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I - 1  

'Ilic l listory ol Wcstcrrrl Music U.duc.;ttiori r r i  .J,~p;lrl 





- .  
Ilic statcrnc:rit i ~ l x ~ u t  tlic ovcr-all objcxtivcs of tlic rnusic subjcct  

dosc:ribcd in tllc coursc  ol s t ~ e l y  (Ncw issuc, o l l i c i a l l y  ,~nnouncctl or1 

1 5  Mi~rc-11, 108')) IS as lollows: 

-1-0 Iiclp pupils c - u l t ~ v ; ~ t c  f u n d m m l t ; ~ l  r n u s ~ c i ~ l i t y  through tlic ;~ctivitic:s 

in musicill c!xprcssion and tlpprcciilt ion, clicourago ,I lovc ;lnd semi t ivr t y 

for rnusic m d  crlr i d i  tlic scn t  irncnt. (olc:rncn t x y  sc:l~cwl) 

I l i c r  objc:ctivcs for c'lr-li g r i ~ d c  ilrc listcxl in CSI: (course of study for 

clcrnonti~ry sclirn~l). !:or iristmc-c, tllc 0vc.r-,111 objcc-tivcs of tlic rnnsic: 

subject lor g r i ~ d c s  1 , l rd  2 a r c  st,~tc:cl ,is follows (CSC 1%')): 

;I. To llc:lp pupils clcvclop scrisitivity t o  rnusic-;ll bcauty m d  Il i~vc a n  

iritcrcst i~ r i t l  r.oriccrri in rnusic. 

b. To I1c:Ip pupils t1cvc:lop tllc: i~br l i ty  for c:xprc:ssiori m e 1  ;~pprcc:i;ltiori 

with c r n p l ~ a s ~ s  on t h c  c:l(:rnc:rit ol rhytlirn 111 both listcnirig ;md 

I t ics  r r i  rnusicid 



A. L'xprcssiorl 

1 .  -1.0 sin}: or pLly whilc 1istc:rlirl): to music-. 
a. To srrq: 1-ollowinl: livc or rccordctl rncxlcl pcr lorr~wlccs .  



A s  ,I rcsu l t  of 1)  ;inti 2)- Jilpincsc. t r d i  t iorl,~l rnusic Ii,~s bccn r c j c c t c d  

u n t i l  the: l W 0 s  in sc:llcxd music: oduc.,~tiorl 111 .J,~p,m. Th is  i s  bcc-;lux Japmcsc 

t r i ~ d i  t ion i l l  music- h ,~s  i t s  c>wn sc)phist~c:,~tion m d  tc:,~c.lliril: rnct l~cxlo logy.  A 

t r a d i  t ioriCll tc:;~chc:r rc:l:i~rcls ,~ur;~l tr,~nsrnissrorl rnorc: Ili}:lll y t l l m  n o t , ~ t  ion. [:or 

e ! ~ ~ ~ ~ n p l c : ,  l lsl ie)~:~~" i s  ;I s y s t c ~ n  01 w l ~ n i m t i ~ n  u s c ~ l  111 Icm-ninl: the: Sinl:~rinl:s, 

p I < ~ y  ~ n t ;  tc:c:Iinic~ue~s i111cl r l i y  tl1111 01. ,III rnst r u r n c S r i l  or p ~ c ~ x %  111 the- 'll;c~~:i~kul' c~~sc:rnblc: 

iu i t l  t h e :  tri~rtsvcv-so llutc! of "Nol~," (Motcy:~, 1')W). I l l i s  ~ c ~ ~ ~ c - l ~ i ~ ~ ~ :  style., 

sornc:tirnc:s sc:c:rc!t, I1,1s bc.c.ri clorn~n.~tcxl by  t I w  " i cmo to "  system, 111~ systc:rn ol 

l i c~c :~~s i~ i } ;  t l w  tc:i~cd~in~: 0 1  < I  t r , d i t i c ~ n i ~ I  .J,I~,III~-S~~ < l r t .  TIK. l'ic~rnc)tc)" s y s t c ~ n  l iCls 

<llsc> be:c:n c:orltrollc:cl b y  the. r n , i ~ r l  br ,~r ic . l~ ol ,I 1.,11nrly to k w y  i t s  I lcrcx l i t i l ry  



-1.0 bcl:~n witl~, I will c:oreiitle:r rnusic: Illstory lrorn tllc! Vlc:rlrlosc c-l,lssicists 

to tllc I<orn;lntics ('l~ak;~h~slli, Ic)'/0) In ordcr to ur~Jc!rst,~rlcl thc lour~ddtlorl ol tllc 

prcscrlt J;lp;lrwsc rnusic: cduc;ltiorl systcrn. L:.uropcm cl;~ssic-;~l rnusic: clliint:cd ;IS a 

rcsult of v;lrious rcvolut~ons in I%royc!. In the: c.il:htc:c:nth c:cntury, rnmy 

concerts cxistcxl ,IS scx:ic:tics for cntorti~inin~: ;lristocrats r;ltllcr t l~i ln purely 

for listening to rnusic. I lowc!vcr, tlw spwsorshp of rnusic: switc:llc:d from t l ~ c  

;lristcx:r,lcy to thc Lx~urgcoisic: lrorn the: c:il:htcc:nth cxmtury to tlw ninctccnth 

c:c:ntury ,IS ;I rc:sul t of thc c~c-cluisitlor~ ol wc#ll tll I r l  tllc Inclustrid Revolution 

m d  the shilt of Ix,wor loll ow in^: tllc 1:rc:rlc-11 l<c:volution. Aue1ic:rlc-cs ~rlc:rcascd 

clrilrn;~tic;~ll~ ;IS ;I rosult or the! p;lrtic:ip;ltion ol tho Ixwrt:oolsic:, m d  the: 

rc!li~tiorlslllp bc!twcc:r~ rnuslc-iCms ; ~ r l c l  ,~utlic:llr:c: ,llso c.ll;~r~gccl ,IS <I rcsult. A 

muslc.i;~n c.;lrnc to pc:rlorrn lor tlw ~:c:rlor,~l publ ~c. r,~thc:r tll;ln lor tlw ,~ristcx-r;lc:y. 

Mimy c-ornposcrs (I\oe:tllovorl, Cl~opin, Llszt , l r d  otllcrs), bcc-;~rno irldcpcndcnt ol 

their piltrons ;lrlcI, ;IS , I  rcxdt, rnus~c: w,ls put rrlto t:cmc:r;~l d~str~but~on CIS .I 
c:ornmcxlity. At tlw slrno tirnc, ,I distr~but~or~ systcrn of rnus~c-'11 sc.orcs was 

cst~hlisl~c:cl, ,1nt1 tllc: hurgoois~c: Ic!,~rr~c:tl to emjoy pl,lylng: rnusic-,ll instrurncnts in 

tlwi r Ilorncs. 



I 1 )  Uut i l Wcstcrn 



l l u s  1s t l w  <IIS~IIN t l tw  b ( - t w c ~ w  ,lrt ,uid c - I i t c - r t ~ ~ ~ ~ i ~ ~ ~ ( ~ t ~ t  111 ~ r i u s ~ c ,  OIK. o f  t l w  

Str~nf:c-st ,mtl tlic. rnost ~rnpor t ,~r i t  drstmc trans 111 t l w  Wcstcml ,lc'stlic-trt s o l  

InUlc . Wv t ,In I r r i t l  t l i ~ s  k~r i t l  o l  ,~c.stlic.trc 1111 luc.ric c. cvcm 111 tlic- twc.nt~c.th 

' VrItury c cm~lx>sc.r's words. Arnolcl St liorlbc-rr: (('cwk, 1 ')')0, p. 18L), l o r  r l istmc c., 

w s :  



it ,  cvcm i f  tllcy tllcr~isclvc:s dislikc it. l ' l i c y  ;Ire not c:rc;ltors who rnust 

open thc  valvcs in ordcr t o  rclicvc: tlw irltc:rior prcssurc oi ;I c:rc;~tion 

rcacly t o  b c  born. 'l'llcy a r c  rncrcly rncxo o r  lcss skillul cntcrl;lint:rs who 

would rcrlourlw c:ornposinl: i l  tlwy did not find listcmcrs. 

01' rnusic is Iuricl;~rncrlt;~lly .I rnoral cnt i ty  and not ,I ~>c:rcoptu~~l  onc. Arid this is 







;~ lrc; l t l~  orc;~nizccl by l ivo c:onst i tucnts, ni~rncl y,  il poli t ici~l power, tho Srancwork 

"Utonornous cxistcncc.  Cor~soquontly, our rnotlcrn dl<-liotorny bctwc:cn cl;~ssical 

'nusic ;md populi~r rnusic- was born in this pc~-ioel. 





All works ol arts ,ire: louridctl on ;I c:c:rt,~iri c1istmc:c: lrorrl tlic livcd 

rodi  t y  wliic:li is rc:prc:sc:ritc:d. l'liis "tlistmc-c:" is, by dcl mition, 

iriliurni~n or irnp:rsoni~l to ;I c:crt;~in tlc*grc:c; lor iri ordcr to ;lppc,lr to 

us ;IS i ~ r t .  t l ~ :  work rnust rc:strlc:t scnt irncrltd intcrvcr~tiorl and 





powcr" ;Irc corning frorn. Robert W;dker ( 17'10, pp. 187- 188) Ius wr i t  ten, ;IS 



Kcitli Sw;uiwic:k trios t o  crilsc m y  c.ullur;~l c.orltcxt or rnusic:, sucli ;IS thc 

drug c:ulturc in rock [nusic: or ;I soc-i,11 struc-turc: in c:tlirirc- rnusic:. Swanwick 

(1988, p. 81) introtluc:os ;I story  bout ,I sc:voritoc:n yc:;lr old I3ritisli boy's  first 

cxpc:ric:nc:c '11 ;I sitilr rc:c:it,ll, ils loilows: 



Clciirl y, tliis young pcrson wri Ling about ;I single cxpcr icncc with 

Iridim rnusic: Iii~s rnovc:d t l~rougli  tllc dcvcloprncntal trnr~sforrnatiorxi 

of t l ~ c  s p i r d  t o  tllc Icvel of being iiblc t o  dcclarc  sornc viilucl 

cornrnitrncrit. Indccd, in tlic a c t  of dcscribirig tlic w l ~ o l c  process ol 

rcsponscs for us, I IC  sliows that  Iic tcr~cls tow;lrds tlic syrnbolic 

org;lr~iz;ltion of his cxpcricricc, m d y z i n t :  arid slmririt: Iiis 

finding. 

