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4 INTRODUCTION

focus on discursive constructions of the social world independent of “objective” or
social verification. The French historian Roger Chartier registered these concerns in
his On the Edge of the Cliff: History, Language, and Practices in 1997, as did American
historians Joyce Appleby, Lynn Hunt, and Margaret Jacob even earlier in their Telling
the Truth about History, published in 1994.

It is evident that both fields are now increasingly aware of the necessity of under-
standing the often complex interaction of social, political, and artistic phenomena in
our analysis of the symbolic realm. Just as historians attempt to grasp the construc-
tion and transmission of meaning, so musicologists are turning their inquiries not
only to cultural representations but also to social dynamics and to music’s distinctive
“register” of communication as an abstract and performing art.! For many musicol-
ogists the most fruitful aspect of recent historical directions has been the turn to the
question of how patterns of cultural meaning are intertwined with the encompass-
ing world of social and political significance.” Historians in turn have drawn atten-
tion to the fact that such cultural significations are manipulated and refracted in the
act of enunciation inherent in each art’s means of communication, as well as by the
changing material modes of inscription of a given work. Both fields, moreover, are
increasingly aware that individuals and groups make use of or appropriate symbols
within the larger field of social power and representation—that symbols can become
destabilized or contested and a symbolic battle or negotiation may thus ensue.

Indeed, there has been a new awareness of “representations” and their construc-
tions ever since the launching of the interdisciplinary journal by that name at the
University of California at Berkeley in 1983. Musicologists, of course, have long been
sensitive to the ways in which power may employ the theater and particularly opera
to represent either the authority and social order that sustains it or that it aspires
eventually to ensconce. However, they have more recently recognized that opera is
neither transparent in its agenda nor ever entirely instrumental, for it is a composite
form of representation, one that is both unique and in continual dialogue with the
social and discursive world that surrounds it. Moreover, musicology has learned to
be aware of what Louis Marin has described (with reference to painting) as “the gap
between the visible—what is shown, figured, represented, staged—and the legible—
what can be said, enunciated, declared.”* As we now recognize, each mode of com-
munication embodies a different register of representation, and although they
intersect with and respond to each other as in opera, which may create a uniquely
complex enunciation, they never entirely merge.

The new theoretical synthesis, of course, has built in important ways upon the dual
contributions of the “new musicology” and the “new cultural history” of the past three
decades. The former drew necessary attention to the questions of meaning, reception,
and interpretation or “criticism,” as well as to politics, ideology, and gender, and in
doing so discovered or rediscovered the significance of theorists, including Jacques
Derrida, Theodor Adorno, Wolgang Iser, and Clifford Geertz.* Simultaneously, the “new
cultural history;” as well as the “cultural studies” movement in several adjacent fields, felt
the impact of the “linguistic turn” in the humanities, or the focus on the semiotic func-
tions of language and the cultural construction and transmission of meaning.’
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INTRODUCTION

perceived as an overly exclusive emphasis on cultural systems and on language, or “the
displacement of the social in favor of culture,” as evidenced in the collection edited by
Victoria Bonnel and Lynn Hunt, Beyond the Cultural Ti urn, published in 1999.'?
One immediate response was to reexamine the implications of figures who
focus primarily on the analysis of social forces and particularly of power— how it is
exercised, as well as contested or undermined. These included not only the French
philosopher Michel Foucault and the sociologist Pierre Bourdieu but also major
figures in German sociology such as Norbert Elias and Jurgen Habermas. Foucault’s
examination of the social and political role of “discourse” now became increasingly
influential, and the term prominently entered the vocabulary of disciplines not only
in the social sciences but also in the humanities. Few today would dispute Michel
Foucault’s intellectually seismic assertion that discourse defines or “authorizes”
knowledge: It renders visible; it “produces” what we see. As he so incisively demon-
strated, discourse not only furnishes those conceptual categories through which we
conceive reality within a period but also shapes or articulates and legitimizes all of
our subsequent discoveries. Foucault, of course, is frequently grouped with post-
modernists because of his questioning of the possibility of objective knowledge, but
his insights into means of social control through discourse still impart a social
dimension or grounding to his analysis.!?

