in this country. Chronologically, this corresponds to the first half of the decade of 1950. The paper then revises how jazz in Mexico emerged, and the first recording of this genre is commented. Then, the introducers of rock & roll with their pioneering recordings are identified, and it is briefly described how rock & roll evolved in the hands of those precursors. A preponderant role in that foundational project corresponded to pianist and composer Mario Patrón and his wife Gloria Ríos. But Patrón was also a key figure for the launching of jazz. Hence, it is concluded that both the starting and impulse of jazz and rock in Mexico come, undoubtlessly, from the same root.   
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This paper explores the history of South Korean popular music after her liberation from the Japanese colonization. Since the American military entered South Korea in 1945, there has been competitive contestation for cultural hegemony between Japanese-style and American-style music, especially after South Korea’s liberation. The American military government introduced cultural policies that favored America in order to intensify the political bond between South Korea and America. This policy enables Korean people assimilate American popular culture. in addition, institutions such as AFKN (American Forces Korean Network) and the Eight US Army Show have provided Korean musicians and audiences with resources for entertainment or the education of new music. American broadcasting and performance have influenced the shaping of modern popular music in South Korea. American-style music, such as rock, standard pop and folk music, has dominated popular music industry in South Korea since the 1960s. My paper examines how American popular music has gained cultural hegemony over Korean audiences through cultural policy analysis and archival works. This study will contribute to the understanding of the relationship between traditional music, Japanese-style music and American-style music since 1945. Historically, popular music has never received academic attention appropriate for its prominence in society. Unlike other studies Park (2003) and Shin (2004) concentrated on a particular genre; however, my study will address general popular music and its social/political context. Furthermore, it will discuss popular music’s transformation in terms of Korea’s reception of modernity.
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If music has played a vital role in the social and economic life of New Orleans, then why do so many musical performers have difficulty subsisting on a livable wage? Advertisements underwritten by government tourism agencies prominently feature local African American musicians, yet some of these musicians must seek medical attention at a privately-funded musicians’ clinic, many more cannot afford adequate housing, and nearly all were educated in a dysfunctional school system with a minimal music curriculum. While tourism is the largest industry in New Orleans and black music is central to visitors' conceptions of an authentically "New Orleans" experience, professional musicians are seen as providing a service equivalent to workers in the hospitality industry. This characterization is evident in two state-sponsored studies: "Louisiana: Where Culture Means Business," a study of cultural development made prior to Hurricane Katrina, and "Louisiana Rebirth: Restoring the Soul of America," a strategic plan unveiled immediately after the hurricane in September 2005. Each of these documents bases the revitalization of the state and local economy on increased tourism to sites that employ a cultural workforce. This paper pursues how the interests of musicians and related culture workers are seldom accounted for in the strategies of the state and local business. The lived experience of musicians, struggling to obtain fair compensation and basic services, is contrasted with the rhetoric of cultural policies and economic initiatives.
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in this paper I analyze the way in which the conflict between orality and literacy to produce the legitimate truth, comes together in the conformation and, essentially, in the definition of the use and appropriation of two antagonistic musical repertoires in Estancia La Candelaria (Córdoba, Argentina). Such repertoires are those of `acceptance' and `unmasking' of the domination context that the fifty families who live in the region suffer and that prevailed by the end of year 2000, with the declaration like World Heritage by the UNESCO. Although the songs of both repertoires correspond to which is denominated generically Argentine folkloric music, the differences among them arise when it is analyzed, mainly, the predominant folkloric species in one or another repertoire; the stylistic characteristics of the lyrics; and the place and moment where each musical repertoire is interpreted. 

To obtain that the written knowledge has more validity than the oral knowledge, or vice versa, pursue the objective of manage the monopoly of the legitimate word, that is to say, to have the power to impose the vision of the world. in Estancia La Candelaria, the provincial state imposed the idea of the cultural tourism like economic panacea, in damage of the farmers’ traditional activities. Thus, analyzing the characteristics of the musical practice of the repertoire of unmasking of the domination context allows us to visualize the collective strategies of critics to the carried out policies by the state. For it, some notions of studies on orality have adapted, like “intellectuals”, the “rumor”, the “testimonies” and “popular voice”. 
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PERFORMANCE?
Britpop was a musical discourse rather than a genre as such and was born of both a frustration at the dominance of American bands in the British music scene of the early of 1990s in time of Conservative government in England. But following the collapse of the Conservative vote in the 1997 election, the Labour government announced the new formation of Britain economic policy by new labour concept “see the arts instrumentally as a means to help achieve of British life and social regeneration”. This economic policy emphasized certainly on export of Britpop’s use of national image as well. 

As a musical discourse, Britpop rallies around the world by hit bands and cool media in the late 1990’s. As a cultural discourse, Britpop cease to have defining effect upon ‘alternative life style’ of youth culture around the world. Within theses discourses, the new frontier of national and political ideology does not depend on state’s territory anymore. However, these discourses also draw new boundaries which become a battleground of border between national community and cosmopolitan.  

in this paper, I will examines the significance of "Britpop" in Thai popular music culture, especially about Futon, a multinational rock band (comprised of British, Japanese and Thai members) and music production company Smallroom Record Ltd., which strongly invented British pop music as a urban soundscape of Bangkok. The paper will also raise questions about the multi-cultural identities as well as the limits of imagined community in the complexity of global media culture. 
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My paper examines Israeli psychedelic electronic dance music culture by attempting to ascertain: what is ‘Israeli’ about the Israeli psy-trance dance music scene? More than three years of participant/observation at psy-trance parties/gatherings led me to understand that Transistim, the term Israeli psy-trance music enthusiasts use to refer to themselves, often behave in a paradoxical, contradictory and even somewhat hypocritical manner. in order to substantiate these findings, I applied two systems of language analysis - the sign-orientated view of language and the theory of “Phonology as Human Behavior” – to the words which accompanied Transistims’ behavior (Diver, 1975; Tobin 1990, 1997). Although sparse, the minimal statements found at psy-trance gatherings (in track samples, on banners, stickers, participants t-shirts and tattoos) were enough to identify this “text’s” extralinguistic message and bolster my understanding of why Transistim behave the way they do. 

Surprisingly, one of Israel’s electronic dance music culture’s foremost paradoxes is that a major influence on Transistims’ behavior stems from their own source culture, i.e., late-modern post-Zionist, mainstream Israel, whose norms and values Transistim integrate into their own conduct. This is unexpected because both the establishment and Transistim view PEDMC as counter-cultural and the idea that Transistim are actually replicating models of contemporary sociality seems counter-intuitive. At the same time, since Transistim duplicate what they often profess to refute, it is understandable that they appear ambivalent towards their actions and hence behave in a paradoxical fashion. My paper, presented in video form, illustrates these ideas by offering a revealing glimpse into the contradictory world of underground Israeli psy-trance music culture. 
Liberalism Under Attack! – or How Popular Culture in The Netherlands Has Responded To Recent Challenges To The Dutch Liberal Social Model
Pieter Schoonderwoerd

The University of Nottingham

<pieters@ntlworld.com>

Stream: Nation, Region, City.

Keywords: Nederpop, Dutch Liberalism, Identity Concerns.

in 1990, the controversial book ‘De ondergang van Nederland – Land der naïve dwazen’ (The downfall of the Netherlands – Land of naïve fools) was published. Shortly thereafter it was removed from shop shelves due to its incitefulness. Written under the pseudonym Mohammed Rasoel (literally, The Prophet Mohammed) by a Pakistani cabaret artist living in Holland, the short book foretold the impending subjugation of a liberal Dutch culture too soft to resist radically-infused first and second generation Muslim immigrants. Indeed, since its publication, the Netherlands has become beset by crises of national identity, particularly following the murders of the politician, Pim Fortuyn, and the film-maker, Theo van Gogh. Likewise, in vacillating between enforcing more stringent immigration laws and integration tests or relaxing legislative rules to allow Sharia law into Dutch legal practice, as proposed in September 2006 by the Dutch Justice Minister, Piet Hein Donner, reactions of the political establishment have been taken by some as evidence of Rasoel’s prophesies coming home to roost.

Given the intense politicised discussions existing in modern-day Dutch society, and their relevance to similar issues facing the European continent and EU enlargement, I will be investigating the extent to which this important social challenge is being played out in Nederlandstalige, or Dutch-language, music. I will examine whether or not Dutch popular musicians like Marco Borsato, DJ Tiësto, Lange Frans & Baas B and De Raymster are entering into the debate and determine both the localised and the wider national cultural implications for the (non-)stances taken. 
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I’d like to discuss two important moments, which play a leading role, if staging and authenticity come together:

On the one hand, I think the production of authenticity plays an important role to understand what happens during the process of performing. Because, it’s an act of performing which decides if the production of authenticity is successful or not. Especially, teenagers and young adults watch the development of the actors and actresses on music television and in other media contexts very carefully. in this process of the production of authenticity the famous musicians needs the appreciation by their audience. But the question is the relation between the production or staging and the authenticity, if both, the actors or actresses and the audience are having a reciprocal relation.

On the other hand, the question is, which criterions are important if presentations of (famous) musicians should be perceived credible by their audience. How do the musicians perform their celebrity roles in the different media contexts and environments? and, which role take the audiences in this process of performing and producting authenticitiy?

With Judith Butler’s concept of performativity in combination with other concepts of performativity I’d like to answer these questions. I think, especially in the videos which are shown on music television, the performances in the presentations of the musicians must be credible to produce authenticity. Important is in this context the imitation and re-production by their audience or by the musicians themselves on stage.

Negotiating 'Koreanness': Perceptions of Korean Jazz among its Listeners and Performers 
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The primary question posed by this paper is whether Korean musicians and jazz listeners perceive any distinctly 'Korean' characteristics in Korean jazz. The material for this paper is primarily drawn from interviews with jazz musicians and listeners. This paper, while reflecting some of the perceptions of specific individuals within a designated geographical space, will hopefully contribute to larger discourses that have been prevalent in jazz research. These include debates revolving around jazz's role in expressing a local versus global identity, as well as definitions of the genre and its implied aesthetic values.

300 New Radio Stations in 4 Years:  A Critical Appraisal of Musical and other Cultural Initiatives of the Bolivarian Revolution in Venezuela

T. M. Scruggs

University of Iowa

<tm-scruggs@uiowa.edu>

Stream: Nation, Region, City

Keywords: Venezuela, government policy, nationalism, politics, radio

The election of Hugo Chávez Frías to the presidency in 1998 and the beginning of the “Bolivarian Revolution” promised an opening up of possibilities for greater community access within the public domain of the mass media.  At the same time, of course, the major private institutions already in place found their decades-long monopoly threatened by the potential of new state-funded initiatives.  After the failed right-wing coup against the national government in 2002, the promised nationwide engagement of community-based media and cultural production qualitatively accelerated.  This paper critically considers stated goals and actual results related to music, such as: a new national law to enforce a percentage of “national” music broadcasting on all radio stations; an explosion of partially state-funded small community radio stations nationwide, over 300 by late 2006; new local and national television stations with substantial musical content; and a series of projects within different units of the Ministry of Culture directed at musical production.  This paper examines the actual effect of the most important of these new initiatives and analyzes to what extent and what ways they have, and have not fulfilled their promise to empower the many types of musical expression of the popular classes.

What Happened To “Asians” When Asian-American Indie Rock Met Asian Indie Rock
Hyun Joon Shin

Sungkonghoe University, Institute for East Asian Studies

<homey81@gmail.com>
Pil Ho Kim
Department of Sociology, University of Wisconsin-Madison

<plateaux@gmail.com>
Stream: Nation, Region, City 

Keywords: Asian-American, indie rock, identity, ethnicity, diaspora  

in 1995, Sooyoung Park who was the frontman of Seam, an indie rock band based in Chicago, organized a tour called Ear of the Dragon. The tour gathered numbers of Asian-American musicians who were scattered over the states and was hyped by some media saying that “Asians can rock.” After four years, in 1999, Seam visited Taipei (in Taiwan) and Seoul (in South Korea) for a small concert and shared the stage with “real” Asian indie musicians. Afterwards, more Asian-American indie acts, for example Mike Park and Jenny Choi visited their homelands and some Asian indie bands like Ladybug (from Taiwan), even ventured the tour to the US. 
This paper examines what happened when diasporic Asians met grounded Asians who shared the common musical taste. After summarizing the short history of Asian-American indie rock, “I,” who was one of the organizers and “promoters” of the concert, will explore how so-called “Asian-American indie rock hero” was received by local fans and media. I will focus at how “Asian” is represented and renegotiated by these special kinds of meeting, which can be called neither purely “international” nor simply “national”. in conclusion, this paper will investigate how “Asian(s)” as well as “American(s)” was redefined through the face-to-face mediation of the “unpopular” genre of popular music with the hope that it can contribute to Asian-American studies in general.  
PANEL: New Technology, New Economy and New Subjectivities in East Asian Popular Music  

This panel is about the recent transformation of popular music and music industry associated with the development of new technology. There are three papers which are case studies dealing with Japan, China/Taiwan and South Korea, respectively.
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Emerging Mobile Subjectivities in the Age of Portable Digital Music in the City

Yoshitaka Mouri

Keywords: mobility, digitalization. postmodern, city, Japan/Tokyo

The paper examines new urban subjectivities that are emerging with the development of the mobile technology such as mobile telephone and i-Pod. It focuses on the way of listening to music in the city that has been gradually changed since the success of Sony Walkman player. The victory of digital technology has changed the concept of a ‘full-album’ of vinyl records that has been felt even in a cassette tape in the Walkman. It has also transformed the idea of consuming music, by slowly sweeping away the market of CD/record shops with on-line shops and P2P technology. Music is not only something to be bought or listened to, but also worn as an accessory and even exchanged as a means of communication with friends in much more fragmented ways.