I d o  riot thirlk this yount: boy stutlicd citllcr It~tli;m triusic o r  Irwli;m cu l tu rc  

iit d l .  W h t  1 ~ :  did wiis t o  writc: iibout his pc:rson;~l cxpt:ric:nccs. Illis a t t i t u d c  

is ;I j:cxxJ c:x;~rriplo of "tlic: tl,mj:cv- of rc!,~tli~~l: Wt!slc!rn rrlc:,m~nt:s ;III<I t : xp t :~ : t~~ t i~ms  

into passages wherc  they ;lrc not  r c l c v m t "  (Mcycr, 1')50, p. l97), m d  "pc:oplc 

oftc:ri listen t o  J;lp;iric:sc, J;~v;lnc:sc, Indim rnusic, 111,tkirlg c:ornrncr~ts iibout i t  that  

would b c  tot,llly un;~c:c:c!pt;~blt! t o  ilri Asiilri rriusic:i,~r~, but s,~tisl ' icd tllat tlicy 

ur~dcrst;ind i t  bccxluse they c:r~ joycd it" (Nct  t I ,  1 3 8 3 ,  p. 4-4.). T l ~ c  wri ter  

bclic:vcs tliat i t  is dif ficul t t o  ur~cJc:rst;~rltl Ir~diilri rnusic wi t l ~ o u t  krwwirlg Iridiiin 

cul turc  and i t s  c:oritcxt. Tliis is bcc;lusc, as Martyr1 IJv;lris says, "pcrlxips wc 

c:m, in tirnc, tldopt tlic pcrspcx:tivc of tlic Indian, o r  of tlw Vcrida, so t h t  wc 

redly listcn througli it ;ind riot sirnply t o  it. Hut this m c m s  livirig tlwir 

lift:" ( 1985, p. 111 1 ). I lowcvcr, Swmwic:k ( 1 Y88, p. 10 1 ) ~:ocs on: 

I f  we bclicvc tliat m y  rnusic;ll triiclition is ablc  t o  bo in tcrprctcd 

oril y tlmwgli cxtril-rnusic:;~l rc:forcricc!s sll;irc:d wi tlliri ii p;irticul,~r 

c:ulturc, tlicri it follows tliiit rcsporiscs t o  music: will bc ;I 1~u:;d 

plmwrncnon frorn wliicli ycoplc of otlic:r cul turtrs a r c  Iilrgcl y 

cxe:ludcd ... rnusir: GIII bc  cul  turiill y cxc:lusivc i l tlic 

sound-spcxtrurn IS striingc, i l  cxyrcssivc c.li;~r;~c-m- is strongly 

linkcd with ;1 y;irticul;ir cu l tu rc  o r  sub-c:ulturc and  i f  s t ruc tu re  

trxycx:tatrons a r c  iriilppropriiitc. A1 1 ol tlicsc c!lcrncrits, cspcc:i;~ll y 

cxprcssivc c:li;ir;ictcriz,itiori, c : m  b c  ;Imp1 i l'icd by Iiibcl ling ;irid 

c:ultur;il s tcrcotypir~g.  T1it: t i ~ s k  ol ccluc,~tion is t o  rcduc-c t h e  

power of suc:h stc:rc:otypcs tlirour:h a livcly cxp lor i~ t io r~  of r ~ w s i c , ~ l  

proccclurc:~, plicnornm;~ wllic:Ii c-i1r1 b c  rc!l,itivc:ly irldcpcrldcrit of 

cul t u r d  owrlcrsliiy. 



tlwrn ;IS ;I ncgativc S x t o r  in music: c:duc;~tiorl; , ~ t  thc  sarnc tirnc, Ilc confuses t h c  

word ;md cultur;~l  context. llow docs Ilc tliink o n c  c:;m ;~cccss music: in ; ~ n y  o ther  

cul turcs'! And why is thc rc  ;I neccssi t y lor  rc:duc:irq: cul t u w l  context'! 111 

Swimwick's scllcrnc i t  would be w s y  lor Wcstcrn pcople t o  cxploit music: in non- 

Wcstcrn cul turcs  like t h e  Jap;lncsc Ki~buki ( t h c  t rx l i t ion;~l  J;~p,lrlcsc s ty  lc opcr ;~)  

and t l x  J;~v;lncsc C;;~rncl;~n, bcc:;~usc m y  rlon- Wc!stc:rrl sourld I1;1s illc possibility t o  

bccornc! ;I cornrnodi t y. Wostcrn pc:oplc clo not Ii,~vo t o  p l y  t en t  ion t o  the  cul t u r d  

backgrounds of rw- Wcstcrn i lu rd  culturcs. 'l'llis ;it t i tudc is not so  rnuch music 

c d u c i ~ t  ion ;IS slioppin}:. In ;I wily, Wc:stc:rn pcwplc d o  not I1;lvc t o  live lion- Wcstcrrl 

culturc. In l ~ t ,  Sw;lnwic:k ( 1788, 1,. 1 10) is ;~lso introcluc:in~: sc:vc:r;~l ;~spcc:ts 

o l  Wcstcrn c:xoticisrn ;is "trmsc-crldinl: culturcs", '1s lollows: 

This rnusicd tr;lffic: docs not only run frorn west  t o  cas t  o r  north t o  

south; nor docs i t  only flow from 'cli~ssic:al' t radit ions t o  'folk'. The 

dr i f t  is in ill1 directions, unstopp;iblc. Wcstcrn 'syrnplwnic' rnusic (for 

want of ;I b c t t c r  tcrrn) IMS d w a y s  i~bsorbccl clcrncnts from clscwllcrc 

like a 6rc;lt sorlorous sycmgc. I li~ydri ilbsorbcd Sl;~vonic turns of phrascs; 

1Ic:bussy was irnprcsscd by tho 'C i~kcwi~ lk ' ;  Stravirlsky copied ' ILlgtirnc'; 

f'uccini did his Iwrnc!work on i1nc:icnt Chinosc turns for l~ur i~n t lo t ;  Vauglun 

Willi;~rns so i~kcd  up rnodc:l folk rnc:lotlic:s l rorn rur ,~l  Lh-i lain; ; ~ t  sornc 

point, 'Mcwrish' cl,~rlc:os bcc:;lrnc M o r r ~ s  clmc-in$:, I1c:rlcc tllc exo t ic  

costurncs. 



It Ilils bcc:n s,lid tliilt r ; l t~on~ l l i s rn  ;IS we! know i t  In twc:ntic!th c:c!lltury 

scicrltlfic: c:rltlc;lvors or~l:~ri;ltc:tl in t l ~ :  Wcst. I lowovc!r, ,IS Ccwk poin ts  out ,  c,lcli 

cul  l u r c  Ii;~s i t s  own  r , l t lo~l , l l iz ;~ t  iorls. 111 t lw  Wc!st, r ;~ t i c~n ;~ l i s r r~  mtl 

intc:lle!c:tu;llisrn h;lvo bc:c:rl bilscd o n  1iurn;lrl rwsor i ,  tli;lt is t o  sQly, rciison being 

rriuc:l~ rnorc irnportilrlt th;m c!xpcric!ncx:. In ;I wdy, Wostcrrl ;~cs t l l c t i c s  is ;lko b;lscd 

on  r;ltion,~lisrn. In t lw Lilst, tllc:~r own  r;ltiorl,~liz,ltiorls Ii,lvc- rwtliinl: t o  (10 wi th  

W w t o r n  r ; l t i o ~ ~ ; ~ I i s ~ n .  I lowt!vc:r, lo r  I<c:irnc:r '11id Swimwic.k, I I IUSI~ .  is s t i l l  t110 

";lc:stllc:tic: c:xpor~c:rlc:c:" i~c:clulrc:cl by ,I u n ~ l ~ c - ~ ~ t i c m  o r  ~rltch:r;ltlori ol sensibility 

~ I I I C I  mind, c:cmsistc:nt wit11 K'mt t l ~ d  I l(:l;(:l. 

Orw m l y  c:orisrdc:r Kxll1c:irlz Stoc:kll,lusc:n ;IS rollc:c:ting Swmwic-k ' s  cor\e:cytuQil 

hc:kground.  I lc t r i cd  t o  c!st;lblisli ;I "World Music:" in tlic: lS)(,Os. I lc c:ornp,sccl 

.l'c!lc:rnusik in Tokyo in l'X10, m t l  s<l ic l ,  "writc! not  ' m y '  rnusic: but  riltlicr t h e  Inuslc 

of t lw  wliolc: c w t l i  id1 I m d s  ; ~ n d  r;tc:c:s" (L r i  l l I t l ~ s ,  1078, p. 1 38). 71'trlor~lus~k 

1nc:lutlos rc!corclirll:s ol sourleis Irorn Spclin, V I C ~ ~ I ~ I ~ ,  I\;111, tI1c- S C ~ I I C ~ I I  S,lll;lr,l, 

J;lpdn i11ld I 1urlg;lr y ,  a l l  i~ppc:.lririt; I lvc't ingl y m d  c.;Ius(!~ by clc:c:tronic ~IIC;IIIS t o  

r e  I i t i r  I I w v r ,  11 IS  lot so rrlucdl ,I "World Music:" '1s Iiis own  

!nusic-. l lc! rnc:rc:l y c:orll used ; i l l  a rb i  t r , ~ r y  ownc~rsliip wi tll univc:rs~ll i t y. 

I<c : i r r i cx-  ; I I I ( I  S W ~ I I I W I ~ : ~ ' S  c.oncxbpfs 0 1  I I I U S I ~ .  ( d u e ~ , ~ t l ~ r i  <lr(! tot.llly d~lScr( :nt  

frorri Murr<ly Sc.ll;ll(-rfs c.oricxhpt. Mur r ,~y  Schllc-r- IS t ry I I ~ ) ;  to rclc,lso rrwsic l rorrl 

20 



the  narrow frarnc of Wcstcrn tliouglit t o  ;I c l i m t ~ c  yliysic:;~l ;lcoustic: space, and t o  

rccorisidcr what tlic rnc;lnings of sounds a r c  onrx! ilgain tllrough thc  concept of 

soundsc;lpc. Scli ;~lcr ( 1  '977, y. 2%) Iii~s wri t tcn, ;IS follows: 

Since rnodcrn r n m  f c w s  clcath as none bclorc  hirn, h c  avoids silcrlcc 

t o  nourish Iiis f m t i ~ s y  ol pcrpotuill life. In Wcstcrri socicty,  

silcrlcc is n nc:g;~tivc, ;l vi1c:uurn. Silcncc for Wcstcrn M;m cclu;~ls 

c:ornrnur~ic;~tion Ii;mg-up. 1 f orlo 11;~s nothinr: t o  s a y ,  t h e  otlicr will 

speak; Iicnc:c tlic g;~rrulity o l  rriotlcrn lilc wl~ic:li is c:xtcridctl by i111 

kirds of s o ~ i ~ c :  j;~bbc:rwi~rc:. 

In o t lw-  words, IK: is trying t o  rc:flcct on Wcstcrn socicty fro111 tllc h t t o r n  

up. In 

(Scha fcr 

Wcstcrrl 

i ~ c t ,  tlic! c-one-c:pt of rnusic: itsolf eloc:s [lot rni1ttc.r in A Sourid I.:.duc:;ltion 

1 2 ) .  I lc wri t c s  about c:nvironrncnt;~l cduc-;~t ion in sound r ;~ t lwr  th;m 

rnusic: education. I lowcvcr, I<cirncr imcl Swimwick's conc:cpts in rnusic 

cduc;~t  ion Iiavc still  Iii~d a rnucli bigger inllucnc-c i~rnong rnusic cduc ;~ tors  in 

t l im bri~nd-new ;~ppro;lc:llcs like Sc:l~;~fcr 's  c:orlc:c:pt of sour~dsc;~pc. 13cc;lusc 

dominant rnodcls of music: c:duc:;~tion I ic~vc oril:ini~tcd within Western socicty 

Pcoplc who live in non-Wcstcrn socic t ic :~  a r c  st i l l  following this kind of 

Japan 

t l1c 

Wcstcrn ;ipproi~cli in spi tc  of tlwir cu l tu r i~ l  b;~c:kr:rountls, and  thcy a r c  not sure  

why they Ii;lvc t o  study Wcstcrn rnusic in non-Wcstcrn soc:ictics. 