If Foucault revealed the extent to which social power is insinuated in discourse,
his colleague at the College de France, sociologist Pierre Bourdieu, did the same
with symbols and language, thus reembedding cultural analysis within the social.
Perhaps the most forceful vector of Bourdieu’s work for historical study has been his
insight into the way in which relations of power are imminent or embodied in all
realms of symbolic exchange." Particularly resonant in the humanities has been
Bourdieu’s concept of “symbolic domination”—the attempt to constitute or repro-
duce social hierarchies through the definition of “symbolic legitimacy” and “sym-
bolic capital” His concomitant concept of “symbolic violence” refers to the
invisibility of this imposition, which maintains the existing order but without
recourse to physical violence. s

As Bourdieu has shown, symbolic violence may occur not only within a colo-
nial context and in class relations but also in the relations between the sexes, as he
demonstrated so tellingly in La domination masculine, It also occurs politically, for
groups in power impose representations or symbols that provoke a wide range of
responses across a broad spectrum from domination, or acquiescence, to contesta-
tion."® Before feeling the full impact of Bourdieu musicology, like history, was locked
in either a narrow and literal or a philosophical conception of the political; it was
his work, together with Foucault’s, that allowed us to identify political power in
systems of representation, as well as in challenges to them. Moreover, Bourdieu, in
particular, has now taught us to perceive how the symbols that authority has incul-
cated for political ends—in many possible forms or styles—is a prerequisite to both
interpreting culture and deciphering politics.

We have hence grown increasingly aware that culture is neither extraneous to
politics nor devoid of authentic political content but may rather be a fundamental
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8 INTRODUCTION

The focus on strategies and “practices” is another important new historical
direction, one begun by practitioners of the new cultural history and then expanded
under the impetus of more recent theoretical insights. Initially the work of Mikhail
Bakhtin drew attention to the ways in which popular culture could subvert, manip-
ulate, or penetrate high culture, specifically with reference to the work of Rabelais.2
Scholars soon combined his influence with that of theorists such as Michel de
Certeau, who stressed the importance of cultural “practice” or uses as opposed to a
more passive consumption of culture. As he observed, cultural products may be
creatively employed, manipulated, or “appropriated” through specific strategies and
often on the part of those groups who are politically or socially dominated. It is
within this context that more recent historians have done important work on read-
ing practices, which has had a palpable influence on musicology as well. Musicologists
such as Kate van Orden, for example, have stressed the importance of approaching
music in the early modern period within the context not only of “print culture” but
also of reading practices and of actual usages. Just as influential have been recent
anthropological developments in “performance theory,” or the study of the ways in
which performance is socially framed and how this necessarily impacts the work’s
enunciation, as anthropologist Victor Turner has shown.?

Equally important in the sphere of “practice” has been the work of the German
historical sociologist Norbert Elias, who analyzed the larger social and political
dynamics of cultural practice in the early modern period. Elias’s book of 1939, The
Civilizing Process, has only recently been rediscovered, now from the perspective of
his study of court behavior, its gradual development, and the way in which it
imposed control over the self, including both manners and the emotions.* More
recently, historians such as Alain Corbin have focused on the history of the senses,
or of perception, as shaped by changing modes of experience and by means of social
control. Corbin was also a pioneer in what is now generally referred to in both
musicology and ethnomusicology as the “soundscape,” or the larger cultural and
political context of hearing. His Village Bells (1994) was concerned with the way
bells were heard and experienced in the past and specifically how they were closely
associated with both piety and parochialism, or with a sense of place.? In his con-
tribution to this volume ethnomusicologist Joseph Lam is similarly interested in the
issues of both soundscape and practice with regard not only to power but also to
those who were dominated in twelfth- and thirteenth-century China.

Public meaning and experience, as well as public memory, have served as another
flourishing path of research not only within recent historical studies but also in the
field of musicology. Initially sociologists such as the German Jiirgen Habermas drew
attention to what he termed “the public sphere,” or the domains of public life as they
developed in the course of the later eighteenth century. Habermas connected this
phenomenon with the rise of what we now generally call “public opinion,” which is
associated with an implicit sense of responsibility and rights on the part of those
governed within a political system.” Linked to this concept has been that of public
memory, as well as of a sense of both community and traditions, as embodied in the
work of figures such as Pierre Nora, Benedict Anderson, and Eric Hobsbawm.
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10 INTRODUCTION

the fact that, recently, leading journals in history, such as the Journal of Modern
History and the American Historical Review, now regularly review those books by
musicologists that attempt to achieve these goals. Moreover, it has become an ines-
capable phenomenon that more and more historians are turning to music despite
the difficulties of mastering the analytic dimension and the technical specificities
of the musical language.” They are similarly aware of the necessity of understand-
ing the “champ” or field, to use Bourdiew’s term, or the specific domain of culture,
with its own degree of autonomy, workings, and conventions that can, like a prism,
at specific moments approach or open up to other such fields.*