     The paper will analyze the following three questions; first, how do the young people listen to music in the urban setting, in particular, by carrying with mobile music devices? Second, does this situation affect the form of music itself and if so, how? Thirdly, it explores how subjectivities are constructed through the listening practices of such fragmented forms of music. Through these examinations, the paper hopes to show the location of popular music in the digitalized and globalized city settings. 

The paper is based on my own detailed fieldwork in Tokyo and hopes to hint the future of music in a rather positive way by demonstrating some of experimental usages of mobile technology in the field of music.
Transformation of music industry in digital age: The case of South Korea 

Jungyup Lee 
Hyunjoon Shin

Keywords: Korea, music industry, digitalization, convergence, concentration 

This paper explores the recent transformation of Korean music industry and its cultural implication. We locate current transformation of Korean music industry in the context of the "digitalization." Korean music industry is becoming "digitalized" with the fastest changing pace in the world. The revenue from "digital music industries"' including mobile ringtones/downloading and internet Stream/downloading is three times bigger than "offline" record sales. it involves the changes in terms of industrial structure in the context of larger industrial setting of "new digital economy."  It shows the tendencies of concentration and "convergence" where telecommunications corporations (such as SKT) and multi-entertainment conglomerates (such as CJ Entertainment) emerge as "new giants" in music industry, and make it as a part of larger culture and media industries. Finally, we examine what these structural changes of concentration and "convergence" imply in cultural terms. We ask the question of power and look at how the structural transformation impacts the diversity of music in the process of selecting and excluding specific music genres, and limits the possibilities of public musical spaces. 

New technologies and new forms of music commodity/labor: An economic analysis of the China's Super Girl

Miao-ju Jian
Chang-de Liu

Keywords: new technologies, music industry, unpaid labor, China’s Super Girl

Digital technologies, such as MPEG Layer3 and peer-to-peer technologies, have threatened the traditional economic model of the popular music industry. Various types of music marketing have been developed in recent years, such as pay-per-download websites. in this sense, China’s Super Girl, a popular reality TV show, could be seen as one of the successful new models which generates profits from music. 

This paper examines the economics of China’s Super Girl. On the one hand, this singing contest has created new forms of music commodities. The program sells spots for product placement to advertisers and also shares profits with telecommunication companies by encouraging viewers to vote through mobile phones. On the other hand, it has exploited a new form of labor. Thousands of ordinary girls have flooded into this program. From the viewpoint of labor theory, these unpaid amateur singers compose the “industrial reserve army” that enables the TV station, a part of the chain of music industry, to cut their costs. By accepting the myth that to perform pop music is to express and fulfill oneself, participants of China’s Super Girl not only “consume” but also “produce” music products. Through analyzing both the consumption and the production of this reality TV program, this paper will attempt to demonstrate how the participation of viewers and contestants has being shifted into a saleable commodity and transformed into unpaid labor. Thus, the flexible, localized and customized profitable music model in this program may also signal a new economy in a digital and post-record music market. 
Bob Dylan: How Rock & Roll Became Art

David R. Shumway
Department of English
Carnegie Mellon University
<shumway@cmu.edu>

Stream: Popular Unpopular

Keywords: Rock & Roll, Star, Persona, Politics, Status

Bob Dylan in the 1960s evolved from a folksinger into the first rock musician identified as an artist.  He was the first rock star to present himself as if he were in the same kind of business as Ezra Pound, Pablo Picasso, or Igor Stravinsky.  He did this by making reference to and borrowing from literary modernism, especially poetry.  At a time when the division between high Art and popular forms was strongly entrenched, Dylan managed to bridge the gap, convincing poets, critics, and fans that he was a genuine artist, if not a genius.  This new persona resulted from his giving up the role of the committed topical songwriter to define his mission as self-expression, yet that new role enabled him to continue to comment on political and social issues without being pigeon-holed as a "protest singer."  Yet it is also true that his songs became less political, and this fact was to some extent obscured by his identification as an artist.  Dylan's claim to Art made it possible for other popular musicians to seem themselves in this light--for example, the Beatles, who credited Dylan with influencing their turn toward more serious material.  Similarly, Dylan's example allowed other performers to be taken as serious artists by fans and the media.  Everyone, from James Brown, to Joni Mitchell, to Bruce Springsteen, to Public Enemy, benefited from Dylan's breakthrough.

Technical Equipment and Gender in the Consumption of Popular Music in the West German 1960s

Detlef Siegfried

University of Copenhagen

<detlef@hum.ku.dk>

Stream: Technology & Industry

Keywords: Record players, Consumption, Gender, West Germany, 1960s

in the developing mass market of youth-oriented popular music in the 1960s, technological equipment such as record players and records, radio, and tape recorders were its material basics. Exemplified on West Germany, this paper investigates, how the material culture was determined by gender and how it changed along gendered lines. While in the late 1950s, young women were the main customers for record players, specifically designed to match their taste, and on the other hand young men used mainly tape recorders, which served their technical ambitions, this constellation changed significantly until the early 1970s. Along the success of stereo technology and the rising sale of technologically advanced hifi-units, young men came to the forefront of record buying and record using customers. Along with this, they established a cultural hegemony in the discourse on popular music. The paper explores the mechanisms of this fundamental change in the gendered consumption of popular music.

Rabecas, the Brazilian fiddles: local practices and recording market niches

Esdras R. Silva

UNICAMP - University of Campinas

<esdras@iar.unicamp.br>

Stream: Nation, Region, City.

Keywords: rabeca, Brazilian fiddles, non-standardization, local practices, recording market niches

Along the first 400 years of Brazilian history, two musical instruments brought by the Portuguese settlers to the country, the rabeca (rebec) and the viola (ten string guitar), traveled similar routes and often side by side. Their function was to provide music for cultural activities of a ludic-religious character in rural communities. From the 20th century on, the rabeca and its music remained marginal to the process of industrialization and urbanization that engulfed Brazil, while the viola acquired new meanings and national popularity with its insertion into the recording market. Even today the rabeca has a very shy presence within this market, due to various reasons, among these: the difficulties intrinsic to its mastery, the strong ties it still keeps to regional popular and religious feasts, and the absence of a musical genre of ample consumption nationwide that may serve as a vehicle to popularization. Owing to its strong regional profile, the instrument presents an enormous variety of ways of construction, materials, tunings, number of strings, playing techniques and repertory. Its use in popular music reflects these characteristics.

This study aims at an understanding of how non-standardization of the instrument in several levels of its existence contributes to the arousal of local practices, which produce lasting developments and market niches. Above all, it will investigate the work of José Eduardo Gramani, musician and academic researcher, the creator of a highly unusual artistic proposal for the rabecas, one that challenges classification and trespasses stylistic, geographic and historical borders.

Rock Radios on Rio de Janeiro

Heitor da Luz Silva

Universidade Federal Fluminense

<htr428@gmail.com.br>

Keywords: fm radio, rock, musical genre, local identity.

TECNOLOGY?
This work aims to compare two models of fm stations that present themselves as rock radio stations on Rio de Janeiro, in two distinct moments, articulating this radios and their relevance on a configuration of a local identity of rock. It tries to understand the way that each station (Radio Cidade and Radio Fluminense) establish an idea of rock station in relation and contrasting to an idea of pop radio to this potential audience taking into consideration the musical specificities of the local contexts in each period, detaching the other local agents (musicians, record companies, fans) involved on the local configuration of rock and the conflicts between the many musical genres related to rock (punk, progressive, metal) and their specific ideologies.

Using a socio-cultural approach, this work establishes a debate with the concepts of subculture on the cultural and post-cultural studies, scene and community on Will Straw and also the works about musical genre on Franco Fabbri, Simon Frith and Jeder Janotti Junior.

“Are They Still Around?”: Indigenous Resistance and Resilience in North-Western Mexico

Helena Simonett

Vanderbilt University

<helena.simonett@vanderbilt.edu>

Stream: Nation, Region City/Popular and Unpopular Musics

Keywords: globalization (NAFTA), indigenous music, identity, resistance, cultural politics

The global vision of Mexico’s neoliberal economists and politicians of the 1990s has had contradicting effects for the country’s citizens. As the political power has become more horizontal and dispersed, many are grabbing the chance for greater political and cultural participation. Mexico’s rural population, however, is suffering through one of its worst crises in recent decades. The reforms’ potential for growth and recovery has not yet trickled down to those labouring at the bottom of the income pyramid, among them the 10 million indigenous people, and the government’s (President Fox’s) promise of more indigenous rights and greater autonomy has so far remained a lip service only. Ethnocultural survivalists view the aggressive international expansion of capital and market economics as inimical to the autonomous endurance of particular idiosyncratic, local-regional, indigenous cultures. The relationship between the indigenous and mestizo population, however, has been contested since their first encounter, with the latter as the dominating force. As I will show, the Yoremem of North-western Mexico are employing cultural politics, in which music plays a crucial role, as a new strategic tool for survival and resistance. As a response to the increased “mestizoization” of their way of life, indigenous people, such as the Yoremem, have created and hold on to a dynamic symbolic ceremonial system based on ancient believes and music practices that clearly sets them apart from the surrounding mestizo population.

The presentation will be delivered in Spanish language.

¿???????? TRADITIONAL MUSIC…La Música De Tradición Oral Como Patrimonio Oral E Inmaterial De La Humanidad.

Violeta Leticia Torres Medina

Instituto Nacional De Antropología E Historia (Inah), México.

<vciber@yahoo.com>

Se trata de un acercamiento teórico de la transición del concepto “folklore musical”, al de “música popular” y finalmente en la era de la globalización, al de“ patrimonio oral e inmaterial”, este último emanado de los teóricos que justifican  el que un bien social sea subordinado a intereses privados ya que complementan las llamadas rutas culturales, con el turismo de sol y playa. La manera de abarcar la protección del llamado patrimonio oral e inmaterial, todavía no se resuelve en México y las leyes mexicanas sobre el patrimonio inmaterial musical oscilan entre la Ley de Derechos de Autor y la Ley del Derecho Industrial. 

España tiene un modelito de ley de protección de su “Misteri d’Elx” que se encuentra entre el mito y la discriminación, pero en México, no son aplicables tales medidas. Las razones serán explicadas durante la presentación multimedia, con música e imágenes fijas y en vídeo, de dos eventos festivos marianos, uno de España y otro de México; el primero, con el sello de la UNESCO como: “Obra Maestra del Patrimonio Oral de la Humanidad” (El Misteri d’Elx de los ilicitanos) mientras que “La Vela de la Asunción de Agosto” de los binnizá, no tiene  tal reconocimiento, ni falta que hace que la tradición la conviertan en circo, dice la gente.

South African Popular Gospel Music and the Birth of Democracy

Sipho Malembe

University of KwaZulu-Natal

<971166345@ukzn.ac.za>

Stream Nation, Region, City

Keywords: ‘Local’ Gospel Music and democracy

South Africa is a country with a young, but growing democracy that was declared in 1994. The effects and the aftermath of this socio-political order are indelible and far reaching on different aspects of the country. Arts and culture, music in particular, was very instrumental in this process. 

‘Local’ Gospel music played a remarkable role in the struggle against apartheid, racial domination and consequently, the birth of freedom. Similarly, the birth of freedom played, and continues to play a role in the shaping of this genre, in terms of its production, mediation, performance and reception and/or consumption. ‘Local’ Gospel music is by far, one of the biggest genres of popular music, commercially and in terms of its production and its audience.

in this paper, I explore the ‘two-ways’ role that South African popular Gospel music and the birth of freedom have played on each other. in doing so, I unfold the complex genre of South African popular Gospel music and focus on the factors that shape and identify the music. I also look at how South Africans personalize and identify with the performance and the reception and/or the consumption of South African popular Gospel music; and how this process in return locates the music in the premises of democracy. 