11 - 1  

Music ;md Its Systorn;ltiz,lt ion 

In Chilptcr Onc, I ck:sr:ribcd t l ~ c  influcmcc of t l ~ c  Wcst or1 J;~y;mcsc rnusic 

education, cspcci;llly in t r r lns  of ninctcxmth c-cwtury rnctaphysic:s. LZut 

t r i ~ d i  tionill J;~pilncsc i lu rd  cul turc  Ili~s imotllc:r kind o f  plli losopllici~l c:orlccpt 

tha t  ll;ls nothing t o  d o  with rnotilphysics in tllc! Wcst. Acc:ordirlg t o  At t r~ l i  ;IS 

citc:d in p;lrt tllrcc of Ch;~ptc:r Orlc, any rnusic- i r l  botll IIK: L ~ s t  mtl Wcst 1x1s t o  

b c  tllought ;IS I1;lving ;I symbiotic: rcl ;~tionship w ~ t h  i t s  sociiil background (Yano, 

1988). Tllc Ji~l>;lrlcsc sociologist Toru Y;mo (Yilrw, 1988) l ~ s  writ tcn  ; ~ k > u t  t h c  

f ive  constituents wl~ ich  systcrnatizc rnusic o r  sound ;IS ;irl clcrncrlt of this 

syrnbiot ic rcl,~tionslliy, nilrncl y, p o l i  ticid power, tllc I rarncwork for i1 cornmunil1 

socicty, ;1n ccollornic: production-stylc, thc  influcncc of a rnytllology system and 

1tIfluc:nr:cs frorrl o thc r  c:ultur;~l spl1crc:s. 'llicsc suggcstiorls by Yano a r c  cluitc 

hpor t i l r l t ,  bt:c:;lusc Wcstcrrl i~cs t l l c t i c s  in tllc nirlc:tc:cntll ccrltury did not considcr 

thc  soci;~l b;~ckgrourld of rrlusic, ;md also rnusic: education in Jtlpan has not dealt 

with 11, ;IS rncntiorwd in Cllilptcr 0 1 ~ : .  '1'0 i l lus t r ;~tc  tlw ir1;ltlcqu;lcy of Wcstcrn 

mct i~yhysics  t o  dcid with t h e  socid b<lckgrourld 01 tnus~c:, I ;irn gomg t o  give  

cxamplcs frorn scvcr;ll rnusic:ill ; ~ n d  ; ~ u r ; ~ l  cul turcs  from around tlw world i~ccording 

t o  Y m o ' s  fivc c:or~stitucmts, as [ollows: 

1 )  Music ;IS ;I poli tic:;ll powc:r 

A political ritual r;mks rnusic: ,IS 'I rc:g,lli,~ o r  ow  ol tllc: rituillistic: 



lunct ionct l  in t l w  ninctccmtli e:c:ntury Wcstcrn world bcc:;~usc! Isl;~rnir: "rnusic" 

Ius t o  b c  systt:rn,itizc:tl ;IS ;I public. rnusic: ;~c:c-ordirir: t o  religious ;~utI iori ty 

( Y a m ,  1988). Music: rriust b c  s;mc:tionc!cl by poli tied power  whic:h i t  

t l icrcSorc s c r v c s  t o  rcinSorc:c. 

2) Sound as ;1 Srmicwork  lo r  ;I c:ornrnuri;~l soc:ic:ty 

Murr,iy SC Ii,llc.r ( lC)//, p. L 13) II,IS wrr ttc-ri 'lbout < I  c o~r i r~ iur i ,~I  s o c  lcbty, ,IS 

l ol lows: 





tlic first tlicory is t h e  I liridu's S u r ; ~ - l ~ ~ l r i ~  (Sky-lr~tlr;~), m d  tlic sccond is 

t h c  1 lindu I)ynasty's Kirit: S;~itondra. G;lrncli~r~ I'clog was c r c l ~ t c d  by Iiurnan 

bcings to o f l c r  t o  Intlra, ilnd G;~rnc:l;~ri Slcr~clro was blcsscd b y  Iridr;~. Tlic 

L;~rncli~ri was devclopc:tl by various rnc:tlwds wliicli bclorigcd t o  scvcral  

dynasties (i-c:., M;~dji~p;~liit,  M;~tilriirn, 5010 ;lnd IJc)t:j;~) (Kurosi~w;~, 1963). 

Ckr:;lku is tlw orc: l~cst rd  rnusic: oT tlic J i~parwsc  court. It w;~s  founded in 

t l ~ c  cightli century and Iii~s been proscrvcd tlirougli t o  tlic t wcntic:th century. 

Gigaku  is origin;~lly frorn Chirm arid Korca. LZut i t  w;~s  ;ld;~ptcd ;IS t h e  music 

of the J;q;ancsc cour t ;~ccording t o  t he  J;I jx~ricsc pcoplc's ps y cliolo{:ic;~l 

prcfcrcrlc:c:s (l<;~ridcl, 1978). f 'cnian mcl Ar;~bic: rnusicr a r c  also t h e  strong 

prcdcccssors ol tlw r r d i  t iori;11 Turkish rnusic: (Ymo,  1988). 

. . 
I l ~ c r c  ;Ire ;IS rn;lny typc:s ol  rnuslc: ;IS thc rc  ;~rc: ctlirlic: groups in tlic world. 

Morcovcr, music re f l cc t s  tlw v x i c t y  of lifc-styles ol c;lc:li c!tlinic: t:roup. f:cx 

~ x t u n p l c ,  sornc: Arric;lrl groups use tlic "clrurn Im~:uat:c (talkirig drurn)" in addition 

t o  spoken 1;m~:u;il:c: (K;Iw;I~;I, 1'188). 'l'lic r~;~tivc- pcoplc of I';lpu,~ Ncw Luinca c a n  

dislinguish tlw voices oT rnmy birds by their  tlistinc-tivc: sound systcrn, sornc oT 



1 1  -2 

Jt~parlcsc Aural Cul tu re  

1 )  Sound o l  t h e  blocm of ;I lotus llower 

In t h e  early Sllouwa Ii/:JiI pcriod (1925-lC)8Y), pcoplc gatlicrcd t o  listen t o  

tlic sound of t h e  blcwrn o l  .I lotus Slowcr ;IL Sinob;~zu-no-ikc pond in t h e  early 

surnrner. This pond is o n e  of t h e  most f m w u s  ponds in Tokyo, wl\ich is in t h c  

lJcrlo fh rk ,  Tokyo. I~lowcvcr, thc:. 1rcqucrlc:y ol t h t  sound is t~pproxirnatcly 7- 16 

f-lz. W e  can  usu;dly Ilc:ar sound within ;I frcqucric:y of range from 20 Hz t o  20,000 

I lz. Since i t  is pliysic:;~lly irnpossiblc for pc:opl(: t o  listcn t o  this kind of low 

sound, wc slwuld undcrsti~rld t l ~ t  this sourltl is ;I rnc:taplior. Tli;~t is t o  s l y ,  

pcoplc were  unablc t o  ;~c tu ;~ l ly  Iicx tlic sound ol tlic blcmrn of a lotus Slowcr, 

but tlicy loved and w;mtcd t o  listcrl t o  that  pliarltorn sound. 'Illc cxpcr icnce was ;I 

kind of cornrnuni~l i~udi tory  Iial lucirlat ion (Ti~riak;~, 1 8 )  l3ut pcoplc a r c  not 

 athe he ring today bccausc of tri~ffic: rioisc (i-e., they sti l l  cmr lo t  I ici~r it). 

This is bccausc pcoplc tend t o  listori t o  c~nvirorlrricnti~l sounds ;IS ;I total  

' I s o u ~ ~ s c ; ~ ~ ~ "  ratllcr t l i m  ilS C;IC:II si11j:Lc souncl. TI~c  soutldse:;~pc I I I C : I U ~ C S  otlicr 

socii~l m d  c u l t u r d  ; ~ s p c c t s  01 pcoplc's daily livcs. 

sound i n s t d l i ~ t i o n  wliic:h w , ~ s  s c t  a t  ;I storlo-basin o r  .I w ; ~ s I ~ - b ~ ~ s i ~ i  111 tile 

of "suikinkursu" was r w d c  by t h e  strcilrn ol' ;I drain Srorn ;1 stonc-basin o r  ;I wtl~ll-  

k i n .  A j:;~rdcncr usuirlly clug ;I thin Ilolc: urldcr ;I drain, ;md Ilc ;~lw;lys covcrcd 
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i t  with stories t o  allow wiltcr t o  Slow ri;~tur;~lly. I r i  tlic case oS "suikirikutsu," 

thc; gardcrwr made  a drain usirir: a n  ovcrturrlcd watc r  pot o r  b;lrrcl. l 'hcrc was 

watc r  ;it tlic bottorn ol tlic pot. When sorncorw wilslicd tlicir Ii;ulds, wtltcr dropped 

slowly I';~lling t o  the  bot torn oS tlic pot, m c l  tlicsc sourlds wcrc  ilrnpli lied inside 

the  wiltcr pot. People cnjoyccl listcriing t o  sounds corning lrorn underground wliich 

were  qu i te  thin and faint. Morcovcr, pcoplc did not always ;~pprcc ia tc  tlic sound 

of "suikinkutsu." Tlicy I m l  t o  w , ~ i t  lor  ;I wliilc until tlicy wcrc  &lc t o  listcri 

t o  tlic sound a l t e r  they wilslicd tlic:ir I imds boc;lusc o l  i t s  s t ructurc .  It was 

very cSfcctivc i r i  stirriul;~tiri~: pcoplc t o  listcri t o  otllcr cmvironrncriti~l sourids in 

a gilrdcri. I l icy  Icwkcd ;lt tlic r:;~rdc:ri p l m t s  m d  storics, listcrlcd t o  tlic voices 

of birds o r  tlic wliispcrinl: of tlic: wind in tlic trcxx, m d  pc:rlii~ps "suikirikutsu" 

c a m e  t o  makc a faint sourld a Scw rrlorncrits 1i1tc:r. Tlicrcforc, thcy lorgot tlicir 

i ordiri;~t-y tirnc scrisi~tions l i t t lc  by l i t t lc  during tlic tirnc t11c:y spcrit i r i  t h e  

hpilncsc: s ty  lc g;lrdcris. 