Most striking, perhaps, is that scholars in both areas are now exploring music
under similar historical rubrics, those emerging from the recent synthesis of theoretical
perspectives on society and culture that we have seen. As this volume vividly demon-
strates, these include questions of cultural identity and its expression, or its construc-
tions, representations, and exchanges, into which music provides a significant mode of
access. The scholars who work in these areas are concerned with those cultural sites of
the construction or attempted control of identity, as well as its interrogation through
active agency on a social and an individual level, which embraces subjectivity and its
relation to the larger cultural unit. This line of inquiry includes the study of how new
perceptions or awareness may be realized or enunciated through musical language; it
also embraces investigation of the development of new modes of understanding in or
around music, as well as of the way in which such meaning is produced or communi-
cated even in the midst of social or political attempts to control it.

Here we may see attempts on the part of both historians and musicologists to
engage with the new ways of perceiving the articulation of music, ideology, and
politics opened up by figures such as Foucault, Bourdieu, Elias, and Habermas. For
their study of meaning and symbols is both relational and contextual as they strive
to unlock the idioms not only of social or political power but also of the strategies
of contestation or refusal. They are similarly interested in identity as defined within
the public sphere and the ways in which such public or national identity may be
questioned through specific practices or the experience of cultural encounters.

Part I of this volume accordingly comprises sections devoted to Constructions
or Representations of the Body, Gender, Sexuality, and Race; Subjectivity and the
Shaping of the Self in Society; Nationalism, Cosmopolitanism, and Transnationalism,
and Popular and Elite Cultural Intersections or Exchanges. The historians and musi-
cologists working in these areas approach music as a cultural form that communi-
cates diverse kinds of discourses, including ideology or political rhetoric, while
realizing that the material or cultural forms that carry such discourse cannot be
reduced to the discourses they were intended to carry.’! Moreover, they are aware of
what the artwork can do to the discourse or to a text either consciously on the part
of the artist, or on a subconscious level, or as a result of music’s unique register of
representation and its specific dynamics as a performing art. As some of the chap-
ters demonstrate, because of music’s abstraction and its physical nature it can more
easily transmit certain aspects of identity or experience than others, while inher-
ently altering them in the very act of representation.
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INTRODUCTION

Historians, in turn, if they seek to employ music as a significant mode of access

to cultural experience, practice, and understanding in the past, must familiarize
themselves with those musicological sources that illuminate essential elements of
the musical language and the musical culture. Finally, both disciplines, if they wish
to understand the historical and musicological significance of theatrical works
(particularly of opera), must recognize the complexity of its enunciation and its
close relation to its specific modes of inscription, experience, and reception, as
Edward Muir’s contribution to this volume tellingly illustrates. For the message of
an opera historically cannot be equated simply with the supposed intent of the
composer, thelibrettist, or theinstitution producing it but rather must be approached
in terms of a tense negotiation or a semiotically complex interaction at temporally,
socially, and culturally specific moments.

The new cultural history of music seeks to investigate precisely such arenas in
which a close musical analysis must interact with a sophisticated understanding of
the semiotic or linguistic dimension while maintaining a comprehensive grasp of
the relevant social, cultural, and political dynamics. There are many such avenues of
research, as the scholars in this volume demonstrate, all of which compel us to
employ the emerging theoretical or methodological composite discussed in the
beginning of this Introduction. Music examined from the perspective of areas such
as print culture, aural experience, or “soundscapes” and their relation to political
power, national memory, or cultural icons demands that we remain open to this
resonant theoretical synthesis while seeking out the most historically relevant con-
texts. Such an approach will also allow us to perceive new aspects of the musical
language, its meaning, and evolution, as well as how it “spoke” or communicated
historically within the landscapes of now distant or foreign cultures.

Finally, as this volume demonstrates, the new cultural history of music requires
that musicologists take history seriously and remain apprised of its most fruitful new
directions and that historians work closely with musicologists, consulting the rele-
vant musicological sources. To this end, departments training scholars in both fields
must in turn encourage students to develop the requisite skills, historical, theoretical,
and musicological in innovative new programs that cross the boundaries of the once
separate disciplines. Only by doing so can we continue to recast the questions that
both fields are asking, thus bringing them closer and developing the new cultural
history of music in an ever more resonant, mutually fruitful synthesis.