Dynamics of Place in Creation of Cultural Space: Articulations of Finnishness and Politics of Production in Suomi-rock

Terhi Skaniakos

University of Jyväskylä

<terhi.skaniakos@campus.jyu.fi>

Stream: Nation, Region, City

Keywords: national, identity, politics, place, space.

Place has played an important role in the emergence and development of Suomi-rock (Finnish rock). Transnationally this genre followed Anglo-American practices, and its aesthetics was built on rock authenticity, emphasising the importance of touring and live performance. Musically this genre was a mixture of rock, pop, punk, but also the national Schlager (iskelmä) tradition. One significant feature of Suomi-rock was that it was almost entirely sung in Finnish.

The importance of place becomes apparent, when we focus on the ways in which the transnational influences were merged with national developments and traditions of popular music. Furthermore, the new, alternative articulations of the national in Suomi rock, as well as the new modes of production and consumption of the music were significant from the perspective of the local, regional and national policies in Finland. 

I'm focusing on the cultural space of Suomi-rock created in the Tuuliajolla (Drifting) rock tour in 1981. Through this case I will scrutinise the articulations of identities and implementations of policies in the practises of Suomi-rock. Those are crystallised through opposition of urban and rural Finland, and that of generations - those of the suburban generation opposed to the generation of transformation (post war baby boomers).

Performing Identity on the Northern Soul Dancefloor

Nicola Smith

The University of Salford

<N.J.Smith@pgr.salford.ac.uk>

Stream: Performance

Keywords: Dancing, Gender, Northern Soul, Identity.

Dance is often considered a feminine practice (McRobbie, 1997; Pini, 2001). Consequently I argue that the dancefloor is often positioned as a feminine zone. However within the British Northern Soul scene dance is performed by white, working-class, heterosexual males. Such dancing is not akin to the rock/punk styles of moshing or pogoing (jumping to music) nor to the partnered use of dance as courtship. Northern Soul offers an example of how the masculine can be performed within a controlled, self-taught and expressive (if not spontaneous) style of popular dance.

The Northern Soul dancefloor is a space in which to perform the self via representing, embellishing and, arguably, challenging modes of gendered association. in this paper it is argued that heterosexual male Northern Soul dancers attempt to alter the feminine dancefloor space by exaggerating stereotypical masculine qualities in dance, thus situating the Northern Soul dancefloor as an acceptable masculine space. The challenge to the traditional femininity of this space and the assumed achievement of masculine domination of this dancefloor enables the creation, performance, and maintenance of male scene-based identity. Questions of how, if at all, the female dancer responds to this assumed male domination is also discussed in relation to the female Northern Soul identity and her physical presence and performance on the dancefloor. 

This paper examines the potential for, and methods of, resolving the contradictory demands of the dancefloor as a space to perform self, to embrace gender, and to demonstrate commitment to the Northern Soul scene via dance.

Authenticity and Hybridity: Politics of Power in Mariachi Performance 
Leticia Soto 

University of California, Los Angeles

<leticia@ucla.edu>

Keywords: Mariachi, authenticity, hybridity, habitus, audience reception. 

PERFORMANCE, REGION?
As a musical mixture of indigenous Mexican and rural European customs, mariachi music originated in a way that a vague link survives between native Mexican roots and the modern mariachi. Despite its hybrid origins, the irony in the stringent ties of mariachi music to authentic Mexican traditions produces assumptions of authenticity and hybridity as music develops through time. Through my ethnographic fieldwork in regional music of México, I delve into issues of cultural and musical hybridity specific to mariachi ensembles in the United States. The complexities in mariachi audience reception induces politics of power between the purist and the popular audiences as well as mariachi musicians. The purist audience maintains that mariachi music should not be changed as it maintains authentic ties to the Mexican tradition whereas the popular audience encourages both musical and cultural innovations. As such, I will draw upon research in mariachi history, instrumentation, and performance that is tied to Mexican nationalism. in addition, I will site literature that includes concepts of contesting hybridity along with the philosophy of audience consciousness in effort to explain Bourdieu’s concept of cultural capital as a form of musical expression. I hope to demonstrate how mariachi music produces a cultural meaning that is practiced by the individual performer as well as its audience and how this practice may preserve or change traditions in the Mexican culture. With the challenges of examining and defining cultural authenticities, will musicians change the meaning of the mariachi tradition while expressing their habitus of multicultural exposures? 


“From here …and there”: Cuban Pop Music: From Appropriation To Concretion

Carmen Souto Anido

Instituto Superior de Arte (ISA)

<anido@enet.cu>, <iscalusa@yahoo.es>

Keywords: Cuban pop, appropriation, tendencies

REGION? GENRE
When anybody talk about «pop music», it comes to our mind the idea of a «big bag» where you can include all kind of musical manifestations that cannot be classified with other definitions, conceptually more clearly or better enunciated. This has been kept in the Cuban musical ideational system, not only by the specialists but also by the creators, because of the diversity of manifestations of the pop music, as an aesthetic of the musical creation that covers a grate amount of creative forms, but that presents specific stylistics characteristics, specially referred to the timbre--rhythm aspects, proper identity elements of pop music. Those elements can be considered as universals, because they can be adopted by cultures all over the world, and be considered as pop just using it’s definite elements. All this allows the already known divisions of Latin pop, pop-dance, to the «appropriation» of the essential elements of the original pop language on local discourse. 

in this work will be analysed the following aspects:

· Original appropriation processes  for the  latter generic concretion of the Cuban pop music, since  it’s aesthetic topics and the  relationship between them.

· The definition of tendencies produced by the sedimentation or original patterns, and their latter adoption of other elements of traditional Cuban music.

· The appropriation by the composers of the pop elements that aesthetically correspond to dancing Cuban popular music, as an interpellator strategy for determinate audience sectors.

More than Sexual Healing

Jacqueline Springer

<Jacqueline@Jacqueline-Springer.com>

Stream: Songs of Desire

Keywords: Soul music, Black male expression, Emotion

Within the realm of black music, it’s largely accepted that the genres of soul and gospel almost entirely concern themselves with the emotional response to the physical or the religious. 

But soul music inhabits a further, unique position. in relation to black male expression, it’s an unequalled playground of confession of a gender and race largely seen as unwilling to revel in its emotional articulation.

What is it about soul music that allows black men to extol both their sexual desires and their emotional vulnerability? How has the genre changed its approach to this dichotomy since the commercial arrival (in 1979) of rap music? Why isn’t more known, and made, of the surrogate expressionism helmed by black male singer-songwriters and producers, that has seen male pens create songs made famous by the soulful evocation of female performers - from The Supremes (Holland Dozier Holland) and Minnie Ripperton (Stevie Wonder) to Toni Bratxon (Babyface)? 

Contemporary Black Music Culture will explore the above, and answer the questions posed via a cultural, musical and sociological perspective and illustrated DVD presentation format.

Fear and Raving: The Dynamic of Pleasure and Panic in Electronic Dance Music Culture.

Graham St John

School of American Research

<g.stjohn@uq.edu.au>

Stream: Popular and Unpopular Musics

On August 20 2005, south of Salt Lake City, Utah, a huge paramilitary operation was mounted to disperse a large, well organized Drum ’n Bass party called ‘Versus II’ in Spanish Fork Canyon. There were many arrests and widespread reports of police brutality in the home of the so called ‘RAVE Act’. in a period when electronic dance music (EDM) events and festivals are proliferating globally, Versus II was not an isolated incident. in July 2005, over 1000 riot police besieged and routed the annual CzechTek teknival in the Czech Republic. This followed a host of other police operations targeting EDM events around the world over the previous decade. 

Such illustrations of ‘moral panic’ do not merely evince a ‘war on drugs’ or measures to protect ‘vulnerable youth’ but are state exercises in disciplining consciousness and the body. in the context of the prohibition and regulation of dance music events, such measures possess a long legacy in the West. But even more impassioned than those mobilizing to demonstrate moral authority through such interventions are those who pursue ‘ecstatic’ or ‘trance’ experiences in the irrepressible context of dance music parties and festivals globally. Discussing how EDM cultures contextualize a tension between transgressor/transgressed, the desirable/undesirable, the popular/unpopular, this multi-media presentation addresses the ways in which a politics of fear and a poetics of pleasure are performed in the present.

Negotiating a Common Space: Mapping Performance in Jamaican Dancehall and South African Kwaito
Sonjah Stanley Niaah

University of the West Indies (UWI), Mona Campus

<sonjahst@yahoo.com>

Stream: Nation, Region, City

Academic inquiry into Kwaito has focussed on its emergence, role and place in democratic South Africa and youth culture generally, as well as symbolic elements, its music and articulation of identity in the South African experience. Starting with a perspective from research conducted on Jamaican Dancehall culture and with the recognition that Kwaito has been influenced by this culture, the paper will define Kwaito beyond its available musical perspective to a culture with elements such as fashion, language, space, attitude, and a status-granting institution. Through a combination of ethnographic and comparative research this paper explores this definition to uncover the parallels between Dancehall and Kwaito. At the interstices of cultural geography and performance studies, this study uses space as a holistic category through which to explore how identity, philosophy and history merge in the articulation of self for the disenfranchised youth in a cross-cultural context. Ultimately, this paper continues the work on a broader project of mapping Black Atlantic performance geographies using Dancehall and Kwaito as the main cases. 

The "Scholarly-Popular Song"Of Mikis Theodorakis: A Fundamental Tool for Struggle

Êalliopi Stiga

Musical Schools of Rhodes and Agrini

<kstiga@yahoo.com>

IDENTITY, REGION, PERFORMANCE
The “scholarly-popular song movement” inaugurated by the Greek composer Mikis Theodorakis in 1958 by putting the poem “L’Epitathe” from Yannis Ritsos into music, has created tremors in the musical life of twentieth century in Greece. 

The “scholarly-popular song” represents the junction point of “scholarly music” and “popular music” and it is founded on the great neo-Hellenic poetry. Presented in several different forms including “popular oratorio”, “contemporary popular musical tragedy” and “flow-song”, the “scholarly-popular song” has followed the people of the Greece during the entire twentieth century. It reflects their soul and can be considered like a tool continuously used in their struggle. 

The goal of this communication is, on one hand, to show in which manner, in which circumstances and for what reasons the “scholarly-popular song” of Mikis Theodorakis has been identified as a “cry from the suffering people of Greece” and, on the other hand, to put a new light on the international aspect of Theodorakis’ music as a “song of resistance”.

Subcultural Memory: Cruising the Tianguis del Chopo in Mexico City

Tony Mitchell, University of Technology, Sydney

<Tony.Mitchell@uts.edu.au>

Stream: Nation, Region, City

The tianguis del Chopo in  Mexico City, has been described as ‘a temple to Mexican counterculture’ (Monsiváis 1995:120), and ‘a classic Aztec place of  barter … the only place that exists … in the whole world where there is room for everybody, without exception, without censorship, without authority, without police or tabloid press, without laws, and of which the only master and love is Rock’ (Grande Garcia 2001). Originally established in  October 1980 outside the Universidad Nacional Autónomo de  México’s Museo del Chopo, it has become a weekly swap meet where up to 5,000 members of  a diverse range of popular music subcultures from punk to ska to reggae to hip hop to heavy metal to goth to blues and all subgenres of rock music in  both English and Spanish. Subcultures  congregate around up to 150 stalls to buy, sell and exchange CDs, DVDs, records, cassettes, fanzines, flyers, T shirts, posters, patches, jewellery and other accessories at affordable  prices, in open contravention of copyright laws. It is also both a monument to musical memory and a form of ‘open road’ while continuing to maintain what Berthier has described as ‘a contestatory, rebellious and irreverent presence’ (2002:339). This paper describes a trip to El Chopo in July 2004, and relates it both to a history of youth countercultures in Mexico and a global recuperation of ‘classic’ subcultural theory, especially in the realm of hip hop. 

Carlos Gardel is Still Alive the Colombian Mountains: A Postcolonial Reading of Why Tango was Reterritorialized in Medellín 

Carolina Santamaría

Pontificia Universidad Javeriana, Bogotá

<santamariac@javeriana.edu.co>

Stream: Nation, region, city

Keywords: Tango, Latin American postcolonial theory, territorialization/deterritorialization, records, resistance

This paper explores the use of concepts developed in Latin American postcolonial theory to analyze the relevance of music in the construction of local and trans-local identity. The case study is Medellín, Colombia’s second largest city and a stronghold of Argentinean tango’s fans and record collectors since the 1920s. A historical analysis that focuses on the period between the late 1920s and early 1960s aims to explain how and why this foreign musical genre became so important for the city’s local identity. By means of the concepts of colonial difference and coloniality of power (Quijano 2000 and Mignolo 2003), the analysis will illustrate how tango fitted well traditional boundaries demarcating race, class, and gender in local society, while articulated struggles for resistance to local and national conservative politics as well. This analysis attempts to provide a rationale for a specific case of re-territorialization of the “tango nomadé,” Ramón Pelinski’s term for a deterritorialized and transcultural kind of tango (2000).  