Suikinkustu is riot sirnil;~r t o  Iiit:li c:ulturc! .lrt objects. It is ;~lw;lys s e t  

[lot only in ;I gilrclcn but also just bcsidc ;I wi~slmxmi o r  irisidc ;I w;~sllrcx,rn. It 
~ 

has riotl~irig t o  d o  with ;my x t  lorrn like tlic J,~paricsc: t c ; ~  ccrcrrloriy o r  tlic! ~ l r t  o l  

flower arr;ingcrncnt. This ilspcct is irrqx>rt;~nt t o  ;my undcrsti~riding o l  tlic old 

hxmcsc aural  culture. f'coplc listcn t o  tlic sourid of suikinkutsu i~lorig wi tli 

o k r  cnviror~rnerital sounds. 'I'IK: sourld ol suikirikutsu docs  not Sorcc us t o  

listen, but ricitlicr is i t  c:vcr crilscd by otlicr crivirorirnc:rit;~l sourlds. Tlio sound 

0s  suikirikutsu is illso rc:lcv;~nt t o  our l ive  sensory organs ;md physical 

rnovc:rncnts. Tliis is bccilusc tllc: sound of suikirikutsu is 111;ldc by pcoplc's d i~ i ly  

ilctiorls, such ;IS w;~sliing I~arids, ~:i~rglirir: m t l  balding 011c:'s ~ I ~ C C S  lor wiislirrig arid 

R c W I  ill&: (Tilnaki~, 1 %O). 



his concubinc Kiritsbo. Monol:i~tiiri is cquivi~lcnt  t o  tlw English " t d c "  o r  

"story." Kin is [I Cllincsc str ingcd instrurncnt with scvcrl strings, ;ind 

clirssi ficd ;IS ;I zithcr. 

I S  i l  Sorrncr master pl;~ys tllc kin, i t  gains ;I g rea t  p w c r  1 0  rnovc 

t h e  c;irth iind ;I f icrcc  god, a t ~ l  all kinds oS irlstruments havc ;i 

virrict y of cf fcc t s  irccordinl: t o  kin sour~ l s .  I lowcvc:r, sornct mcs kin 

sounds rnovc t l ~ c  rncnm irnd the  s t x s ,  makc  snow ;rnd frost out  of season 

m d  disturb t h c  clouds i l r ~ l  tllur~tlcr wllcm Ixwr p1ayc:rs pl,iy thc: kin. 

Tl~us ,  kin is tlw grca~ tcs t  ins t runwlt ,  so w l ~ a t  kind of instrurncnts 

should we c:lloosc ;IS ;I stirndtrrd in ortlcr t o  tunc ;ill sounds cxc:opt kin'? 

(trims: [rnxla from Tii~ltikii, 1 Y86, pp. 1 4 4 -  1 Q j )  

W e  should undcrs tmd ';ill sounds' ;is 'sounds of a l l  things in naturc ' ;  

thcrc lorc  i t  is cquivalcnt t o  'sour~Isc;ipc oS t h e  world' r a the r  than 

'sounds of all kinds of instrurncnts.' 'I'lw sound of t h c  kin was 

important not only ;is ;I rnusic;rl sound but also ;is ;I kind of s y r n h l  

wllich was irblc t o  rnove thc  world. Tl~crcforc ,  sounds which were  

orgirnizcd by kin plirycrs wcrc  not only sounds of t h e  instrurncnt but 

'id1 sounds' in tlw world. 

'Illis idoil is very closc t o  tlic Wcstcrn concept of thc  Music oS t l ~ c  Spheres. 

Murray ScllaScr ( 1  Y77, p. 260) I~is  writ ten,  ;IS Sollows: 



p;~rtic:ul;~rl y t o  tllc sr:llcx,l of t'y tlmgor;~s. I l;~vmt: disc:ovcrcd t h e  

m ; ~ t l ~ c r n ; ~ t i c i ~ l  c:orrcsporldcrwc bctwecn t h e  ra t ios  o l  the  1l;lrrnonics in ;I 

sounding string, ;lnd noting t h i ~ t  t h c  pl;lncts ;lnd s t a r s  also i~ppcm-cd 

t o  move with per l e c t  rcgul;lri t y, f'y t l l ;~gor i~s  united discovery with 

intuition and conjcc:turcd that  thc  two typcs o l  rnotion were  born 

cxprcssior~s of ;I pcr lcct  univcrsi~l law, binding rnusic and  rn;~tllcrnatics. 

t'ytlli~t:or;~s is rcportcd t o  I u v c  bccn i ~ b l c  t o  I1c;lr thc  cc lcs t i i~ l  music, 

tllough nonc of his disciples w ; ~ s  able t o  d o  so. But t h e  intuition 

pcrsistctl. 

t'coplo in h p m  uscd tlw word rnusic ;IS sewn ;IS Western rnusic;d inllucncc 

carnc t o  h p i l n  in tllc e;lrl y twt:ntit:th century (T;ln,~k;~, 1980). In imcricnt tirncs, 

music: meant  thc  Sorcigrl instrurncnt;~l sounds which wcrc  rnost l y lrorn Korea and 

I r  Sirnultmcously, pcople in ancic:nt Japan s,lid i ~ b o u t  tllcir own rnusic 

"sint:ing and tl;~ncing," "playing" ;md "sound of '1  hint:." 'Ili;~t is t o  s a y ,  tlw 

;~ncicrlt Jclpancsc pcoplc t l ~ o u ~ l i t  r ~ b o u t  v i~r ious  sounds not only ;IS ;~cous t i c  

phcnorncn;~ but ;llso ;IS cu l tu r i~ l  and religious cvcnts,  cxisting in ;I rnorc 

inclusive context.  I'llis t r ;~di t ion;~l  wily of Iistcnirq: in J;ly;ln is .I sor t  ol 

hp ; lncsc  pcoplc Iwvc rct:;~relcd sound as ;I psycllolo~ic: ,~l  irnagc: r;ltlw- tll;lrl ;I 

prilgrniltic: ;~r:oustic: cvcmt, like: t l ~ :  sound 01 tIw bltx>rn 0 1  t l ~ :  lotus llowcr and 

suikinkutsu, for instimc:c.. l ' lw cor1c.c-pt of sound w,ls c.x tc:lldod frorn tho real 

sound of ;in instrurncrlt t o  sourltls o l  ;I v ,~ r ic ty  ol pl~c:~lorncn;~ in ilrlcicnt J,lparlcsc 

culturc,  ;lnd tl~crclorc: w,ls moro inclusive, witllout tllc a-t if ' ic-id divisions 

f ~ r l t l  in the: Wcst bctwccrl spc:cc:ll, rnusic mt l  sourldsc:,lpc:. 



I p l m  t o  introduce Cliir~csc (and hp;~ricsc:) tr ;~dit iorul  doctriric: in this 

scction in order  t o  c:l;~ri fy tlic cu l tu r i~ l  di f Sercr~cc bctwccri tlic Orient and tlic 

Occident. I must c:rnpliasizc that  today's  Asi iu~ cul turc  has rnmy c u l t u r d  

in f lucnccs l rorn tlic Wcst (cultur;~l  iriflucrlccs bctwccn Lksl arid Wcst will b e  

discussed in C l ~ i ~ y t c r  Three). I lowcvcr, sorric Asian iril'luenccs st i l l  pcrsist. 

'Ilic! Y in-yi~ri): <loc:trinc is c:;lllccl "111-YO" & ) i r i  J;lp;ln. 'llic Y in-yi~rig 

doctrine rnearis t h t  ;111 object  ivc cxistcrlccs corisist of tlic csscnt i i~l  

coricordaricc of two di Slcrcrit cl~;~r;~c:tcrs, n m w l  y ,  tlic posi t ivc  m d  tlic ricg;~tivc. 

Y i ~ i  is tlic: ~ic:gi~tiv(: wlikli i ~ ~ : l u d ( x  w o r r ~ i ~ ~ i ,  rricx~i, m t u ~ r ~ r i  ;111cl c:vc!n ~iurribc:rs, ilnd 

Y;mg is tlic positive: wliic:h iricludcs rnilri, sun, spring imd odd nurnbcrs, for 

(:x;lrnyle. The Yin-yimg doctrine: is ort:;~nizod by tlic principle of monisrn. l'hc 

clcrncrits whicli a r c  iricludcd in Yin cannot exist witliout tlic: c lcmcnts  of Y m g  a t  

IIic! silmc tirnc. As ;I rnilttcr ol  c:oursc, Y,lri~: rlcc:tfs Yin t o  cxist  in itself. Tlic 

most irnlxx-t;mt tliing is tlic c:ornbin;~t ion. 'll~c:roforc:, tlicx-c is no dcbiitc and 

conflict bctwccn tlicsc two ;~spccts .  I think t l i ,~t  this doctr ine  is tlic most 

Irnlx,rt;lr~t reason why Asiim tr;~ditiori;~l ant1 folk rnusic rorri,iir~ u n c l ~ m g c d  unlike 

Wcstcrn rnusic. l!vc:ry tliing, inc:luding rnusic, w ; ~ s  orl:mizcd by tllc tlic Y in-ym!: 

doctrine in aricicrit Cliirii~, i~rid ;IS ;I rcsult,  rnusic: w i ~ s  un ih lc  t o  dopar t  from this  

tloctrinc. 

traditionill Cliirwsc: i~s t rology m d  topology. .lh:y i ~ l w i ~ y s  usc sorric ~ p c c - i ~ ~ l  itcrns, 

for iristancc, a kind of c:omp;lss. Sornc irnporti~rit buildings in l long Korlg a r c  

dcsigricd by tlicsc fortune- tc:llcrs. l'licy Ii;~vc ,I s trongcr iril1uc:ric:c on design 

t h n  tlic owners o r  ;~rc:liitec:ts. I:or irist;lncc, tlicy c:,ln roclucst tlic ;~rc l i i tcc ts  t o  
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construct  cscillators ;~djus t ing t o  tlic direction o l  tlic rnincral veins. I S  

sorricoric puts ;I spcci t~l  c o r n p a s  called " l i ~ o  piin" (Hi%.() a t  tlic cen te r  o l  tlic 

building, tlic nccdlc slwuld iridicatc ;I fixcd direction " b i ~  guA" (/\J+). It 

v .  tc~kcs  rriorc t l i m  Sivc y c x s  bcforc orw c:elri usc t l ~ i s  spcci;~l  cornpilss. I hc  

Mainlarid Cliincsc r:ovcrnrncnt banisliccl thcsc Sortunc- tc l lcrs  during t h e  Grea t  

Proletarian Cultural  Rcvolutiori. Two ycelrs ago,  tlic J;lparicsc l ict ion writer  

I-liroslii Ararnata wcrlt t o  the  C l ~ i n ; ~  Himk (tlcsigncd by I. M. Pci) in Ilong Kong, 

which is uridcr Cliincsc national rnnrlagcmcnt, with t h e  S~lrnous Cliincsc Sorturic- 

tcl lcr  J in  J u e  Long. Arilrnat;~ and Lont: p l i~ccd tlic cornpilss "lilo yAn" at the  

cen te r  oS tlw China l h n k ,  arid tlic ncctllc indice~tcd ;I fixcd direction b ; ~  gu3 

A r r n t ,  1 )  Tli;~t is t o  s a y ,  t l ~ :  Cliincso t:ovcrrirnc:rit Iii~s i ~ l o p t c d  t l ~ c s c  

for tune-  tcllcrs, i ~ r i c l  rnorcovcr, tlic:y scxm t o  work a t  ;I Iiit:li-lcvcl, in sccrc t .  