1. See Roger Chartier, On the Edge of the Cliff: History, Language, and Practices, trans.
Lydia G. Cochrane (Baltimore: Johns Hopkins University Press, 1997), and Joyce Appleby,
Lynn Hunt, and Margaret Jacob, eds., Telling the Truth about History (Berkeley: University
of California Press, 1994).

2. I'have focused on this interaction in several books that trace the tight imbrication
of politics and ideology with French culture and music, including The Nation’s Image:
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18. Fulcher, “Symbolic Domination and Contestation,” 312.

19. See Hauke Brunkhorst, “Irreconcilable Modernity: Adorno’s Experimentalism and
the Transgression Theorem,” in The Actuality of Adorno: Critical Essays on Adorno and the
Postmodern, ed. Max Pensky (Albany: State University of New York Press, 1997), 47—49. Also
see Eric L. Krakauer, The Disposition of the Subject: Reading Adorno’s Dialectic of Technology
(Evanston, Ill.: Northwestern University Press, 1998), 139, 143.

20. See Peter U. Hohendahl, Prismatic Thought: Theodor Adorno (Lincoln: University
of Nebraska Press, 1995), 200. Also see Theodor Adorno, Philosophy of Modern Music, trans.
Anne G. Mitchell and Wesley V. Bloomster (London: Sheed and Ward, 1973), 165-67.

21. See Fulcher, Composer as Intellectual, 172—95, and Glenn Watkins, Proof through the
Night: Music and the Great War (Berkeley: University of California Press, 2003).

22. See Burke, What Is Cultural History? 53—54, and Mikhail Bakhtin, Rabelais and His
World, trans. Hélene Iswolsky (Bloomington: Indiana University Press, 1984). Significantly,
as Burke points out, the book was first translated into both French and English in 196s.

23. Burke, What Is Cultural History? 79-80. Also see Michel de Certeau, L'invention du
quotidien (Paris: Gallimard, 1990). On reading practices as related to the history of the
book, see Roger Chartier, Publishing Drama in Early Modern Europe (Panizzi Lectures)
(London: British Library, 1999). On the relevance of the study of print culture and reading
for musicology see Kate van Orden, ed., Music and the Cultures of Print (New York:
Garland, 2000). Also see Richard Bauman, Story, Performance, and Event: Contextual
Studies of Oral Narrative (New York: Cambridge University Press, 1986), and Victor Turner,
The Anthropology of Performance (New York: PAJ, 1986).

24. See Chartier, On the Edge of the Cliff, 124-31, and Norbert Elias, The Civilizing
Process, trans. Edmund Jephcott (Cambridge, Mass.: Blackwell, 1994).

25. Alain Corbin, Village Bells: Sound and Meaning in the Nineteenth-century French
Countryside, trans. Martin Thom (New York: Columbia University Press, 1998), and Burke,
What Is Cultural History? 112.

26. See William Weber, “Opera and the Cultural Authority of the Capital City,” in Johnson,
Fulcher, and Ertman, Opera and Society in Italy and France, 167—68, and Craig Calhoun, ed.,
Habermas and the Public Sphere (Cambridge, Mass.: Harvard University Press, 1992).

27. See Pierre Nora’s multivolume Les lieux de mémoire (Paris: Gallimard, 1984-1993).
Also see Eric Hobsbawm and Terence Ranger, The Invention of Tradition (New York:
Cambridge University Press, 1992), and Benedict Anderson, Irmagined Communities:
Reflections on the Origin and Spread of Nationalism (New York: Verso, 2006).

28. Edward W. Said, Orientalism (New York: Vintage, 1978), and Burke, What Is
Cultural History? 121.

29. See, for example, Michael P. Steinberg, Listening to Reason: Culture, Subjectivity,
and Nineteenth-century Music (Princeton, N.J.: Princeton University Press, 2004); William
Weber, Music and the Middle Class: The Social Structure of Concert Life in London, Paris,
and Vienna (London: Croom Helm, 1975); James Johnson, Listening in Paris: A Cultural
History (Berkeley: University of California Press, 1995); and the final chapter of Carl
E. Schorske’s classic Fin-de-siecle Vienna: Politics and Culture (New York: Knopf, 1980).

30. See Burke, What Is Cultural History? 58, and my discussion of the implications of
Johan Huizinga’s related concept of historical shift in the “cultural landscape” in Fulcher,
French Cultural Politics and Music, 12.

31. See Chartier, On the Edge of the Cliff, 94.
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