South African Punk Identities
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Punk was not only a music and fashion phenomenon of the 1970s, but the embodiment of non-conformity, discontent and a do-it-yourself culture that has continued to inspire the alternative youth of successive generations. One new cohort are the post-apartheid punks that provided the focus of my research.  A search for the best conceptual tool with which to analyse my qualitative data found that the concepts ‘subculture’ and ‘scene’ were useful, but ultimately inadequate. ‘Identity’ on the other hand is capable of highlighting and examining the complexities of the punk phenomenon. The history of punk demonstrated that meanings stem from cross-cutting experiences, context, sub-categorisation and political motivations. Similar influences were found at play in the South African context, but with a few crucial differences. Sub-categorisation was discussed in connection to a general and significant shift from old school to new school punk. The new school outlook is far more fun than the aggressive old school punk attitude of the 1970s. This new school attitude in combination with the proudly South African context has set the tone for a positive, good humoured and creative ‘punk family’. Unlike punk collectives elsewhere, these individuals express very little fear about their own futures and although most are politically aware, activism is rarely made a priority.

Sense and Meaning at Mexican Northwestern Musical Region: Valentin Elizalde Case
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Through this work we make an analysis taking as a theoretical frame some aspects of semiotics of culture as well as some other inputs coming from communication theories with special emphasize on cultural issues. 

At first part, We describe some aspects of regional music known as “band music”. We make a brief description about want “band” means, its origin as well as similarities and differences with some other music called “grupera” music, “tambora” and some others. 

At second part we include some theoretical aspects coming from “Tartu Scholl” (Lotman), Haidar, Abril, Thompson and Bourdieu. 

Finally we describe Valentin Elizalde case which has been recently murder when was out of a concert. We present some features of his iconographical construction. We make a semiotic comment of his voice, the socio-cultural aspects from “band” music. We present a general comment about some social representation of his songs, basically how people from state of Sinaloa are represented through his songs. 

Fragmentos de una voz furtiva y producción de sentido en la música regional en el noroeste mexicano. El caso de Valentín Elizalde.

Tanius Karam Cárdenas

Academia de Comunicación y Cultura. Universidad Autónoma de la Ciudad de México

<tanius@yahoo.com, tanius@hotmail.com>
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En el presente trabajo se hace un análisis, tomando como marco de análisis la semiótica cultural de la música regional del noroeste mexicano, conocida como “música de banda”. En el trabajo se hace una breve reflexión sobre lo equívoco del nombre “banda”, su origen así como sus semejanzas y diferencias con la llamada “música grupera”, “tambora” y otras. 

Se presenta la propuesta de análisis la cual incorpora algunas herramientas derivadas de la llamada semiótica de la cultura, tanto de Lotman, la escuela de Tartu como de otros autores iberoamericanos que la han trabajado.

Finalmente se hace la descripción del caso del cantador Valetín Elizalde, recientemente asesinado, de quien se presenta algunos rasgos de su construcción iconográfica, se hace un comentario semiótica sobre las características de la voz en este cantador y rasgos semiótica en la música de banda; se presenta un comentario sobre las representaciones del sinaloense en sus canciones y un esquema integrado para estudiar desde la semiótica las interacciones de las esferas de producción-difusión-consumo. 
Deviant Desires and Singing about Sex

Jodie Taylor

Queensland Conservatorium, Griffith University

<jodie.taylor@griffith.edu.au>

Stream: Songs of Desire

Keywords: queer, sexuality, identity, queercore

The articulation of sexual desire in contemporary popular music idioms has largely been the domain of heterosexuals. To achieve commercial status or public profile, queer artists have often been forced to maintain the he/she pronoun in their lyrics, thus keeping the referral of love or physical attraction to the appropriate gender – in other words – that which is not theirs. Outside the commercial radar however, queer musicians have found greater freedom to express desire and to publicly perform and articulate queer bodies, sex and gender. A valid example of this is the queer musical subculture known as Queercore. The emergence of Queercore as a Western music subculture in the mid 1990s protested the social masking of queer desire by singing and performing songs that audaciously discuss queer sexual practices and yearnings. 

This paper will investigate the subversive genre of Queercore and the aesthetic sensibility that accommodates the composition and performance of queer songs of desire. Two specific modes of queer desire arise in this investigation; the desire to publicly perform and sing about queer bodies, sexual behaviour, and gender; and the desire to subvert cultural normativity, especially the heteronormative limitations that stifle queer sexual expression. To support this claim localised practices will be explored on the bases of an ethnographic case study of a band from Brisbane, Australia called Anal Traffic. in the playful tradition of Queercore, Anal Traffic sing about queer sexual desire and their songs facilitate necessary discussion surrounding the social subjugation of queer identity.

????????? DESCRIPTIVE, IGNORES IASPM PROCEDINGS A música caipira enquanto registro das transformações: Sociais no brasil de meados do século XX
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A presente proposta tem como objetivo apresentar os resultados de uma pesquisa que vem sendo realizada com base nas antigas músicas sertanejas produzidas no Estado de São Paulo, no início da segunda  metade do século XX. Estilo que ficou conhecido como “música caipira”. 

Tomando como base a perspectiva de análise sugerida por Antônio Cândido, a de analisar a música caipira como ponto de partida para compreensão das mudanças que ocorreram na sociedade, a presente pesquisa busca compreender a maneira como essas mudanças sociais foram ecoadas nas canções do estilo musical em questão. 

O recorte temporal das músicas corresponde ao fenômeno social que ficou conhecido como o “êxodo rural brasileiro” quando o país deixou, então, de ser predominantemente rural para ter a maioria da sua população morando nas cidades tendo, assim, que adequar seus valores e percepções da vida.  

Themes of Conflicted Sexuality in Bob Dylan’s Lyrics

Lisa O’Neill
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Bob Dylan is well known for treating various human ‘realities’ in many songs.  His art takes as its subject matter varied philosophical, ethical, social and cultural issues and themes.  As an artist, he has persisted in both the mainstream and subculture of American life since the 1960s. Dylan’s early association with the folk movement in the United States grounded him as an artist whose work has significant cultural relevance and meaning.  Also well known is the fact that Dylan was immersed in the subculture of New York City during the 1960s, an immersion which included dealing with the radical social changes of the decade.  That time period witnessed the sexual revolution as well as the attending cultural consequences.  It is worth examining just what sort of influence this movement had on Dylan’s art as it would be highly unlikely that he would not have been affected from an aesthetic point of view, especially given insights revealed to us in his recent autobiography.  This paper, therefore, will examine the themes of passion and desire in Dylan’s lyrics.  Specifically, I will study the themes of homosexual desire and homosexual passions as they are presented in various Dylan lyrics.  The notion of how Dylan treats homosexual experience, thoughts, feelings and ideals through lyrics will be explored.

Let's Go Crazy; Prince, African American Performance Traditions, Popular Iconography, and a Performance Art Approach to Popular Music.
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Prince is an artist who is drenched in popular music traditions, especially those from the African American tradition. His performance techniques are loaded with blues, jazz, R'n'B, soul and funk references. However Prince also uses a theatrical approach to music more akin to the work of David Bowie, using the body as his primary instrument in a very deliberate, performance art approach. This paper investigates these issues, taking as a case study his performance of 'Let's Go Crazy' at the beginning of the film 'Purple Rain'. It looks at the performance tradition of black guitarists that informs Prince’s work, including comparisons with Charlie Patton, T-Bone Walker, Wynonie Harris and Jimi Hendrix, and at Prince’s iconic use of the guitar. It also looks at the theatricality of key influences such as Screaming Jay Hawkins, Little Richard, the Stax and Motown reviews, and at dance, make-up, and costume. The paper investigates Prince’s character development, his manipulation of the star system and at how he uses popular iconography to blur the distinctions between the idealised performer and the real world. 

Popular Music and the Horror Film
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Music has always played an integral role in the horror film.  Yet horror film music has received little critical attention, despite its continued prominence in the production of affect and meaning.  in most cases, the function of music in horror films is reduced to descriptors of mood (the tension elicited by the novachord), atmosphere (that “spooky” theremin), punctuation (via stingers and sound spikes), and leitmotiv (signaling the diegetic presence of the monster).  These analyses, however, inevitably fall short in accounting for the ways horror film music functions as a distinct site of ideological negotiation and value discrimination that seeks to represent audiences at the same time it represents music genres. 

Examining the use of various popular musics in Wes Craven’s Last House on the Left (1972), Meir Zarchi’s I Spit on Your Grave (1978), and Dario Argento’s Opera (1987), this paper begins to analyze the ways popular music genres maintain historically motivated articulations to different social categories (e.g. race, class, gender, age, and sexuality), which are then made to appear morally reprehensible through their incorporation in horror film narratives.  Accordingly, the historicity embedded in these musical practices get obscured and re-articulated to prominent horror film themes such as monstrosity, otherness, madness and violence.  

A View from America: Japanese Popular Music Performing Japaneseness
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in Lying Up A Nation (2003), Ron Radano theorizes that “black music,” insofar as we presume such a thing exists, must be understood to exist as a supradiscursive phenomenon.  He writes, "As a supradiscursive phenomenon interwoven with the discourses that socially constitute it, black music resonates across the sites and sounds of public culture, from black to white and back again.  It gives voice to those authenticities of race and origin as its artificiality betrays those authenticities as part of the social imagination" (12).  “Japanese music” is another supradiscursive phenomenon present in discourses emerging from North America, one that is becoming more prevalent as Japan’s era of “Gross National Cool” (McGray) continues to persist.

My paper will consider how Japaneseness has been performed and read in recent attempts by Island Records and Sony BMG Records to promote artists Utada Hikaru and Puffy Ami Yumi, respectively, in American markets.  Concurrently, I will also consider how Japaneseness has been performed in and around more minor flows of independent popular music.

Despite differences, both groups of artists are Othered.  Both also mark themselves as Japanese and fuel essentialisms, but in notably divergent ways that, in themselves, are not unrelated to the institutions that afford their movement.  An eagle’s eye view of the differences between major and minor flows of Japanese popular music in America will contribute to an understanding of how cultural institutions contribute to racialization and of what is at stake in the existence of “Japanese Music” as a supradiscursive phenomenon in America. 

Expatriate Blues? World Music and the BBC World Service
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This paper emerges from the first phase of a three year project to examine diasporic musical flows through the lens of the BBC World Service (BBCWS). Here the focus will be on the way this radio service, the former organ of British imperialism, constitutes a cross-border contact zone through its regular broadcasts of ‘world music’ to listeners around the globe. 

BBCWS was born in the 1930s when half the globe was still printed in pink ink on atlases. Yet even in its earliest days the Service programmed a remarkable amount of  mainly classical music, while at one and the same time playing a key role in proselytising British political interests ‘overseas’. Key questions to be addressed in the present paper, then, concern how and when world music was adopted by the Service, in what ways the shift from high art to the popular was achieved, and how exactly world music is now framed for the complex mix of listeners which make up the international audience – from Bangkok to Boston, from Durban to Dubrovnik.

in terms of method the paper uses discourse and content analysis of programmes and historical schedules, as well as drawing on BBCWS in-house audience research and archives.

The Idea of “Love” in Recent Brazilian Samba: The Case of “Romantic Pagode”
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Love is a recourring theme in samba repertory, found in many of very well known songs. Although, the love in samba is hardly real, being normally associated to desilusion, pain, suffering, and so on. For the samba composers – known as “sambistas” – the happiness is only found in parties and comunitary sociability, always involving partnership and social exchange. On the other hand, as the transnational cultural products increase its circulation through the planet, a new vision of love began to born within the samba repertory, mainly in the 90’s. This change had as protagonists some artists who tried to mingle this symbolic ambience of comunitary samba practice with the globalized ideology disseminated through pop international songs. For those musicians, love could be understood as a positive feeling, associated with happiness, and expressed notably in the romantic couple. This samba aesthetic, known in Brazil as romantic pagode, achieved huge commercial success in the 90’s, occupying the top positions of sales and mass diffusion.

Musically, the romantic pagode had produced a change in the traditional sonority of samba, deeply marked by the usage of eletronic keyboard instead of acoustic guitars and “cavaquinho”. At same time, the artists of romantic pagode introduced a new rhythmic pattern of samba and tried to build a samba aesthetic intentionally closer of the international romantic pop repertory. Through these changes, romantic pagode had produced an enlargement of samba borders, and increased its amount of consumers. 