Asian tradit ion is st i l l  d i v e  cvcn in suc:li ;1 very pragmat ic  Sicld. 

l'odily thc rc  ;lrc tloubt less a tliousilncl tliirlr:s t o  l c i ~ r n   bout t h e  

Orient: ;iri cnorrnous 1;lbur of kriowlct1r:c is and will b c  ncccssary 

( i t s  delay cm oril y b c  tlic rc!sult oS ilri iclcolo~it:;~l occulti~tiori); 

but i t  is ;~lso rwc:css;lry t l i ~ ~ t ,  Ic;~virlg asitic vast  rogions of 

d x k n c s s  (c i~p i t i~ l i s t  Ji~pilri, Arncric:;~ ;~c.c:ultur;ltior~, tcc:liriolo~:ic~l 

devcloprncrit), ;I s lcndcr t l ~ r c x ~ d  oS lil:lit sc,~rc:lios out  not otlic:r 

symbols but t h e  vc:ry Sissurc of tlic syrribolic. 



trying t o  forget his own b;~r:kground as ;I 1:rcnc:li pcrson. I firid a sor t  of cornrnon 

poirit of vicw bctwccn tlic: trend today in J , ~ p ~ r i  lor pcoplc t o  ;lb;mdon their  

individualities imd 13artlics1 position. But i t  is not cx;ictly tlic sarnc. Bartlies 

Iiad a nccd t o  c s c ; ~ p c  frorn rnct;ipliysics ilnd logo-ccritrisrn in tlic Wcst, but t h e  

J. . a p m c s e  d o  not need t o  escape. What they nccd t o  d o  is just t o  re turn  t o  their  

tradition s ince  t h e  Edo period ( 1G07- l8G7). 3;1p;11icst! bcli;~vc ;~cc:ordirig t o  ;I 

cultural  rn;lnncr tliat Bartlics likes, but it is ;llw;~ys doric involuritilri l y urllikc 

h i .  Wlicrc docs this kind of J;lp;~ricse a t  ti tuck c:ornc I rorn? 

Tlic J;~p;~ricsc: a r t i s t  I:urnio N m j o  ( 1788, p. 3 1 5 )  Ii;ls wri t tcn ,  ;IS follows: 

In tlic J;ip;~ricsc 1;mguiigc tlicrc is no  word ; ~ b l c  t o  cxprcss t h e  idc ;~  of 

individui~l idcrltity in tlic Wcstcrn scnsc. Onc 's  own idcrltity can  only 

be thought of in tcrrns of ;I rc:I;ltionship with anotllcr person o r  thing: 

tliat is, in ;I subjcctivc scnsc. Tliis is dcrivcd pr i rnxi ly  frorn Buddhist 

pliilosopliy, in wliicli tlic conr:cpt of tlic self o r  cgo, is licld t o  be a n  

illusion - rcsponsiblc lor rn;lnkiridls tlr:sircs for weal tli, power and t h e  

flcsli - whicli must bc: ctsccipcd in orticr to scc tlw reali ty of t h e  world 

;~rourid us. 

Lvcn today, rnmy Ji~pilncsc ; ~ r c  not su re  ; h u t  t h c  di f fcrcncc bctwccn 

individu;~l isrn m d  q:oisrn. 'I'Ii(! ,ibscric:c of indiv i t lud i t y is orlc of tlic rrlost 

irnlmrt;mt soc:iocul tur ;~l  tli l Scrcnws bt:twccn .J;q>;~n ilrid C'uropt:. 13artlics ( 1 782, 

Pp. 0 1 -62) dso found this kind of J;~p;irlcsc: tr i~tl i  t ion prcscrlt in Runraku, the  

Jilparicsc puppet pcr forrnimcc: 

I ' i ~ k c  tlic Wcstcrn t l icater of thc  last Icw ccnturics;  i t s  function is 

csstmti;~lly t o  rni~riifc:st wli'lt is supposed to  bc  scxc:rct ("lccliril:s," 
11 ' srtu;~tions,II l ' ~ : ~ t ~ f l i c t ~ l I ) ,  W I I ~ I C  ~or \c :~ ;d ing  t h e  very i ~ r t i f i c c  of 

sucll rn;~riil'cst;~tion (rni~r:liincry, p;~iritirig, rni~kcup, tllc sources of light). 

cvcrytlling occurs  in ;III intcrior su r rcp t i t~ous ly  open, su rpr~scd ,  

spicd on, savored by ;I spec ta to r  croucliing in the  sli;~clows ... l3unraku 

does not d i rect  l y subvcrt  tlic rc!li~t ion of Iiousc  id s t a g e  (tliougli 



wciglitcd down than ours); ... l3unri1ku pract ices  ricitlicr t h e  

occultat ion nor t Ilc crnplii~t ic rnani fcst'i t ion of i t s  means; licncc i t  rids 

tlic i ~ c t o r ' s  rn;milcst;~tion of any wliiSS of tlic: si~crccl m d  abolishes t h e  

rnctqAiysic;~l link tlic Wcst c i~ tmot  help cst;~blislling bctwccn body and 

soul, cause  i~nt l  cf Sect, rnotor and rn;~cliirlc, agcrit and actor ,  Dest irly and  

rnan, God and crcaturc:  i f  tllc rni~rlipuli~tor is riot Iiiddcn, wliy-;ind 

liow-would you r m k c  Iiirn into ;I Gotl '  111 13uriri1ku, tlic puppct Ims no 

strings. No rnorc strings, licricc no morc  rnetaplior, no morc  Fate;  siricc 

t h e  puppet no longer npcs t h e  c rca tu rc ,  man is no  longer a puppct in the  

divinity's Ii;mds, tlic inside no lont:cr cornrnands tlic outsidc. 

cquivi~lcnt  t o  tlic opposition bctwcw1 full and crnpt y. Accordirig to l]l;irtlics, 

pcoplc in tlic Wcst ;~lw;iys I i i~vc a dcsirc t o  l i l l  sil:ns witli rncimings, tha t  is t o  

say, tlic Wcstcrrl world is fulfilled by tllc rnct;~physics of Cl i r is t imi ty  and 

Iiurnanisrn. I lowcvcr, Jiipilncsc people r c  jcct f i  lling signs wi th  rncaning 

involuntarily. Signs in Japiln a lw;~ys  cxist  witli ;I kind of lack of rncaning ;IS i [  

they ;Ire crnpty signs. Pcoplc do not I u v c  m y  d c s ~ r c  t o  1111 signs w ~ t h  

meanings. In this quo te  hc c1xific:s tlic most irnportilnt diflcrcricc bctwccn tlic 

W c s t  and Japan,  ni~rncl  y, tlicrc is no a n t  inorn y in tlic Japimcsc Bunriiku i r i  contrast  

t o  t h e  f ; ~ t  t l l i~ t  ;I b i ~ s i c  iiritiriomy 1 h y s  61 vcry irnportilnt role in Wcstcrrl drama. 

In tlic Wcst, this antinorny is c-,~llcd du;~lisrn. Espc:c:i;illy tlic rnodcrri Western 

thinkers, for cxmnplc L)csc;lrtcs, trictl t o  unclcrstmd t h e  world ;IS divided into 

story, music, ;ictor, iludicricc and so on, tlic: c.onc:cpt is c:ornplctcly difl'crcnt, 

t l i i~ t  is t o  s a y ,  Uunraku is not b;isctl on Wcstcrrl dudism.  Ui~rtlics c:ontrasts tlic 

Wcstcrri t l i e i~ tc r  m t l  tlic J;~p;~nc:sc: Bunr,~ku, Iiowcvor, tlic J<~p;ulcsc Iiavc rlcvcr 

" 1 3 : r i t u r ~ ~ '  (writing) is om: of 13xtlics' bcst-known tcrrns. It has ;in 

o r i ~ i r l i ~ l  rncaniriy: of "writ tcn  Im~u;ir;c," ",I l i  tc:riiry cxprcssion," o r  "li tcrary  

:{:I 



style." but  hc  tl~iriks oc:rlturc: is a tcntlcnc-y which is scxn in ;I c-crtain pcriod 

of l i tera ture  ;lnd is indcpcndcnt of c;lcll sinl:lc work. 111 Crnpirc of Sit:ns, 

ccr i  tu rc  bccorncs 3 gcncr;~l  tcrrn 1-or ii v i sud  and spa t  i d  sign systcrn. I lc ( 1982, 

p. 4) s a y s  : 

Writing (cxriturc:) is a f t o r  ;dl, in i t s  w'ly, ;I satori: sa tor i  ( the  Zcn 

occurrence) is ;I rnorc o r  less powerful (tlwut:h in no wily formal) scisrn 

wliich ciluscs knowlcdt:e, o r  the  sub jcct, t o  v x i l l i ~ t c :  i t  c r e a t e s  ;In 

ernptincss of Iangui~gc. And i t  is also a n  crnptincss of Iilnguage which 

c:orlstitutc!s writin&:; it is frorn this ornptirlc!ss tha t  dcr ivc  t h c  l 'caturcs 

wi tll Zcn, in tlw cxwnpt  ion frorn ill1 rncilnirl):, wri t c s  gilrdcns, gestures, 

Iwuscs, flowcr ;~rrant:c!rncmts, fi~ccs, violcrrlc:c. 

I:or L3;1rtl1c:s, writin): is " ~ o t  in ordcr  t o  rciltl i t  ( t o  rcx~tl i t s  syrnbolisrn) 

but t o  follow tllc trajectory of the  Iiilnd which II;IS wr i t tcn  it: ;I t rue  writing," 

( b a r t l m ,  1982, p. 03). I-lc has illso wri t tcn  ~ l b o u t  tllc J;~p;lncsc Kabuki actor ,  

11- 

Fl ic  Oricnid t r ;~nsvcst i tc  docs not copy W o ~ n i ~ n  but signi l'ics Iwr" ( l%2, p. 33). 

1-lc thinks ec r i tu rc  is forrnt:d by ;I gcs turc  01 ideology (50, lY'/Lc), and t l ~ t  is 

Why t h e  Oricntal  t rmsves t i  t c  is ;I gcs turc  of tlic ielc:ology of wornm m d  is rwt 

11, ~ g i r i s m  I he  wlwlc of Zcn wages war  ;~t:;~inst thc  prcv;~ric;~tion ol rnc;ming. 

