ék@

V4

One of my instructors of ethnomusicol-
ogy at Columbia University was crazy about
describing everything in terms of tautologies.
He has come to the conclusion that there
were three sorts of music: “‘classical’’,
“*pop’’, and *‘folk’” and no others. He also
claimed that the three were mutually exclu-
sive. That made it easy to classify every-
thing of course. It also turned certain musical
corpera into something they were not intend-
ed to be. Nevertheless, these three terms can
be very useful in trying to look at **
Way”".

Our understanding

music throughout the world

oral tradition without prescr:

that is that there can be scores made of this
music when already passed down through
time, but the ‘‘composers’ of these works
did not notate their own compositions. Ah,
these tedious definitions! And if it were all

50 easy, articles as these would not have to

be written. We are living in a time of “‘free”’
improvisations.”” How does this fit in? Or,
what about certain Indian and Japanese
“‘eastern classical’” musical forms where
there exists no tradition of notation; the
music is instead passed down from master

to student. If these people consider this music
as their “‘classical’® music, who are we
through our beautiful definitions to challenge
this?

The term ‘‘serious’” music has been
conceived of in this century to replace “‘clas-
sical’” music. This is blasphemous. ‘‘Intellec-
tual”” music would perhaps be better, but
implies elitism. So does “*serious’” music for
that matter if you consider what that makes
all other music! Granted that *“‘classical”/
“art”’/*“Serious’’ composers intend Lo create
music that is neither “‘pop’’ nor “‘folk’’,
still I sometimes wonder if a Korean music
listener regardless of his years of short wave/
AM injections would reddily separate English
balladry and the song settings of Ralph
Vaughan Williams. Also, how does “‘serious
jazz’’ fit in; or the “‘classical’” music written

" and performed by misguided ‘‘pop’’ musi-
cians who believe that number of records sold
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is equal to “‘Classicalness’’ (cf.what The Who
had to say about their opera, ‘“Tommy’’)?
Confusing, indeed,

)(Imcr)Na[ionalism:

Two of the three sorts of music,
“‘classical’’ and ‘‘pop’” have created forms
that have transcended national boundaries.
There is no such thing as an international
folk music stvle. Nationalism in music is

one of the most important ways of keeping

isgood" and

that **Evervone has the right

to have the same things”’ that has brought
these instruments into these cultures. The
current strong resistance to twentieth century
“‘western art’’ music in several middle-
eastern countries is an effort of desperation
against a string quartet invasion. Of course,
the modern reader is complaining, “‘Hey,
but the DYNAMIC spirit of our time is being
strangled.”” Indeed! There is no choice. Sev-
eral countries panicked when Germany
threatened twice in this country to “‘Stand-
ardize”’, that is, conquer the world based on
their own standards. It was not only disagree-
ment that caused the Allies to defend; it
was also the will to save their own. The
Cambodian is no more Arian than the
Mexican; had the National Socialists taken
over, our world would be much greyer now.
Internationalism as articulated in clas-
sical music has had an interesting history.
This phenomenon reached its apex in alter-
nating periods of music reflecting Newton’s
law of equal and opposite reactions, where
the equal was simultaneous and the opposite
needed time to develop. Classical (i.c., late
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18th and early 19th century music) and
several streams of twentieth century music
are the most obvious examples of internation-
alism. The Church tried to install their own
sort of internationalism or sameness in the .
late Renaissance causing a large European
split in writing styles in the early Baroque
(cf. early opera in Italy, France and Ger-
many). Romantic music and several coun-
tries’ contemporary music are filled with
nationalism. This nationalism is harder to
describe today, for we are too aware of all
other forms of music thanks to the mass

ia. A Japanese composer of modern
have studied with the likesof a
ouiez and still claim to be
13 seem-
. Some composers

bring n music

using one of the available media as tape
recordings so that environmental sounds and
voices underline the desired effect.
)Accu]luralion:

The key question is therefore not
whether internationalism is the devil. It is
clear that music dynamically throws itself
from one extreme to another with time.
Look at the wild reaction of minimal music
to early twentieth century music with respect
to atonality. The question deals with the
increasingly used term, ‘‘acculturation.”” Is it
a sickness? a necessary evil? ““Acculturation:
1) the process of adopting the cultural traits
or social patterns of another group.

2) the result of this process.” (Random
House.) Who's causing this throughout the
world? Why? Is it really better than I make
it out to be? We of the western industrial
world have been brought up to believe that
everyone has the right to complete medical
care, abundant food and good lodging con-
ditions. To reach this goal many special
chemical compounds and food sorts have
had to be created so that the masses can
continually be reached with the same
products. This has led us to the Machine Age
which has led us to our miraculous com-
puters and our disastrous oil problem (see
‘At a Fork on the Way—35""). In short we




have had to compromise our ecology sev erely :

to reach our high industrialization thai had 1o
be reached so that we could satisfy our
“needs””. In spreading this out on a world-
wide basis we have just about emptied our
world of all its NATURAL resources_ It is
the less natural (i.e., syntheric i

us going. Not wit!
tusion. This leads us 1

factor of

tuted for “‘needs’’) !