Intertextual Timbral Effects in Alternative Country Music
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Alternative country music has, in effect, been in existence for as long as the mainstream country music industry.  Underground or obscure recordings have been produced alongside those that were meant for widespread distribution, and these recordings have often had as much of an effect on perceptions of country music as their mainstream counterparts.  While the concept of authenticity pervades the majority of country music reception, what it means to be authentic has had an even larger impact on alt-country music.  References to past performers, traditional instrumentation and stylistic practices, personalized subject matter, and rural costuming has informed much of the current repertoire.  It is through these references that performers gain an “authentic” persona and appeal to country traditionalists.  It is here that intertextual references hold a great deal of cultural capital, enabling those that frequently make use of such references to maintain an authentic aura with their listeners.

This paper will discuss the development of alt-country from 1990 to 2006, using specific examples of well-known performers in the genre.  in particular, certain intertextual references, including lyrical, instrumental, stylistic, and costuming practices, must be examined in order to determine how much of a role intertextuality plays in current alt-country production.  Specifically, overt imitation of verbal articulations, timbral effects, and lyric trends will be studied, alongside cover versions of past songs.  This study will be grounded in an historic look at country music, but will focus on the trends produced since 1990.

??????????? GENRE NOT RECORDED – OUTSIDE THE SCOPE OF IASPM, WHICH DEALS MOSTLY WITH MASS MEDIATED, OR AT LEAST RECORDED POPULAR MUSIC. The Venezuelan Meringue Rucaneao: From Down Fall as Popular Music and Dance Form to Dirth as Stylized Rhythm.
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The Venezuelan Meringue Rucaneao is a musical genre and also a dance, a song form and between 1920-1940, it was a way of life when it reached its popularity peak in Caracas.  Historically it is placed during the Venezuelan transition from a rural to an urban society. The way to musically notate the meringue is still a controversial subject matter, since it used to be written in 2/4 using triplets in the first beat and a two eighth-notes filling the second beat as in the Guasa, considered to be the meringue’s predecessor. Afterwards musicians wrote the meringue’s rhythmic pattern in 5/8 or, in rare occasions, 6/8. Meringue dancing broke the social conventions of its time since the dancing couple, a woman and a man, engaged in a tightly embrace, moved their waistline provocatively, originating this way the term Rucaneao. At first the meringue was danced to in the so called mabiles, places where the women greeted the costumers with the French words ma vie (literally it means “my life” but the rightful significance of such expression should be translated as “my love”) perhaps the word mabil, comes from such a source. Men paid the business owner 25 or 12,5 cents of a Bolívar for the right to dance. The lower class population danced the meringue but the higher class didn’t until famous dance orchestras like Larrain´s introduced the meringue in the wealthy caraqueños dance halls, finally conquering this social group. The meringue downfall started with the arrival of the vinyl LP record technology to Venezuela, which overwhelmed radio broadcasts, dance halls and parties with a flood of foreign music. It now survives as a genre for composers who use the 5/8 rhythm in an attempt to depict a nationalistic intention.

La invención de una patria portátil: un análisis semiótico del performance ranchero de Astrid Hadad
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Astrid Hadad es reconocida tanto en México como en el extranjero como una de las “intérpretes posmodernas” más sobresalientes de la canción ranchera. Las versiones teatralizadas de las canciones que interpreta en sus espectáculos, son performances que recrean arquetipos, símbolos y referentes culturales que forman parte del imaginario colectivo de los mexicanos y que también resultan reconocibles en el extranjero como representaciones de lo mexicano. 

A partir de conceptos de la teoría del performance y de la semiología musical, en este ensayo me propongo explorar la manera en la que Astrid Hadad trasgrede y resignifica las canciones de su repertorio a través del uso del cuerpo, el gesto y la voz,   en un discurso que desconstruye diversos estereotipos atribuidos a la identidad de los mexicanos.
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The presence of Brazilian music in the world is not new and, as well as football, it is constantly remembered as a brazilianism symbol. Both are elements of immediate identification when we are “quoted” in public events and advertising campaigns. 

However, do these symbols really show and identify us to the consuming public? How do these manifestations hide other bordered visions, concerning to the Brazilian culture? These representations do not characterize us as a whole and, for this reason, keep us distant of our proper distinguishing element, the diversity.

Showing different elements, as natural resources or cultural diversity, we can, in a certain way, detach our image from those stereotypes and reach an even more distinguishing value.

In both the fields of music or football, this phenomenon is constructed in a similar way: they appear as the great talent of all Brazilians, therefore it is spontaneous, not learned, not copied and nor even dominated, it is presented in our genetic code and, consequently, it has an unquestionable value.

This study focuses on the formation process of the Brazilian musical stereotypes, through an analysis of this phenomenon in the versions of Brazilian songs, made by French musicians, compared to the original Brazilian recordings. First, we will analyze how these stereotypes are created in Brazil, than we hope to find how they change as assimilated and transformed by other cultures. The aim of this study is to clarify this process of cultural transformation and try to break this stereotyped point of view.  

Los instrumentos virtuales y la ejecución digital: Confrontación hombre – máquina en la musica actual
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Con la presencia en el mercado internacional de herramientas musicales digitales orientadas a satisfacer ciertas necesidades del músico profesional actual, se ha creado una cultura de uso que ha estado afectando la percepción de su mundo auditivo. El desarrollo de la tecnología digital ha logrado incorporar a la ejecución musical el uso de instrumentos inexistentes en el mundo corpóreo, observándose una relación de confrontación entre las participaciones hombre – máquina, la cual ha modificado significativamente el mercado laboral musical. Se presentará un análisis de las distintas herramientas tecnológicas encaminadas a producir ejecuciones musicales digitales, en las cuales esté presente el uso de instrumentos virtuales, prestando especial atención al proceso de recreación de instrumentos analógicos. Se realizará un análisis comparativo entre la ejecución musical producto del uso de recursos de programación, y la que es producto de la intervención directa de factores humanos en la interpretación musical. Por último, se efectuará una observación del mercado laboral del músico contemporáneo, enfocándose en los distintos modos en que ha sido afectado por dicha tecnología musical. Del análisis de los resultados, se catalogarán a los programas de notación musical como las herramientas tecnológicas más influyentes en las actividades profesionales del músico actual, especialmente en la música popular,  reorientándolas a las necesidades de composición y ejecución musical. Se mostrarán las implicaciones de la programación de parámetros, tales como timbre, articulación, fraseo, tempo y respuesta dinámica. Finalmente, se reflexionará sobre los vínculos existentes entre la aceptación cultural de la ejecución digital, y las afecciones del mercado laboral.

Virtual Instruments and the Digital Execution: Confrontation Man - Machine in Current Music

With the presence in the international market of digital musical tools guided to satisfy the current professional musician's necessities, an use culture that has been affecting the perception of its auditive world has been created. The development of the digital technology has been able to incorporate to the musical execution the use of nonexistent instruments in the corporal world, being observed a confrontation relationship among the  man - machine participations, which has modified the musical labor market significantly. An analysis of the different technological tools will be presented guided to produce digital musical executions, in which the use of virtual instruments is present, paying special attention to the process of recreation of analogical instruments. A comparative analysis among the execution musical product of the use of programming resources will be carried out , and the other one that is product of the direct intervention of human factors in the musical interpretation. Lastly, an observation of the contemporary musician's labor market will be made, being focused in the different ways in that it has been affected by this musical technology. Of the analysis of the results, the programs of musical notation will be classified as the most influential technological tools in the current musician's professional activities, especially in the popular music, reorienting them to the composition necessities and musical execution. The implications of the programming of parameters will be shown, such as articulation, tempo and dynamic answer. Finally, it will be meditated on the existent bonds between the cultural acceptance of the digital execution and the affections of the labor market.
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This paper is one part of an established and ongoing multidisciplinary and collaborative project Image Music Object that develops the interface between music-media studies and design studies. Our presentation examines the design issues and curatorial challenges we face in putting on an exhibit about the material relationships between music cultures, technological objects and design processes. The goal of this exhibit—tentatively titled Audio Culture and due to open at the Scottsdale Museum of Contemporary Art in Arizona in August 2008—is to visualize the materiality of music through the lenses of technology, design, identity, style and history. We intend to accomplish this through a display of some of the significant objects and images used in the production, distribution and consumption of music. The exhibit seeks to understand how technologies as both objects and processes are embedded in regulated and ‘deregulated’ practices and economies of music making, sharing and listening. Yet musical objects and processes also transform these practices. With their emphasis on pleasurable experience, popular music cultures markedly demonstrate the embodied and affective means through which people make sense of manufactured products. Phenomenological approaches alongside (media) anthropologies of material culture seek to examine the relations between technologies and practices. These approaches, alongside actor-network theory, need to be developed further in light of the shifting materiality and hyper-mobility of music in a digital age. The exhibit appropriately foregrounds these conceptual issues through ‘concrete’ forms and processes.

“Hammer to Fall!”: An Exploration of Music and Meaning Behind the Iron Curtain
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In Budapest on July 27, 1986, the largest ever stadium concert in the Eastern bloc was staged by the English band Queen.  More than just another rock concert, this event represented the Hungarian communist government’s support of a type of music that would have been considered illicit in many other Soviet bloc countries.  Although the presence of the Hungarian government was felt at the concert, this event created a unique set of temporary boundaries, marked by aural cues, in which the audience was allowed to vocally and aurally interact with the English band. 

When exploring the performance and reception of Anglo-American rock music behind the Iron Curtain, traditional political, historical, and socio-cultural theories regarding the East-West border (i.e., an impermeable border, isolation, governmental control) provide an important framework in which to develop an analysis, but these theories are often insufficient.  By building on Josh Kun’s idea of “aural borders” and Milica Bakic-Hayden’s theory of “nesting orientalisms,” I propose that a more effective way of discussing these issues is in terms of “nested boundaries.”  For example, the boundaries established by Queen’s concert nested within the geopolitical borders of the Hungarian state and cohabited with the personal boundaries established by individual fans and the English performers.  Through interviews with people who attended the event, a study of written accounts of the concert, and an examination of the videotaped version of the performance, this paper will explore the significance of Queen’s performance in Budapest within the nested boundaries specifically created by this event.
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This paper discusses the Brazilian market of religious music nowadays through the presentation of its main offshoots: the catholic music and the gospel music – which is, in Brazil, the name given to all music produced by Protestant churches. The text approaches briefly on the historical development of each offshoot, describes their main labels and lists their most important artists. Moreover, it aims at starting a discussion on the independent musical production as a whole, enclosing the here denominated circuitos autônomos of musical production and distribution, as well as the action strategies put in practice by the different actors implicated in this field.
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The end of the dictatorship and the establishment of democracy in Spain in the late seventies have often been studied as a breaking point in the evolution of the cultural phenomena, music included. The influx of foreign influences resulted in a fast adaptation to a modern political system and in the consolidation of Spain as part of the international context. Culture was also improved by the governmental support to the “modern” music of the new pop groups of those days in order to make the process visible.

These bands were promoted by the public television during the eighties through the programming of concerts, shows and the production of music videos. Nevertheless, the image of pretended modernity in this new pop music does not signify a break with musical and visual models from the past, but it is a redefinition of the Spanish tradition within the new socio-political context.

The aim of this paper is to examine the signs of identity of music in this period as a result of the confluence of modernity and tradition, paying attention not only to the musical parameters, but also to the image (aesthetic) of the artists in music videos and television programmes broadcasted in the national television in a country where the majority of the people had not been prepared for the amount of changes that came with the democratic system. The broadcasting of this new popular music in a television watched by more than twenty million people at that time was an important way of modernising the Spanish population.

Modernizando la identidad nacional: Música pop en Televisión Española durante los primeros años ochenta

El fin de la dictadura y el establecimiento de un régimen democrático en España desde finales de los años setenta han sido estudiados en numerosas ocasiones como un punto de inflexión en la evolución de diversos fenómenos culturales, entre ellos la música. La apertura hacia modelos provenientes del extranjero aceleró la modernización política y social del país y sirvió para afianzar a España en el contexto internacional. Este proceso también fue impulsado en el ámbito cultural, en especial con el apoyo gubernamental a la música “moderna” de las nuevas bandas de pop de esta época, que fueron promocionadas durante los años ochenta en la televisión pública a través de la emisión de programas, conciertos y la producción de vídeos musicales. Sin embargo, la imagen de modernidad que se pretendía ofrecer a través de este nuevo pop no responde a una ruptura con los modelos musicales y visuales del pasado, sino una rearticulación de la tradición española en el nuevo contexto político y social.

Esta comunicación pretende examinar las señas de identidad de la música de este periodo como una mezcla de modernidad y tradición, atendiendo no sólo a parámetros musicales, sino también al uso de la imagen que los artistas transmitían a través de videoclips y programas emitidos en la televisión pública de un país que, en su mayor parte, no había sido preparado para los cambios que suponían las libertades del sistema democrático. La aparición de estas nuevas propuestas musicales y estéticas en una televisión con más de veinte millones de espectadores suponía un importante medio para acelerar la modernización del país. 