W e  know t l ~ a t  13utldl1isrn b i~f f l cs  t h c  fa ta l  coursc  of m y  ;lsscrtion (or of any 

n c w t i o n )  by rccornrncnding tlwt onc  rwvcr b c  c:;lught up in t h c  four following 

I>ropositions: this is A-this is rwt A-this is both A ; ~ n d  not A- this is 

hc>itlwr A nor not-A ... 1 ' 1 ~ :  IJutldl~ist way is prcr-iscly tlmt of t lw obstructed 

This "cxcrnption from rnci~ning" is c:x;~ctly wliat tho J,~p;lncsc cul ture  values 





111 - 1 

, . l h c  1 listory o f  Wcstcrn Music 111 tllc T w c n t ~ c t h  Ccrltury 

I f  t l lcrc wore t o  b c  ncw ~ C : ~ C ~ I S C S  in music-, i t  would c:orne not from tlw 

West but frcml tllc East. Music:;il 0ric:nt;ilisrn Ius ;i long history - rnost 

of the  s lmdi l rd  wcstcrn orclwstral  iristrurncnts c a n  b c  tr;u:cd back t o  

Ar ;~b  sourccs - but as fa r  61s rnodcrn rnusic: is conccrncd t h c  trend Iias 

i t s  origins, again, in Dcbussy's PrClutlc 3 'I,';~pri,s-midi d 'un f i ~ u r ~ . '  

In 188'9, tllrcc yc;lrs bcforc  Iic bq:m work on t l l i~ t  c:ornposition, Dcbussy 

had been greatly i~nprcsscd by t h c  m s t c r n  rnusic Ilc Ilciu-d a t  t h e  Paris  

Exhibition. 

(Griffi t l~s,  1978, p. 124) 

I intcnd t o  wri tc  on t h e  prcscnt rnusicd si tuation of Wcstcrn and Asian 

rnusic following t h e  Sccond World War t o  makc  c lea r  tlic na tu rc  of wlwt I describe 

as a deadlock of rrlodcrn ;ibstri~ctionisrn a f t c r  Anton Wcbcrrl in Wcstcrn classical 

rnusical culture:. I l l is  dei~dlock c r e a t e d  a n  uncclui~l [low of influence bctwccn 

East m d  Wcst r i ~ t l m -  t l i i~n ;I n i ~ t u r a l  b;ll;~ncc of inl'lucncc. At worst, such 

"cxcliangcs" involve only stylist ic borrowings ins tc i~d of a rnorc funchrncntal 

rctliinkir~g of sound and i t s  soc:i;~l, r:ul t u r d  and cnvlronrncnt;~l contcxt.  

Sirnul tmcous l  y, non- Wcstcrn cul  tu rc  Iias bccn undcr i111 in l lucncc of t lw Wcst for 

well over  ;I Iiu~ldrcd ycilrs. 'llw Wcstc:rn world, Iwwcvcr, Ius ncvcx- bccn ;1 

c:ultur;~l minority. Wcstcrn cul ture  Ilas ;~ssurnctl the  role of ;I supcrvisor t o  rm- 

Western cul turcs  likc ;I prcsiding judgc frorrl tllc c:ulturd m ~ j o r i  ty. Irlcclu,~lity 

w r n c s  frorn suc:l1 ;I rc!lat ionship botwcon L i s t  m t l  Wost, m d  0111 y '1 cul t u r d  

rnir~ori t y c:ilrcful l y undcrst;ird ;I rion- Wostcrn r:ul turc. 

Gr i f f i ths  (1'978, pp. 124- 126) 1i;ls writ tcn,  as lollows: 



The t ide of cxoticisrn in tlic a r t s  wils cmcouragcd, frorn 1Y0Y onwards, by 

tlic annual i q q x n r m c c  of L3i;lghi lev's  l<ussi;m Uallct in h r i s ,  lor  the  

cornynny's first g rea t  successes wcrc  ta lcs  of cas te rn  splcndour (such ;IS 

SI16116ra~iltl~, danccd t o  Rirnsky -Korsakovls symphonic poem) ..-AS yet, 

Imwcvcr, 1 1 0  cornposer hild made a serious study of cas te rn  music, nor done 

much rnorc: than apply oricntal  f c i ~ t u r c s  t o  works of wcstcrrl frorn style. 

Things bq:an t o  cliangc in tlic thirties, wlicn tlic rnusic of tlie cas t  

s t a r t ed  t o  bccarnc rnorc widcl y and tlwrouglil y known tl~roclgli recordings 

and t h e  rcqmrts of rnusical ctlmologists. f'crllaps, tcw, ;I ce r t a in  

lack of c:onSidcnc:c in tlic continuing s t rcngth  of t h e  wcstcrn tr ;~di t ion 

... had a p,lrt in c:ncournl:in~, :I rnorc wlwlc- l~car tcd and  scurcliing 

invcstig;~tion of ;~l tcrn;~t ivcs .  ' l lw Arnc:ric:m c:ornposcr ;md musicologist 

Colin Mcl ' l~cc (1001-64) spcnt scvcral  ycars in I h l i  studying thc  rnusic 

of tlw g;lrncl;~n ; ~ n d  using w l u t  lw lenrncd i r i  his own cornpositions ... 

"A c:crt;lin l . ~ k  oS conSidcncc in the  continuing strorigth of tlic wcstcrn 

traditiorl" (Lriffillls, 1778, pp. 126) is ccluivi~lcnt t o  ;I 1 , ~ k  of conf idence in 

the  conccpts  of Wcstcrri rnodcrnisrn, such ;IS rnct;lphysics, ri~ticmalisrn, 

individu;rlisrn and so ori, and this rnodcrnisrn in Luropcan classic:;~l music 

dcvcloycd in thc  rii~lctccrith ccntury as I discusscd in Cllilptcr 1 -2. In t h c  

twcnt icth century,  several  Wcstcrn c:otnposcrs tricd t o  ilvoid the  systcrn of rna jor 

and rnir~or keys t l u t  was  hornogcnizcd in tlw s c v c r ~ t e c n t l ~  ccntury. Tllcrc a r c  two  

di f fcrent  cx;lrnple:;: Dcbussy i~dvocil tcd "irr~prcssior~isrrl," using ncornodal i t y ,  open 

chords (fi f t h  ; ~ n d  oc:tavcs wi tlwut thirds), wliolc- tonc sc;llcs, p;~r;llIclistn, f r c c  

S ~ h o c n b c r ~  and 111s pupils, Albilri Dcrg arid Anton Wcbcrrl proposed 

tone systcr~i," wll~c:Ii is r c l t ~ t c d  t o  ; ~ t o n ; ~ l i t y  (Miller, 1 2 )  l lnlikc Dc:bussy, 

. . 
l)arry I ruilx ( 1984, p. 102) Ius writ tcn, as follows: 

In 17th-ccrltury rnusic:, the bal;lncc Icancd t o w x t l  tho prcdorninmcc of 



Iiiirrnonic struc:turc: ;it tlic trxpcrlsc ol rnolodic: Irc!ctlorn, but ncw I t~c l s  of 

inforrnation w c ~ c  i ~ d d c d  with t h c  cxploit ;~tion of orc:licstr;il color;~tion 

imtl tllerniit ic: dc:vc:loprncrit. Tllc oarl  y ;lton;ll cornposi t ions of Scllocrlbcrc 

iind Wcbcrn Ircclucntl y rc:sortcti t o  sirnpli l i c d  or  cvcri t r d i  t i o w l  Iorr~ls 

oricc tllc urlifyint: forc:c of toniility i~r i t l  h;irrnonic structure werc  lost, 

and sourlds s t i ~ r t c d  t o  cxist "or) tlic:ir own" once iigiiin .is irldividud 

uni ts. 

. . 
Ilicsc "rww rc:lcascs in rnusic:" in liuropc, Ilowcvcr, did no rrwrc thim point 

out  sornc yroblcrns irlsidc Wcstcrrl c:liissicill rnusic:, such ;is tonality iind harmonic: 

struc:turo, 1I1i1t 1s to s ' ly,  Sc:lloc:~lbc:r~:'s ,ulcl Wt!bc!r 11's works .lro c u l l  ~tlctl t o  

rnodcrrlisrn i r l  rnusic. Robert Wiilkcr Il;~s ;llso ( 1')')0, p. 86) writ  twi iibout 

Scllocribcrg, as follows: 

Tilt: ultirniitc s tage,  m t l  ric:rncsis f o r  tlit: 1;rc;lt I'ytli;igorc;~ri trildition, 

irwolvcd tlic iricrc:;isint: usc ol cllrorni~tic: Iiiirrnony in tlic Iiitc ninctccnth 

ccntury,  which cvolvctl into tlic use of so-c:;illcd twclvc-note scriidisrn in 

tlic rnusic of Sclwc:nbcrg ;itlei his pupils in thc  ctirly y w r s  of this  

c:cntury. 



. - I wo). 

As I d ixusscd  i r i  Cliaptcr Two, ricm- Wc:sterri rriusic (or sound) corisists of 

many aspects  tha t  not oril y iricludc s p ~ c  arid crivirorirncnt, but also cadi ctlinic 

group's reali ty of livcs, logical and illoeic;~l i ~ s p c c ~ s ,  cvcry thing. I I' w e  want 

t o  learn Aborigirid music, wc Iiavc t o  be Aborigirwl pcoplc ourselves. Sornc 

Wcstcrri rnusici;~ris and rnusic educators  s l~ou ld  rccorisidcr w h i  tias actually 

Iiappencd t o  Wcstcrri cul ture  in tlic last thir ty years bclorc  tllcy pick some 

rnusical clcrncnts from nor)-Wcstcm culturc.  Morc recently,  Wcstcrrl musicians 

Iiavc suddenly r:ornc t o  lirid tlic vi~luc: ol riori-Wcstc!rn rnusic: ;IS well ;IS c i ~ r l y  

Wcstcrri rnusici~l works. Tllis situatioti sccrns sorncwl1;it Iiypocritici~l. Sornc 

c:ornposcrs say , 'I W e  I I ~ V C  t o  iritroduc:~ IIOII- W ~ s t ~ r r i  rnusic: t o  cxtcnd our Wcstcrri 

rnusic;~l concept.  At thc  sarnc tirnc, Illis ar:tivity sliould Iwlp t o  rctiiirl nor)- 

Wcstcrri rnusic i r i  itsclf." I worry ;lbout tllis point oS vicw. I:or cxi~rnplc,  S tcvc  

I<cicli (Grilfitlis, 1Y78, p. 13Y) Iiils writtcri in his Sornc Optimistic Predictions 
~ ~ ~ - 

ilbout tlic: f u t u r c  of Music: (1970) ;is lollow: 

Non-Wcstcrri rnusic iri p;irticuli~r will sc rvc  ;IS new s t ructural  rnodcls 

for Wcstcrn rnusic:ims. Not ;IS ricw rnodcls of sound. (l'liat's t h e  old 

cxoticisrn trip.) Tliosc of us who love tlic sourids will Iiopcfully 

just ~ : o  and Iciirn how t o  play tllcsc rnusics. 

In rny vicw, tliis opiriiori is tcw optirnistic. I lc Ii;~s riot rnadc clcilr t h e  

clifTcrcnr:c bctwccm his opiriiori and tlic old c:xoticisrn. I S  " those ol us who love 

tlic sounds" just g o  t o  tlic: third world, mtl i f  tlicy Ici~rri Iiow t o  play this 

music, this ac t iv i ty  is " the  old cxoticisrn." W c  I i i~vc t o  rcSlcct European 

rnodcrnisrn, otlicrwisc this ac t iv i ty  bcc:orncs tlic sarnc (1s co1orii;ilisrn. 