cannow o¢ reached. This is the foundation i

¢ 2oculiuration. The small steady flow of
acculturation among the migrant races in I
history have been what makes the world g0
round, but since we have been able 1o circle
the globe in minutes instead of months, ac-
culturation has taken over culture-retention.
Consider for a moment the fantastic scientific
growth in the last 80 years in the U.S.
Incredible. The U.S. was however already

a country of great ‘‘acculturation’ for along
with the perhaps strong Indian and Anglican

roots, American culture was a conglomera-
tion of who lived where. Now think about i

this same 80 years of growth in Japan, one
of the industrial (NB. ‘“‘western’’) super-
powers. Disgraceful. Surely now that many
Japanese have four-car garages it will be
impossible to take it away, but was it :
necessary???
Acculturation in today’s music is an | 1
exceptional phenomenon. The Flemish sing 5 |
Country Western tunes. In the Phillipines

|
one hears of blues singers. And the Ameri- 1
cans, well, they sing American music. This E
is an overt attempt to create an international \
(profitable) music. 1 |

Most non-Quebecois consider the cur-
rent question of Quebec’s separation from
the rest of Canada nonsense. When one
notices how often the French-Canadian is
forced to speak English in his own province,
i s shocking. Surely knowing two languages
% Betier than knowing one and undoubtedly

ghish should be the second language

western world, but still to be forced into a

second language in one’s own area??? This
description does not reflect any ec

factors of the problem; but
speaking, most secessio
economical, they were

cultural. I have nothing agains

tradition outrageous. I applaud all French-
Canadian pop singers as well as modern
French-Canadian composers who are trying

10 retain some sort of separate identity

cultures where identity is being

as in the complicated U.S.

ture one often meets *‘folk”"

tradition. It is not really harmful that Robert
Zimmerman-Dylan considers himself a
“*folk™ singer of his own compositions—
what is important is that there is a message
of self (here self means personal as well

as group or society-wide) identity.

A fascinating reaction to cultural iden-
tity or lack thereof is John Cage’s, Harry
Partch’s and other modern composers’
leaning towards eastern philosophies for their
artistic and perhaps personal life founda-
tions. This all gets involved in political
aspects in and around modern music which
Is a subject in itselt. The point here is,
however, that nationalistic tendencies can be
Just like in the internationalism/nationalism
question; thart is, a question of reacting
against something. There is nothing Taoist
about American pop or daily culture. The
chance for the natural (0 exist in American
culture has been battered by the current sys-
tem of capitalism at all costs. Cage in not
relating to his culture’s system had to ry to
apply what might be considered acculturation
in reverse. He is trying to drop certain Amer-
ican social characieristics and instead of
throwing another set of demands in the faces
of his peers has acculturated himself into
another system, perhaps deductively demon-
strating that ANother way is also possible.
Even a composer as Harry Partch tried to
combine the best of everything in his private
American world.

In sum, just as in **At a Fork on the

Way—3,” I put the blame on pop music and

the Americanization of everyone as one of
the most important elements of the current
musical identity crisis of all musical forms.
Mass media has harmed more than it has
helped. It seems to be turning world music
into just music.
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EAR LISTINGS!

EAR Magazine is a new music/
literary journal published by the
New Wilderness Foundation, an
arts cooperative which also pub-
lishes The New Wilderness Letter,
Audiographics cassette series, and
sponsors artistic events. EAR
Magazine. copyright 1978, by New
Wilderness Foundation. All rights
revert to authors and composers
upon publication of their work.
EAR is edited by Michael Cooper,
Richard Hayman, Beth Anderson,
Larry Kucharz, Charlie Morrow,
Michael Sahl.

EAR welcomes materials from
everyone: the deadline for sub-
mission is the 7th of each month.

Tax deductible contributions for
subscriptions MUST BE MADE
PAYABLE TO NEW WILDER-
NESS FOUNDATION and sent
to: 26 Second Avenue, Apt. 2B,
New York, NY 10003. Rates for
one year (approx. eight issues)
are: $6, artist, student, unemploy-
ed; $10. standard; $15, overseas
by air. Do not send materials or
subscriptions to West End Avenue
address. For advertising call either
777-6787, 966-5842, or 677-0981.
Don't forget to renew your sub-
scription and to prepay all orders.
Catalog of back issues available
upon request.

INFORMATION: EAR IS SUP-
PORTED TOTALLY BY SUB-
SCRIPTION AND ADVERTIS-
ING INCOME AND THE UN-
PAID LABORS OF ITS CON-
TRIBUTORS AND EDITORS.
THE TYPESETTINGS, PRINT-
ING, AND POST OFFICE MUST
BE PAID. PLEASE HELP EAR
CONTINUE WITH YOUR CON-
TRIBUTION. YOUR SUGGES-
TIONS ARE ALSO INVITED.

ALL WELCOME.

DISTRICT FOUR ARTS
RESOURCE CENTER

AT PUBLIC SCHOOL SEVEN

160 EAST 120 STREET

NEW YORK, NEW YORK 10035

860-5992 860-7965

COMPOSERS, MUSICIANS in-
terested in volunteering time and/
or realizing work for or with
elementary school kids in East
Harlem please contact Arnold
Dreyblatt, director, Sound/Music
Program, P.S.7, 160 East 120 St.,
860-5992, 860-7965, 349-5739.

—SONAVERA—

studio for sonic arts
INTERNATIONAL

TAPE MUSIC COMPETITION
for info. write:

SONAVERA

P.O. Box 264

Hawthorne, N.Y. 10532.

gt ]

S