Louder, Faster, Slow It Down:  Metal, Punk and Musical Aesthetics in the 1980s

Steve Waksman, Smith College

<swaksman@email.smith.edu>

Stream: Performance

Keywords:  heavy metal, punk, music genres, musical practice, aesthetics

During the 1980s the boundary between two of rock’s most widely influential genres – heavy metal and punk – became at once more permeable and more deeply contested than it had been in the past.  Over the course of the decade a range of new subgenres emerged, from power metal to thrash to speedcore to grindcore, which were built around the hybridization of metal and punk.  Despite these tendencies, purists in both generic camps waged a war of words and sounds in which a number of musical and extra-musical values were debated, from whether or not to play guitar solos to whether one’s hair should be worn long or short.  This paper will analyze the complicated interplay between metal and punk during the decade of the 1980s, putting particular emphasis upon four U.S. bands from two distinct regional scenes:  from Southern California, Black Flag and Slayer; and from Seattle, the Melvins and Soundgarden.  in so doing I plan to highlight two musical qualities that assumed particular importance through the terms of this cross-generic exchange:  first, that of speed or tempo (how fast or slow a band chose to play); and second, that of virtuosity, especially as it took shape around electric guitar performance.

Dixie Chicks’ “Not Ready To Make Nice”: Regaining A “Voice” Through Music, Text and Image

Jada Watson

University of Ottawa

<jada_watson@yahoo.ca>

Stream: Songs of Desire

Keywords: Text, Image, Voice, Response, Confrontation

On March 10, 2003 Natalie Maines, lead singer of the Dixie Chicks, made her notorious statement against President George W. Bush. What seemed like an innocent statement led to serious career consequences and effects upon their private lives: the boycott of their music on American country radio, the loss of fan support, the drop of ticket sales for their 2003 tour, and the receipt of hate mail and death threats. in response, the Chicks have confronted the career-defining “incident” in their latest single, “Not Ready to Make Nice” (2006), addressing the issues of forgiveness, the inability to forget and the sense of time and healing. 

Through an analysis of music, text and image, this paper will explore the ways in which the Dixie Chicks regain their “voice” in this song. in using the term “voice” I mean to address not only the musical voice as it is explored in current popular music analytic writings of Burns, Clarke, Hawkins, and Frith, but also the “voice” in the lyrics and how the lyrical subject's voice is illustrated through the staging and images of the music video. The video for “Not Ready to Make Nice” will play an important role in this analysis; an examination of colour, placement, movement, editing and characterization will allow for a deeper understanding of the images as well as the pervading use of the first person narrative and how this affects each person’s role. Through the relationship forged between the music, text and image of their music video, the Dixie Chicks bring us to the core of the "Incident," allowing us to witness their bond as women, mothers, sisters, and friends, as they deal with their punishment, anger, and their attempt to move forward.

Using Popular Music in Today’s Media Landscapes 

Ann Werner

Linköping University

<annwe@isak.liu.se>

Stream: Technology & Industry

During the past two decades, technologies for producing and consuming popular music have gone through some major changes. Radio, television, the Internet, computers, mobile phones and MP3 players take part in shaping how popular music is used today. With examples from my fieldwork with teenage girls in Sweden I will discuss three aspects of how today’s media landscapes contribute to constructing their listening to popular music. First, the media used by the girls are part of cultural practices without obvious material objects, and where collecting plays a neglectable role, as you can not touch an MP3 and the girls do not save them. Second, media technologies also shape the spaces of everyday life in different ways. One example is having a mobile phone to send text messages and listen to MP3s during class. Third, media technologies are used to build social networks that function through the combination of music and the Internet on MSN Messenger.    

Neutering Nortec: Blending Gender in Electronic Popular Music

Christopher Westgate

Texas A&M University

<westgate@tamu.edu>

Stream: Nation, Region, City or Technology & Industry

Keywords: technology, electronica, gender, intercultural flow

The Norteño sound blends popular northern Mexican country and brass band music of the pacific coast with electronic techniques. As an amalgam of Norteño and technology, Nortec resounds not from Mexico, but along a socially-constructed border, de-centered through a local to global flow from Tijuana as its site of production to the rest of the world. Border artist Guillermo Gómez-Peña (2000) asks us to redefine this border, to imagine a borderless border, to listen across it without fear of who is on the other side.

This paper adopts a schizo-analysis, an escape from marginalizing social structures, understood geographically as territory. The schizoid becomes a de-territorialized being and serves, for our present purposes, as the only model for survival under recording industry capitalism. To what extent does Nortec allow for a de-territorialization and a dismantling of gender as a specifically “glocal” sound? What does this sound like and how does it come to mean? Can Nortec music no longer perform in a gender-specific way and thus render itself neutered? Which musical, machine-like attributes allow gender to be understood as androgynous in electronic popular music? is Nortec music inherently schizoid? There are countless bands which come to engender this phenomenon, but one in particular stands out for its popularity and influence: Los Tigres del Norte. This paper will engage Los Tigres, or the tigers of the north, in an attempt to answer these questions.

Black Desire: Emmett Miller’s Yodelling and Ethnic Stereotyping

Tim Wise

University of Salford, UK

<t.e.wise@btopenworld.com>

Stream: Songs of Desire (or possibly performance)

Keywords: yodel, minstrelsy, country, jazz, stereotypes

Emmett Miller was a little known singer and comedian who worked during the final stages of blackface minstrelsy.  He made a handful of records in the 1920s and then dropped more or less out of sight, only to resurface in 1951 when he made a final appearance in a low-budget film called Yes Sir, Mr. Bones, a barely-known homage to the supposed glory days of minstrelsy and the dubious delights of watching white men mock black men.  Yet despite his relative obscurity, Miller had a profound impact upon country music: both Rex Griffin and Hank Williams, for example, faithfully covered his ‘Lovesick Blues’.  

My paper is an investigation into Miller’s unique vocal style, which is a rich complex of signifiers relatable to a number of ideas bound up with stereotyped representations of the body and behaviour of blacks in the early 20th century. I argue that chief among these signifiers is his highly idiosyncratic yodelling, which, unique in his day, drew upon hot jazz figures and eschewed all connections with previous yodelling styles.  With this style Miller seemed to establish a more positive representation of the Southern black: the cool cat.  While still a stereotype, it nevertheless constructed an image of black men that white men might for once desire to emulate, an idea born out by the later appearance of the non-conformist hipster in the middle of the 20th century. 

Film Songs, Film Singers, and Participatory Discrepancies: A Cross-cultural Exploration

Larry Witzleben

Chinese University of Hong Kong

<jlwitzleben@cuhk.edu.hk>

Stream: Nation, Region, City

The success of Bombay Dreams, a collaboration between A.R. Rahman and Andrew Lloyd Webber, reminds us of just how different the Indian film-with-song is from its Broadway-Hollywood-West End counterparts. This paper is an exploration of the ways in which songs, singers, narrative, and film combine, drawing upon the work of Anahid Kassabian and Philip Tagg on music in film and turning to ethnomusicologists such as Alison Arnold and Sue Tuohy for insight on how the two genres intersect in non-Western contexts.  Using A.R. Rahman’s songs in the film Lagaan as a departure point, I will also look at examples from Shanghai-Hong Kong (Grace Chang/Ge Lan in Mambo Girl) and Hollywood (Elvis Presley in Blue Hawaii).  Although the phenomenon of “playback singers” (who do not appear on screen) in one sense clearly distinguishes the first example from the other genres being discussed, I will argue that they all rely heavily on varieties of what Charles Keil calls “participatory discrepancies” between the story being told, the “characters” on screen, and the “stars” who convey the songs visually and aurally.  Even more than in cinema which does not feature extensive performed musical interludes, the aesthetics of these films require the audience to vacillate between belief and suspension of belief: the narrative by turns attempts to be convincing as story and drama (or comedy) and explicitly reminds the viewer/listener of the real-life “other” people responsible for the songs being heard.

Will You Be My Friend? Career Building Strategies, Technology and the Independent Artist

Paula Wolfe

Institute of Popular Music, University of Liverpool

<pwolfe@liv.ac.uk>  

Stream: Technology and Industry

"How should I be communicating with my audience as opposed to, how do I get a deal?" 

Martin Talbot (Editor, Music Week), City Showcase, London, June 2006

(www.cityshowcase.co.uk). 

The question quoted above was used to initiate discussion amongst artists on a panel debating career building strategies in the context of today's music industry. 

The notion was also discussed at two other music industry conferences this year, Midem (www.midem.com)    and London Calling (www.londoncalling2006.com).  The overriding message seemed to be one of encouragement for independent artists and labels alike, "It's a very exciting time for artists to build things up for themselves."  Jeremy Lascelles  (CEO Crysalis Music), City Showcase.

is it true, however, that, "Open networks, open ears, and open markets are conspiring to make all the old market control mechanisms obsolete..." (Paul Sanders, MCPS Members Music Magazine, March 2006 p50), or does the market remain unchanged now that,

 '… major labels have swapped their early panic over internet piracy for a sophistication in using it to promote new artists that has overtaken the media's ability to sniff out a PR stunt." (Gibson, O. An internet superstar - or just another rock'n'roll swindle? The Guardian May 31 2006, p9)?

By drawing on interviews with a cross section of independent UK artists, I hope to examine whether technology is really opening doors.  How, for example, does online promotion compare to 'traditional' marketing practices such as live performance and radio airplay and are there any implications for those sectors of the artist community seen by scholars as marginalised by the values of an industry that remain overwhelmingly patriarchal?

The Tecnocumbia Boom in Ecuador: A Case Study of Musical Migration

Ketty Wong

The University of Kansas

<ketwong@ku.edu>

Stream: Nation, Region, City.  

Keywords:  tecnocumbia, música chicha, migration, identity, Ecuador.

This paper examines the tecnocumbia boom in Ecuador in relation to the severe economic crisis and massive wave of international migration of the late 1990s. Specifically, I analyze the appropriation and re-signification of the Peruvian tecnocumbia by lower-class Ecuadorians, who perceive this music as an expression of música nacional (a surrogate appellation for Ecuadorian national music) because it is arranged and performed by Ecuadorian musicians identified with “the people.” Journalists and musicians of mainstream Ecuadorian music, however, criticize the lack of creativity and professionalism of Ecuadorian singers, who simply perform covers of Peruvian tecnocumbias, particularly those from the region of Piura. Through an analysis of performances of, and public discourses about, the tecnocumbia in Quito, I examine how musical genres generate new meanings once inserted in new social and cultural contexts. For example, while the tecnocumbia in Peru is regarded as a third wave of música chicha and is performed with live music, the tecnocumbia in Ecuador is sung to the accompaniment of pistas (recorded tapes) and is considered a modern type of music not related to música chicha. in addition, I analyze the effects of the tecnocumbia boom in Ecuador, especially the emergence of massive concerts and an alternative media, which have given visibility to other types of Ecuadorian popular musics associated with the lower classes.

El Sampleo: de la tecnología a la memoria colectiva

Jarret Julián Woodside Woods

Group of Research in Literature and Pop Music / Faculty of Philosophy and Literature-UNAM & Masters in History / Faculty of Philosophy and Literature-UNAM

<julianwoodside@gmail.com>

Stream: Technology and Industry

Keywords: technology, sampling, collective memory, semiotics

Palabras claves: tecnología, sampleo, memoria colectiva, semiótica

Cuando Pierre Schaeffer compuso, alrededor de 1948, las primeras obras de música concreta (electroacústica) con grabaciones en cinta magnética, no sabía el potencial de la técnica que había desarrollando. Hoy en día, gracias a la microedición digital, y otras tecnologías de grabación y reproducción sonora, el Sampleo es un signo musical cuyas formas y funciones son extremadamente complejas y útiles para los compositores que buscan decir más en menos tiempo. Utilizado por los Beatles, Kraftwerk, Frank Zappa, Aphex Twin, Dj Shadow, Pink Floyd, raperos y músicos electrónicos, y siendo una cita fiel del Paisaje Sonoro, el Sampleo se ha consagrado como un elemento de gran significación y utilidad con alto impacto en la construcción de la memoria colectiva de una comunidad. Ya sea mediante la voz, sonidos u otras referencias musicales, el Sampleo nos ayuda a comprender cómo es que en un entorno en específico escuchamos e interpretamos el sonido que nos rodea, resiginificándolo a través de la música. 

Sampling: from technology to collective memory

When Pierre Schaeffer composed, around 1948, the first pieces of musique concrete (electroacoustic) with recordings in magnetic tape, he didn´t knew the potential of the technique he had just developed. Nowadays, thanks to digital microedition and other technologies of recording and editing audio, the Sample is a musical sign which forms and functions are extremely complex and useful for composers that want to say more in less time. Used by The Beatles, Kraftwerk, Frank Zappa, Aphex Twin, Dj Shadow, Pink Floyd, rappers and electronic musicians, and being itself a faithful quote of the Soundscape, the Sample is now considered as an element of great signification and utility with high impact in the construction of a collective memory of a community. Built with voice, sounds or other musical references, the Sample helps us to understand how it is that in a specific surrounding we listen and understand the sound that is around us, resignifying it through music. 