Jolvi C a g c  undcrstcm1 this sor t  of dilcrnrna bctwccri Wcstcrri cu l tu rc  and non- 

Wtrstcrri c:ulturc rnuc:li rnorc i~c:c:uri~tc:ly tliiiri Stcvc: I<c:ic:li. Griflitlis (1978, pp- 

126- 127) Ii,~s wri t tcn ,  as Sollows: 

C i ~ g c ' s  work with unpitc:Iicd sourids ir i  tlicsc: picccs Icd Iirrn naturally 

:{!I 



t o  use rhytlimir: ratllcr t l i m  Iiiirrnonic: rnctlns of construction, for thc re  
could b c  no  Il;~rrnorly w l m c  tlicrc was no pitch. I le carnc t o  tllc conclusion 
tliat rliy tlirnic structuriril: was t o  be  preferred ;IS ;I rnctliod, since duration 

is the  rnost fundarnentill rnusical cli;~riic: tcrist ic,  sliiircd by both sourld and  

S~ICIICC. "It trwk", lie! wrote, " i ~  Wcbcrrl and ;I Sa t i c  t o  rediscover this 

rnusicd trutli, wliir:li, by r n c m s  of rnusicolol:y, wc Icarn was evident t o  
sornc rnusici;ms in our Middle Agcs, imtl t o  a l l  rnusicims a t  a11 tirncs 

(except tliosc wllorn wc a r c  currcntly in t h c  proccss of spoiling) in 

t h e  Orient. 

spoiling" Ilas c:ontinucd for rnorc t1i;lri 00 ycilrs sorncwl~trrc outsidc tlic Wcstcrn 

world. Uut C<II:C is ;IS guilty CIS ;inyoric. [:or cx,lrnplc, lie! s tudicd Zcri 13udtllilsrn 

under tlic J:~p;lricsc O r i c n t d i s t  Dr. L)i~isotsu Suzuki's direction [lt Colurnbi;~ 

Uriivcrsity in Ncw York. N o  IJutildhist rnonk, Iiowcver, Ius cvcr  wmtc t l  t o  be a 

cornlxwcr a t  d l .  'I'licrc is no  doubt tll;lt C;IE(: is o n e  of tlic g rca tcs t  Arncrican 

musicians in Wcstcm cliwsici~l rnusir: history but, Ilc is ;I Wcstcrrlcr using non- 

Wcstcrrl ideas ; ~ n d  sornctirncs rnisundcrst;~tlciing tllcrn. 

Only iln Arncric;m c:ornposor c:ould Iiavc: rrii~dc such ;I dras t ic  revision of thc  

riotion of what rnusic is i ~ b o u t ,  substi tutirlg Zen 'non-intention' for tlic 
i~chicvcrncnt of ;I product of tlic iridividu;~l will, tlic r:o;~l of European a r t  

s ince  tllc licnaiss;~ncc. 

(Gri I'fiths, 1978, 1). 12')) 

An iinccdotc rc l ;~tcd by Cage 1~1s sane pcrtirlcnce Ilcrr:. 'Once in 

Arnstcrdarn', Ilc rcc;illccl, ';I L)utcll rnusrcim said t o  rnc, "It [nust be 

very difficult for you in Arncrrca t o  wr i t c  rnusic:, f o r  you a r c  so far  
4 0 



i ~ w i ~ y  from the  ccn tc r s  of tri~dition." 1 Ili~d t o  s t ~ y ,  "It must be  very 

difficult for you in Europe t o  wri tc  rnusic, for you a r c  so close t o  

t h e  ccn tc r s  of tradition." 

Arncr icm rnusic: rnight be  so far   way frorn the  ccrltcrs of L-uropcan tradition, 

but i t  is a part  of Wcstcrn music. C ; ~ g c ' s  works might b c  seen as ;I kind of 

c u l t u r d  cxclmngc bctwccn Lkst i ~ n d  Wcst, Iwwcvcr, for rnc, i t  is ;I p x t  of 

Wcstcrn rnusic tlnd i t s  Ilistory, ; ~ n d  Imrd t o  l i r d  J ; ~ p ; ~ n c s c  t r d i  tion in it. l 'hc 

Japanese  cornposer l l i~ runa  Miyakc (lYSO, p. 243) has wri t ten  about this kind of 

Wcstwn rnusie:i~l activity,  ;IS lollows: 

I sornchow rcrncrnbcrcd Albert Schwci tzcr ' s  ( 1875- 1765) words, which a r c  

qui te  f;~rnous ;1n0 rnoving, but very igrwr;mt, n;lrnc!ly, " d l  iwrni~n beings 

a r c  brotlwrs, but w c  (C;~uc;~sian) ilrc a n  c ldcr  brotllcr." 

(trans: 1rn;d;l frorn Mi yi~kc)  

Clclude Levi -5triluss has wri t t cn  in Tristcs I'ropiqucs, ;IS lollows: 

The paradox is irrcsolublc: the  lcss onc  cu l tu rc  cornrnunicatcs with 

anotlwr, t h e  lcss likely they a r c  t o  be  corrupted,  one by tile otlwr; 

but on t h e  otllcr h m d ,  t h e  Less likely i t  is, in such conditions, tha t  

t h e  rc!spcctivc c r n i s s ~ r i c s  of t lwsc cul turcs  will bc ab le  t o  se ize  t h e  

riclmc:ss and s ignif ic i~ncc of their  divcrsity. Tllc ;~ltern;l t ive is 

incsc:ap;lblc: c i t lwr  I arn ;L ti-;~vcllcr in ;mcicnt tirncs, and S;lcc with 

;I prodigious spcc:t;~clc wl1ic:h would b c  d r n o s t  entircly ur~intclligible 

t o  m e  and might, indccd, provoke rnc t o  rnockcry o r  disgust; o r  I a m  a 

tr;lvc:llcr of my own day, h i~stcning in s c i ~ r c h  of ;I vanished rc;~lity. In 

e i the r  cclsc I ;lrn t l ~ c  loser-for today, as I go  grcxming ;lrnor\g tlw: 

shadows, I rniss, incvit i~bly,  t h c  spcc:taclc tha t  is now taking shape. 

(Sonti~t:, 1 703, p. 67, I I ~ a v c  c:i tcd Son tiit:'s l*lw irntl~ropologist ;IS I~cro.  

1ie;dcrs c a n  ;lLso rcScr t o  L b - S t r i ~ u s s ,  1 0 7 3 ,  p. 4 3) 

In rny vicw, t h c  c x l i o s t  cxpcr icncc of i ~ r ~ t l ~ r o p o l o g y  was a n  cxtcnsion of 

colonii~lisrn, based upon Wcstcrn rat iondisrn,  ;md wils qu i t c  Euroccntric. 

Ilowcvcr, Lkvi-Stri~uss i ~ t t c r n y t c d  t o  clarify tllc n c g i ~ t i v c  aspec t s  in Wcstcrn 

c:ivilization tlwough finding ;I so r t  of urlivcrs;~li t y bctwccn "cold" societies 

I I 



(primitive tr ibcs ;lnd ~ n c l i ~ ~ r i g i n ~ :  culturc) ilnd "liot" socictics (rnodcrn civilized 

socictics). I~in;~l ly ,  lic rcaclicd ;I cc r t ;~ in  point view wliicli Ict liirn find Utopia 

in tlic "cold" uncli;~riginl: culturcs. Ilc: (Sorit;~g, 1063, p. 81) rncntiorwd in Iiis 

ir~;~ugur;ll Iccture a t  tlic Col lbge dc 12r;~ricc  bout tlict post -M;lrxist visiorl of 

Irc!cdorn. 61s l ollows: 

t h u g l i  realizing tlic concepts  of "sclf" and "otlwr." l h l t  is t o  say, m y  



I 
thorough kriowlcdgc of non-Wcstcrn c-ulturcs tlicy Iidvc. 3ont,1g ( 176 3, p. / 4  m d  

I 

p. 81) lids wrl t tcn  a b u t  t l w  Wcstcrrl p a r d o x ,  ,ls lollows: 

7 * 

Ilic anthropologist is not sirnply ;I neutral  observer. tlc is a m;ln in 

control  of, and cvcri consciously cxploitirit:, Iiis own intc l lcc tui~l  

alienation. A tcc:lmiquc d c  d6paysc;rncnt, L6vi-Str;~uss cal ls  Iiis 

prolession in S t r u c t u r d  Antliropolo):y. I-lc takes  lor granted tlie 

philistine lorrnuli~s oS rnodcrri scicritilic: "v i~ luc  neutrality." What 

h e  does  is t o  o f l c r  an  cxquisitc, ar is tocra t ic  version of this  

neutrality. Tlic mtliropo1ol:ist in tlic licld b c c o ~ n c s  tlic w r y  model 

of the  20tli ccmtury c:orisciousricss: ;I "cri t ic , ~ t  Iiorr~c" but ;I conlormist  

clscwlm-c. 

Tlic mtliropologist is thus riot only tlic rnourrlcr oS tlic cwld world of tlie 

prirnitivcs, but i t s  custodiim ;IS wc:ll. L,lrncritirig imorit: tlic sli;~clows, 

struggling t o  distinguish t h e  i ~ r c t m i c  from tlic pscudo-xcliaic,  h c  a c t s  

ou t  ;I licroic, diligent, and cornplcx rnodcrri pcssirnisrn. 

"A technique d c  d6p;1yscrncri t " (as  tcclmiquc of dc-nat  ionalizat ion) is a 

tecliniquc lor bccorncirig a good tourist,  m d  ;I "cr i t ic  a t  Iwrnc" irriplics tha t  

antl~ropologists  cannot quit  living Curopc~m cul turc  and exchange any thing lor 

nori-Western cultures. The country wlicrc t h c  Wcstcrri wish lor " v d u c  neutrali ty" 

will be  fulfillccl is, Tor Ik~r t lws,  J i~pan.  As I discussc!tJ in Cliaptcr Two, his 

position is tha t  of ;In outsidcr ;md lie t r ies  t o  or;lsc his b;~ck~:rourid as '1 12rcrlch 

person t o  overcome this coritradiction ol "sc:lS" m d  "otlicr." Uartlics (1Y82, p. 

3 )  I~ ls  writ tcn,  ;IS follows: 

I c an  i~lsw-tl iough in no way ~ l ; ~ i r r i i r ~ g  t o  r ( y r c s ~ r 1 t  o r  t o  JII;IIYZC reali ty 

itself (tlicse begirl tlic major gcs turcs  o l  Wcstcrri discourse)--isolate 

somewhere in tlic world ( farawi~y)  ;I ccrt;lin riurnbcr ol Scaturcs (a  terrn 

crnploycd in linguistics), imd out  o l  tlicsc l c ;~ tu ros  tlclibcratcl y form 

;I systcrn. It is this systcrn wliich I slii~ll cdl: J;lp;ln. 