Hip-Hop and Identity Politics of Asian-American Youth

Jae Young Yang

CUNY Graduate Center

<afronaught@gmail.com>

Keywords: Asian-America, hip-hop, Bay Area, identity politics, ethnicity 

REGION?
It is not surprising that both production and consumption of hip-hop music are no longer confined to African American youth in the United States. However, it seems still uncomfortable to relate Asian Americans to hip-hop. Mainstream journalism explains such an oddity is mainly due to their race and ethnic identity of “neither White nor Black”, while their ‘model minority’ image does not fit well with the typical ‘machismo’ attitude of hip-hop culture. Regardless of such a preconception, hip-hop music and its related cultural expressive forms have developed to become a new way of cultural practice for Asian American youth, particularly in metropolitan areas where Asian American populations are heavily concentrated.

This paper examines how Asian Americans have been engaged and involved in the cultural practice of hip-hop. Based on my fieldwork in the San Francisco Bay Area, I will explore what is the meaning and the potential of popular music reception and production of this youth group as a subculture. in particular, I will focus on how, by reappropriating various cultural expressive forms and events in hip-hop, the younger generation Asian Americans can express and negotiate their complex identity. Considering the fact that ‘hip-hop culture’ and its community have been dominated by non-Asian American youth, it would be interesting to observe the complicated identity politics of Asian Americans in terms of race and ethnicity through both production and consumption of hip-hop.

What’s Going On in ‘What’s Going On’

Simon Zagorski-Thomas

London College of Music

<simon.zagorski-thomas@tvu.ac.uk>

Stream: Songs of Desire

Keywords: Vocal performance, expressive timing, signifying, Spectrographic analysis

This paper will explore Marvin Gaye’s lead vocal performance on ‘What’s Going On’ through a close analysis of the timing, timbre and pitch. It will examine both the internal gestural shape of this performance, the interaction with the other vocal performances on the track (both Gaye’s and the backing vocals) and the way that it relates to the rest of the instrumental track. A variety of graphic representations will be used to analyse how Gaye varies the lead vocal against the beat and pitch of the accompaniment and how this and the timbral shaping create meaning.

Gates’ concept of signifyin(g) will be used in conjunction with theories of embodied cognition and metaphor to explore the stylistically coded and personally constructed meaning in Gaye’s performance. Interview based evidence about the technology and chronology of the recording process will also be used to contextualise the gradual construction of the track. With so much of the meaning encoded in the spectromorphology of the vocal performance,  should we consider Gaye’s development of his performance in parallel with the recording of the track to be part of the composition process?

This analysis of the performed structure of the vocal relies heavily on the concept of expectation and the paper will conclude with a brief discussion of where these expectations come from. Bakhtin’s characterisation of a voice conducting a dialogue with both the past and the future will be drawn upon to situate ‘What’s Going On’ in the culture of the time and Marvin’s Gaye’s personal engagement with it.

Krump, Hyphe and the Four Elements: The Persistent Communal and Community Aspects of Hip Hop Culture

Kirsten Zemke-White

University of Auckland
<k.zemke@auckland.ac.nz>

Stream: Nation, Region, City 

Keywords: hip hop; dance; subculture; underground 

Rap music has achieved enormous commercial success and global distribution. Dimitriadis (1996) worried that rap's entrance into the mass mediated mainstream signaled the loss of core hip hop aspects such as face-to-face social contact and integrated arts. Rap's dominance in mainstream music charts and media has seen an exacerbation of rap's role as an escape from poverty, with commercial rap obsessed with wealth, fame and commerce. This paper argues that a community-based creativity still flourishes in hip hop which accurately manifests hip hop’s original communal base. Three hip hop phenomena are offered as evidence. Krumping is a street based Los Angeles dance style, different from hip hop's b -boy dance styles, but related to hip hop in values and music. Krump stepped outside its local practice via cameos in mainstream rap videos and a film festival documentary, to spawn localised appropriations around the globe. Hyphe is a rap and sub-culture based phenomenon from San Francisco California. Centered on rapper E-40, Hyphe has only just emerged into the mainstream after prospering many years solely in the ‘Bay Area’. A final example is the New Zealand hip hop community which maintains and integrates all four hip hop elements as live democratic practises. A revival of the competitive and underground emphasis’ of the hip hop arts in New Zealand, like Krumping and Hyphe, supports the notion that hip hop has, despite vast changes and commercial success, been able to retain a congregational aspect remaining ‘true’ to the hip hop’s roots. 

Packaging and Performing Sexuality-- A case study of the Chinese Rock Band ‘Second Hand Rose’

Wuyi Zhang 

Eric Ma

The Chinese University of Hong Kong

<zhangwuyi@hotmail.com>

Stream: Songs of Desire

This is a case study of a renounced rock band in China entitled ‘Second Hand Rose’, featuring a male lead singer in a female persona. The musical style of the band is a hybrid form of traditional Chinese folk elements and pop rock fundamentals. The lyrics and performances are heavily charged with sexual contents and gender politics. Drawing upon ethnographic research and interviews, this paper aims at examining some of the unique characteristics of the Chinese popular music industry. The first level of analysis is the textual contents of ‘Second Hand Rose’, including the lyrics, musical style and seductive images of the band. The second level of analysis is the on-the-spot performances of the band. We want to analyze how sexuality is performed and received in various Chinese cities and how these concerts and performances are related to the popularization of folk rock in China. The third level is the production analysis of the band, including image building, promotion and marketing strategies managed by the record company. Through this case study, we attempt to map out the contour of how this Chinese rock group is connecting with the international rock scene, exploring and exploiting sensitive issues, and packaging a hybrid form of sexuality to become marketable cultural products for the consumption of the rising middle class in urban China.
Passing the Gates of Popularity: Selection and Success in the Dutch Music Industry

Koos Zwaan
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For the majority of music consumers, what constitutes the popular is equivalent to what is heard and seen in mainstream media such as radio, music television, print media and the Internet. Ever since the rise of the technology that facilitated the recording of music, music media have formed symbiotic relations with their suppliers, the record companies. From this perspective, what becomes popular is largely dependent upon decisions made within the selection chains of both the media and the music industry. Although many claim new media hold the promise to break these chains and offer the possibility for musicians to directly reach their audiences, so far this promise has not been fulfilled and the music industry continues to exert a strong influence on what becomes popular and what does not. Artist & Repertoire (A&R) managers are responsible for the initial selection process at the input side of the music industry. On what premises do these A&R managers base their selection of new artists? and, moreover, what implications does this hold for musicians aspiring to become professionals? in other words: How do selection processes in the music industry affect their career success? Based on in-depth interviews with Dutch A&R managers, this study addresses these and other relevant questions.

Mexican or Cuyano? That is the Question: The Performance of Mexican Music Within the Context of Cuyano Popular Music, in Argentina.

Héctor Luis Goyena

Instituto Nacional de Musicología “Carlos Vega”, Buenos Aires, Argentina.

<hgoyena@ ciudad. com.ar>

Stream: Performance

Keywords:   Mexican music, songs, voices 
The rooting of some genres of Mexican popular music in Valle Fértil (province of San Juan), in the Middle-West –also named- Cuyana region in the República Argentina took place fifty years ago. The main channel were the broadcasting of Mexican repertoire originating from Chile, country adjacent to that province and the success obtained by performers like Jorge Negrete and specially Miguel Aceves Mejía who played in Argentina and whose broadcasted performances in Buenos Aires, as well as their films, circulated in the provinces of Argentina.

That fact determinated the crystallization of some songs in the region, specially corridos, rancheras and valseados, considered classics of the ranchero Mexican repertoire. They were performed together with other musical genres considered representatives of the Cuyana area: tonada, vals, cueca and gato. in a previous paper was established the possible causes that determined the integration of both repertoires to the popular musical heritage of the region.

The present paper will focus on the analysis of performance style of the “Mexicano”, word usually used to name the Mexican songs in the region, that exclude the using of musical resources generally used in their home country. Far away from that, that style matches with that of the Cuyano repertoire and embraces the solo singing and duos of male voices with a slow fluid and homogeneous emission, away from the rather emphatic and melodramatic expression of Mexican singers. The ensemble includes, as well as the voices, two or three guitars. 

“Céline… What A Voice!” Fame, Subjectification and Personhood

Line Grenier

Université de Montréal

<line.grenier@umontreal.ca>

Stream: Performance

Keywords:  fame, personhood, subjectification, voice, performativity

in June 2006, pop singer Céline Dion celebrated her 25th year in the business. in Québec, the anniversary became the object of a wide range of activities of commemoration produced by the local media, during which public figures from various milieux paid tribute to “Céline” not only as an international superstar but also, and most importantly, as a great voice. in my view, the overwhelming and seemingly incontestable privileging of the voice in the memorialization and valorization of Céline Dion and the pop she embodies constitutes a strategic terrain to examine the workings of fame as a process of subjectification.  I suggest that fame locates human beings in a ‘regime of the person.’ (Rose 1996) which not only emphasizes the authoritative voice of the single, isolated individual but also equates the ‘voice of the one’ (Sterne 2003) as the sole, natural locus of agency. Using exemplary fragments of the Céline Dion phenomenon in Québec, my paper focuses on some of the devices and technologies (life story telling, revelation, bearing-witness, and confidence) that shape the different articulations of the voice of the star singer and its performativity. By ‘voice’ I refer not only to Dion’s physical ability to utter sounds but also to the conditions of possibility for conducting herself/performing publicly as someone having the authority, credibility, and responsibility to discourse and relate meaningfully to others not only as a pop star, but also as a mother, an entrepreneur, a wife, etc.  

Musical Spectacles in Narrative Film

Sophie Pusz
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<sophiepusz@hotmail.com>

Stream: Performance

Keywords: Dance, Film, Musicals

This paper will address the function of musical spectacle in the films Romy and Michelle’s High School Reunion (Mirkin, 1997) and A Life Less Ordinary (Boyle, 1997).  Although neither film can be considered a musical, they both have a dance scene that functions very much like the scenes of spectacle or performance in musicals.  The typical structure of the musical, where the mode of address switches between narrative and performance is so distinctive that it allows for easy parody. Both Romy and Michelle’s High School Reunion and A Life Less Ordinary make use of this intertextuality to increase comedic value.  in addition to using the performance as a comedic device, these scenes simultaneously use it in ways similar to the ways in which it is used in its original, sincere context.  The musical performance or spectacle, which takes advantage of heightened audience awareness (Feuer) serves in Romy and Michelle’s High School Reunion, A Life Less Ordinary and traditional musicals to advance the plot (Mueller), and to represent themes of romance between the protagonists (Altman).  By using the familiar formula in a new context, one is able to see not only how successful the function of performance can be in the non-musical film, but also how and why it works in its original context.

??????????????? La lírica del amor en Homogenic de Björk

Ernesto Acosta Sandoval

Grupo de Investigación Literatura y Música, Facultad de Filosofía y Letras, UNAM.

<sickboywilliamson@gmail.com>

Keywords: amor, desamor, sentimientos

PERFORMANCE SONGS OF DESIRE?
Las canciones del álbum Homogenic de la cantante islandesa Björk tratan con los temas del amor y del desamor de una forma que podría parecer en un principio la de un álbum conceptual. Pero, ¿en realidad lo es? ¿Qué se necesita para que esta obra sea considerada como un álbum conceptual? ¿Cuál es la diferencia entre los temas de amor que se escribieron durante la época dominada por Tin Pan Alley y los temas incluidos en éste álbum? En esta ponencia me propongo analizar la lírica de las canciones incluidas en este álbum desde perspectivas distintas, como la de crítica literaria y semiología. Además de lograr un acercamiento a la voz de la cantante, la cual resulta muy importante para la interpretación de los temas. Todo esto en base a los estudios que gente como Simon Frith y David L. Mosley han hecho de la música vocal.

Determining the Limits Between Dramatics Elements, Kitsch and Humor in

Popular Music
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Stream: Songs of desire

Keywords: kitsch, humor, dramatic character, Latin American genres, text.

The dramatic character expressed in texts found in many popular music works,

rises as a result of a psychic activity that involves emotional, cognitive

an musical elements trat the composer has worked out up to convert it in a

communicant musical product.

Sometimes the dramatic character expressed by, not only the text, but by how

the singer performs it, is so excessive that surpasses the dramatic

expression limits to become an element of the kitsch phenomenon, closer

linked to the comey field.

Going through musical genres such as the bolero and the tango, among others,

we will try to mark out the limit zone between dramatic expression and the

kitsch. On the other hand, we shall remit to texts coming from popular music

such as the Colombian porro, the guaracha and the guasa ( a 6/8 merengue

from Venezuela) which lyrics refer to the picaresque, the comic or

humoristic; none the less, if we analyze deeply we find they feature a great

dramatic component.

Thus, trough the analysis of text of popular songs, we shall try to find the

humor in works of dramatic character, and the dramatic quality in pieces

composed with humoristic purposes.

AIDS and the Music of the B-52's
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The B-52's exemplified the fun of non-conformity throughout their career.  Initially two women and three gay men, the group displayed the exuberance of collaboration between gay men and women, constituting an alternative to the heterosexual masculinity that has dominated much popular music.

The B-52's became famous in the late 1970s.  They were in the public eye during the beginning of the AIDS epidemic, and lost one member to AIDS. 

"Deadbeat Club," from their 1989 album _Cosmic Thing_, was the first song created by the B-52's as they recovered from the loss of band member Ricky Wilson.  It is a song of mourning for him.  Its memory of hedonism can be heard as ambivalently mourning and hoping to maintain the hard-won pleasures and freedoms of the years before AIDS.

After the success of _Cosmic Thing_, the B-52's returned with one more album, _Good Stuff_.  The album appeared in 1992, at a time when much popular music, by musicians as diverse as Nirvana, Lou Reed, Tori Amos, and R.E.M., overtly addressed issues of death and trauma.  Arguably these dark thematic concerns were, in part, a mournful response to the AIDS epidemic.  _Good Stuff_, in contrast, for the most part celebrates hedonism and the pleasures of sex.  In responding to AIDS by celebrating sex, it is politically valuable in ways that more mournful music cannot be.  Tellingly, the album does not identify itself as a memorial but is, instead, dedicated to those who are living with HIV.

‘The Sowing of a Singer’: Alí Primera, ‘Necessary Song’ and Political Change in Contemporary Venezuela
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University of East Anglia

<hazel.marsh@uea.ac.uk>

Stream: Nation, Region, City

Keywords: Canto necesario, Bolivarianism, memory, hegemony, national identity.

Alí Primera (1942-1985) was a Venezuelan popular singer/songwriter. I propose examining how and why he is remembered in Venezuela at three levels:

Autobiographical: Primera’s ‘necessary’ songs, rooted in local traditions, were written and sung ‘for the same people that for centuries have remained silent’, ‘so that they don’t take away our memory’. Primera rejected financial incentives to appear on TV. Privileging direct contact with his audiences, he aimed to create songs that would mobilise marginalised peoples to struggle for social transformation.

Popular: Primera is popularly seen as a folk hero who represents justice, compassion and liberty. Stories about him are passed on orally, and hand-made images of the artist decorate public and private spaces. Many people refer not to the death but to the ‘sowing’ of the singer, illustrating the active manner in which many nurture his memory in order to ‘reap’ the revolutionary messages of his songs.

Official: President Chávez makes frequent reference to Primera, who is officially being constructed as a ‘root’ of Bolivarianism and a symbol of national identity using the images of mass media image reproduction. 

This paper examines music and memory within the context of recent struggles for political and cultural hegemony in Venezuela.

 

Domesticating La Bruja  (The Sorceress): Gendering Timba and Reggaeton in Post-Socialist Cuba
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This paper will focus on gendering aspects of musical performances of  timba dance  music in Cuba in the 1990s and reggaeton in the 2000s as essential forums for the expression of ordinary Cuban people’s response to the dramatic post-Socialist transformations taking place on the island (Fairley 2004, Perna 2005, Moore 2006  Hernandez-Reguant 2005, 2006.) In a country where historically oral and public tradition is fundamental, where all press is state controlled, it will be argued that live performance expresses not only the complexity of the cultures emerging with new  tourist encounters between Cubans and dollar rich foreigners but challenging shifts in gender relations  and hierarchies between Cubans themselves,  with notably an  insidious, pejorative view of Cuban women.

 

Dance music performance  not only blatantly articulate complex economic, social and political discourse but is infused with racial, sexual and  gender issues that challenge the status quo during  a period when the state initially effectively lost control of cultural life only to later re-gain it. Gendering developments in timba dance styles (integral  in the millennium to the development of  reggaeton dance) reveals how women’s bodies became the ‘convertible’ currency of the period.   Based on extensive research in Cuba (78, 89, 99, 00, 01, 02,  05 06) particularly in-depth interviews  with women musicians (05-06) against a background of post-colonial and post-feminist theory the paper will consider the creative prospects for women performers in Cuba while  discussing the transnational implications.

The Beastie Boys: Jews in Whiteface
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Discussions of hip hop usually focus on its history and place within the African-American music tradition.  From this point of view the Beastie Boys are generally given scant regard and, when written about at all, tend to be considered as the most successful of the white rap groups that imitated the new Black musical form.  Certainly, following on from Run-DMC's remake of Aerosmith's 'Walk This Way,'  the Beastie Boys have to be acknowledged as the group that melded rock and rap and made rap accessible to the white American college audience with '(You Gotta) Fight For Your Right (To Party).'  What tends to be ignored is that the Beasties are Jewish.  Once this is acknowledged it is possible to see that they fit into a century-long tradition of Jewish entertainers in the United States that have mediated Black music for white audiences.  This has been no simple thing.  The power relations are complex.  Even today American Jews are not accepted as fully white.  More, the connections between Jews and African-Americans are very different to what they were at the beginnings of the Civil Rights movement.  This paper excavates some of these power relations as they function today and considers how the Beasties were positioned in relation to both Black and white American audiences. 

Karrierekanonen and Danish Rock: Cultural Politics and Artistic Expressiveness

Leslie Gay

University of Tennessee, USA

<lesgay@utk.edu>

Stream: Nation, Region, City

Beginning in the early 20th century, Danish musical expressions have been shaped by global flows of popular musics. English-language rock from the United States and the United Kingdom has proven especially influential, including aspects of musical style, stage performance, poetics, and even choice of language. Indeed, most current Danish rock musicians compose and perform their music in English, a surprising fact given that their audiences are primarily Danish. 

 

Recently some Danes have begun to question the “Danishness” of such forms, particularly the use of English-language lyrics. This paper examines one response to this question: Karrierekanonen. A joint project between the Ministry of Culture’s Rock Council and Dansk Radio. This effort aims to promote Danish-language rock against a tide of English-language media.

 

Rock music holds a unique position in Denmark, part of a musical identity rooted in African American forms and tied to a long history of ideas that stereotype black music as free expression, now institutionalized into Danish education and government. An exploration of the Karrierekanonen initiative illustrates an emerging definition of Danish rock. In this case, associations with language are conflicted and conflated within new frames of Danish identity especially in regards to the use of language as a defining characteristic of genre, as a symbol of national identity, or as communication tool of global markets. Moreover, projects such as Karrierekanonen, represent one direction in which songwriters seek to claim their native tongue, often through a process of translation that leads to new artistic expressiveness.

El tango: La música de una ciudad que se adueñó de la región

Marta Rosalía Norese
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Stream: Nación, región, ciudad.

 

El tango, que a principios del siglo XX apenas se diferenciaba de sus antecesoras: la habanera y la milonga, va teniendo características que lo van a constituir en la especie más difundida de todo un sector de América, y que lo hará perdurar desde entonces como forma de expresión de todo un pueblo.

Hemos estudiado estas características: su forma, armonía, melodía, acompañamiento, figuración rítmica, letras, que en estos primeros años de su andadura conformarán el ‘curriculum oculto’ para su vida posterior.

Especie con total vivacidad, ha sabido desde su nacimiento adaptarse plásticamente a la sociedad que la inventa: su ritmo y figuración tiene relación con el caminar y el hablar de su gente, sus letras son un espejo de los distintos momentos por los que su pueblo pasa. Sabe en cada momento crearse un lenguaje –el lunfardo- que tampoco es estático sino que se adapta a cada momento y situación. Los tangueros de cada etapa hablan de la muerte del tango, cuando en verdad lo que finaliza es cada etapa, y el tango sigue renaciendo en cada momento histórico.

Hasta cuando ‘emigra’: por ejemplo a España –donde encontramos tangos desde esos primeros años- se muestra como especie ajena, pero bastardeándose con la tierra que la recibe y la recrea.

 

Same Sounds, Different Wrapping 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In order to be able to distribute recorded music to consumers, it has to be packaged and stored on some kind of delivery medium. During the last to two decades, the principles and technologies of music packaging has dramatically changed. For instance, the primary delivery technology has gone from being the LP, to the CD and is now slowly developing to non-physical formats such as MP3, and similar technologies. Parallel with this process, the principles of how to choose the songs which should constitute an album have also developed. This paper will explore one aspect of that process, namely the growing success of so called compilation albums. The paper sets out from the observation that the commercial success of compilation albums have increased in markets both in North America and in Europe. These albums can considered as a manifestation of a significant change within the music industry – both among producers and consumers of popular music. Based on a number of interviews with senior decision makers in multinational music companies, the paper is able to reveal the major drivers behind the development, and is thereby giving an important contribution to the existing body of knowledge on the music industry dynamics.

Música, texto y contexto de Jesucristo Superstar: Su adaptación en la españa de los ´70
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En 1970 Andrew Lloyd Webber compuso Jesucristo Superstar, una ópera rock con libreto de Tim Rice que fue estrenada al año siguiente en Broadway. Ofrecía una interpretación novedosa de la Pasión que algunos sectores de la sociedad no dudaron en calificar de blasfema porque mostraba solamente la faceta humana de Jesucristo. Sin embargo, alcanzó gran éxito internacional y se hizo una versión cinematográfica dirigida por Norman Jewison en 1973. La música de Jesucristo Superstar resulta muy eficaz en la caracterización de los personajes y sus sentimientos personales a lo largo de toda la obra. Esto es posible gracias a la carga emotiva plasmada tanto en el contenido textual de las canciones como en el uso de parámetros musicales y procedimientos compositivos que lo intensifican, convirtiéndose de este modo en vías de comunicación para expresar el contenido ideológico que subyace en la obra. En 1973 se estrenó en España una adaptación de Jesucristo Superstar con textos en castellano que modificaban sutilmente aquella visión más humanizada de la figura de Jesús proporcionada por la versión original. Dichos cambios resultan muy significativos si tenemos en cuenta el momento histórico que los rodea: al final de la dictadura franquista que propiciaba una mentalidad muy tradicionalista en cuanto a religión y vida social. Trataremos pues de clarificar la manera en que esta ópera rock fue transmisora de ideas mediante un estudio comparativo entre las dos versiones, centrándonos en el texto de las canciones más emblemáticas y en la relación que guarda con los elementos musicales.

In 1970 Andrew Lloyd Webber composed Jesus Christ Superstar, an opera-rock based on Tim Rice´s texts which was performed for the first time in Broadway the following year. It gave a novel interpretation of The Passion, generating a huge wave of controversy. Moreover, some sectors labelled it as a blasphemy because it was only based on the human side of Jesus Christ. However, the play became famous worldwide and even had a cinematographic version directed by Norman Jewison in 1973. The music is very effective for the portrayal of characters and their feelings during the opera. This is possible due to the great emotions transmitted by the lyrics, and a wise usage of musical elements and composition methods in order to intensify them. Thus, these communication tools become the pathway to express the ideological content within the play. In 1973 a version of Jesus Christ Superstar was played in Spain. The lyrics were slightly modified when translated, so they would give a different view about Jesus from the human one provided in the original play. These changes were extremely important considering the historical context at the time: Franco’s dictatorship was close to its end, having stated a very traditional mentality in terms of religion and social life. By a comparative analysis of both the English and the Spanish version, this study will try to clarify the way in which this opera-rock transmits its main ideas. Special attention will be paid to the most emblematic lyrics, as well as their relation with musical elements.

Gender Conflict in Argentine's Popular Music: The Case of Cumbia Villera [Cumbia from the Ghetto]

Pablo Vila 
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Like gansta-rap itself, music influenced by this musical genre shows a marked sexist and misogynist content. Argentine’s cumbia villera is a good example of this trend. 

While most American academicians have refused to analyze why sexist and misogynist lyrics characterize the genre and why young females follow a music that objectify and denigrate them, it is the intention of this paper to do precisely that. 

Taking advantage of the more than 50 interviews and 20 participant observations in dance halls we have already collected, we want to show how different kinds of young 

females establish very distinct type of relationships with the lyrics that so negatively portray them, continuously rewriting patriarchal and misogynist texts. The extensive 

range of possibilities goes from dancing the music but never listening to the lyrics, to some young females allowing themselves to “play,” in the restricted space of the dance hall, with the possibility of assuming the whore role that cumbia villera lyrics propose for them as a possible identification, knowing that the play starts and ends on 

Saturday night and does not go beyond the dance hall.