Why docs ;my Wcstcrri rcsci~rcl icr  Ii;~vc- t o  sock rnoda-n scientific: "valuc 

r lcutrd  i t  y " and  t o  think about di S Screnccs bctwccrl "scl S" m d  "other" and also 



lllwrne" and "out thcrc"? Why did L h i - S t r ; ~ u s s  Ii;~vc ;I necessity t o  pursue 

tcxliniquc tic dilpayscrncnt (tcxhniquc ol d c - n i ~ t  ional izat  ion)? I f t l icrc were  no  

deadloc:k In Wcstcrn rnoclcrnisrn, tlicy would [lot seek the! exotic. And the  s;arnc 

tllirlt: ;~pyl ios  t o  rnusic: ;lritl rnusic: c!tluc:,~tion in tllc Iwcrlticth c-crrltury. 'l'll;~t is tc> 

say, rmny Wcstcrn c.li~ssic:d c:ornposcrs in tlw twcntictll ccrltury rlccdcd t o  find ;I 

d i f f c r c n t  concept and q u d i t y  ol rnusic, but they c:oultl not crc t l tc  ;1 rlcw rncttlod 

of rnusic wi tllout borrowing vilrious conc:cp t s  l rorn lion- Wcstcrn cultures. Today I s  

rnodcrrl world was c r c i ~ t c t l  by the  Ic;~clc:rsllip of Wcst. .:'llc c:orlcc:pt of 

intliviclui~li t y ;lnd logo-con trisrn ;~r-c: ; ~ t  tlw <:or<: ol Luropc,~rl v;~luc:s. 

As I proposc:tl i r i  Cl1aptc:r Oric!, rnusic: i l l  Lllc Wost c:lurlgctl ;IS ;I rcsult of tlw 

rise of the  bourgeoisie and rnct;~physics in t lw nirictccntll ccntury.  As ;I rcsul t 

of tllis process, rnilny outstmtlir l~:  rnusicid works wcrc  syrrxd tlrnorlt: tlic t:cnc:r;~l 

popul;~tion, and Inilriy music i~l  ;~c t iv i t i c s  bccilrnc: rnonopolizcd by prolessior~als 

c;~l lcd virtuosos. 'Illis wils bec:;~usc: ol tlic toc.liriic;~l inrlovi~t ion irisiclc rnusic. 

In the twcntictll ccritury, rnilny t:orlqx>scrs Il;~vtr takcn t~dvarltagc ol rw- Wcstcrn 

;iur;~l cul turc  such '1s Stoc:kh;luscrl (Cllc~ptcr Onc) and S tcvc  ticicti (Cll;~ptcr Tl~rcc) ,  

tlnd s c v c r d  music educators pick up nor]-Wc:stcrn rrlusic ;IS rn i~tcr ia l  in rnusic 

education (c-g., Rcirncr and Swimwick (Cli ,~ptcr One:)). I-lowcvcr, tlicsc Western 

pcoplc I ~ v c  st i l l  kept IIK conc:opt of individu;lli ty in thtr Wcst. As I also 

discusscd i r l  Cllaptcr Two, non-Wostcr~l cu l tu rc  Iws rwtliinr: t o  d o  with Westcrrl 

culture: m d  i t s  c:oriccpt of individudity, so it  must bc  vcry cl,lrigcrous for non- 

Wcstcrn cul tu rc  t o  irltcrac:t wi tli Europc!;~n v;~luos. 

I lowcvcr, scvc:rd Europcms  Il,lvc! ;In optimistic: vicw towi~rds  untJcrst;mding 

non- Wostcrrl c:ul turcs. l l l c y  bcl icvc: t l i i~ t  Wos tern c~c:;~dcniit: s t  udics such ;IS 

c:tl~nornusic:olo~y c,m go bcyorld thc  c-ulturd b,lrric:rs bctwccn 1.J;lst ; ~ n d  Wcst. Tlic 

lollowing is tm cxi~rnplc  of l.luropc;~n rnisundc:rst;~~~cJir~~: rcgilrdirlg nor\-Wcstcrn 

culture:. John 13li1c:kini: ( 1787, pi>. 12')- 1 30) Ili~s writ tcrl, as lollows: 



wrong-llci~dcd as t h e  view of many white se t t l e r s  in Africa, who clairncd 

tha t  blacks could not possibly ~ ~ p p r c c i a t c  and perforrn propcrl y I-landcl's 

Mcssinh, English part-songs, o r  Lutllcran hymns. Of course  rnusic is 

not a universal Iilngui~ge, and musical traditions a r c  probably t h e  

rnost csotcr ic  of all cultural  products. Uut thc  cxpcricncc of 

cthnornusicologists, and t h e  growing popularity of non-Europeiln rnusics 

in Europc m d  America ilnd ol 'Wcstcrn' rnusic in t h e  Third World, 

suggest tha t  t h e  cultural  barriers a r c  somewhat illusorv, cxtcrnally 

imposed, and concerned rnorc with v c r b d  rntionalizations and 

cxplancltions of rnusic and its associ;ition with spcci  Sic soc i i~ l  events, 

than with t h e  music itsclf ... Wlwn t h e  words and l i~bc l s  of a cultural  

tr ;~dit ion arc: put i~sidc! ilnd 'forrn in tend rnotion' is i~l lowcd t o  spcak 

for itself, t h c r c  is ;I gcwd chance tha t  English, Africims and Indians 

will cx j~cr icncc  sirnil i~r loclings. 

Wcstcrn thought. I have scvcr i~ l  qucst ions: Arc  tllosc words " the  cxpcricrlcc of 

ctl~nornusicologists, and t h e  growing popularity of non-European rnusics in Europe 

and Arnerica and of 'Wcstcrn' rnusic in tllc 'lllir-d World" suitdblc ;IS t h e  reasons 

why a n  Englishman can  possibly undcrsttmd non- Wcstcrn rnusics? Why do non- 

Wcstcrn rnusics have t o  b c  rcsearchcd by Wcstcrrl rncthodology such as 

etlvlornusicology'? In fact ,  'Sorrn in tonal rnotion' has  bccn c i t ed  in Cduard 

I-1;mslick's 'Tiw Lkiluti ful in Music. Ulacking ( 1  987, j~p. 129- 1 30) assurncs a l l  

music scrvcs  the stlrnc function t o  ;111 Iwrni~n beings, and '111 Iwrnan beings have 

t h e  sarnc brain function ;md cultural  diffcrcnccs a r i sc  only frorn social context 

(Clwptcr 1 -7). "'Tl~c growing jx>puli~rity of non-L'.uropcm rnusics in Europc and 

Arncric;~" is bccilusc ; ~ n y  rnusic Ius tlw possibility t o  bccornc ;I cornrnodity, tha t  is 

t o  say, one  cm buy ;I record of ctlmic: rnusic without paylng attention t o  i t s  

politicill cconorny, coloniiilisrn, Western rnotlcrnisrn ; l i d  i t s  deadlock, post- 

rnodcrnisrn and so on, and i t  rnust b c  cluito clifficult t o  urldcrsti~nd di f ferent  

c:ulturcs ;IS Lcorlard Mcycr Ims writtc!n: " m  Arner~c-;m rnust 1c;lrn t o  undcrstimd 



I cxplairl once a(-:airi a rcilsori why it is dmgcrous  for non-Western cul turc  

t o  in tcract  with Uuropcan culturc. Western i ~ n t h r o p d o g i s t s  wtlnt non-Western 

cu l tu rc  t o  be unc1i;lnt:cd. They ;lrc ncitlicr ;I rnissioni~ry nor a n  Army. Sorrlctirncs 

Wcstcrn anthropologists I i i~ tc  a n  invasion by c:apitalisrn. But non-Westcrri pcople 

listc:ri t o  tlic: ri~clio, w;~tcli T V  a i d  w c a -  Wostcrn c:lotlics; tlicn tllcy .wc culturally 

darnat:ccl because oT Wcstcrn influcnccs. 'l'lii~t is t o  s ;~  y, nori- Wcstcrri cul tu rc  is 

already irlvolvcd in today's  Luro-cc!ritric vi~lucs,  ;md tliis is rcg;~rdlcss ol non- 

Wcstcrrl pcoplc's will. 1 I i c :  IJ topi;~ (Lcvi-Striluss, 1000) is also be:ing c:li;~rigcd 

bcc:;~usc o f  Wcstcrri iriSlucric:cs. Tlic!rc will s e m i  bc  rio "c:olcl" ( L c ~ i - S t r , ~ u s ~ ,  

IYGO) socictics, arid no IJtoyias ;my rnorc in the  Suturc. 

hu t  1 d o  not think riori-Wostc:rn pc:oplc: r i c d  to c-;lro A ~ w t  suc:li c lmi ,~l :c  

bcxairsc: tlic dcSinitio11 ol x t  was crc ;~tot l  by tlic: Wcst. I:irst ol '111, tlic Wcst 

introduced t o  nori-Wostcrri c:ountric:s tlicir own culturc,  Christ i ;~nity,  politics, 

scicrlcc, Scwds, clotlics, music: and so on t o  c:cluc.;~tc tlicrn ;IS good sc rvmts .  Tliru 

tlic ;~ritlirolx>logist cilrno over, and s;~icl, "It is riot ;I b ;~rb ;~r ia~ i  culturc:. W e  

sliould Ictlrn rriorc I'rorn thcse prirriitivc: culturos," ;lnd finill1 y ,  tlicy dcplorc tlic 

loss of non-Westcrn c:ulturc. LJo nori-Wcstcrri pcoplc I i i~vc t o  c a r c  d m u t  this 

Wcstcrri Iiypocrisy'! Tlic values of riori-Wcstcrri cul turcs  sliould be dclincd by non- 

Wcstcrrl pcople tlicrnsclvc:~. Lvcn tud l  y, w c  ilrc s tuck wi tli t h e  task of overcorning 

rnodcrn Wcstern pcxiirriisrn ilrid riiliilisrn, CVCHI in r~iusic: C ~ U C ~ I L ~ O I ~ .  I S  Wcstcrrl 

pcoplc wish t o  study m y  nori-Wcstcrn a u r t ~ l  c:ulturc, the  dcs i rc  will already b c  ;I 

kind oS Wcstcrn will. Wcstc:rn pcoplo ci~ririot csc:i~pc frorn tlicir own c:ultural 

ba:kl:round, Iiowcvcr, Wc!stcrri curiosity runs tlie risk oS killing non-Wcstcrn 

culturc.  Mwlerri pcssirnisrn arid niliilistn in rnusic: c:duc;ltion werc  born like tliis. 

111 -2  

A Coritc:rnpor;~ry Music:imls Activity in Sir igqxxc 

CD ;~lburn TIic Mild <:lii~i;irn;~n, ;w follows (IAx:, 1987): 
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Why tlic M d  Cliini~rn;m? W c l l ,  sornctirncs, tryirig t o  idcriti f y  tlic Asiari in 

my Wcstcrri rmkc-up is cnougli t o  tlrivc rnc c r m y !  1 suppose this clash of 

cul tures  is really easy t o  t ake  for g r m t c d ,  so througli my rnusic I arri 

trying t o  fact tlic paradox, a i d  porli;~ps corric up with sornc answers. 

You scc, going ill1 ou t  Oricr i td  is tot) easy, too obvious, arid fr i~nkly,  

isn't natural  ( t o  rnc) -and i f  I just wrote  s t ra ight  from tlic Iicart, 

i t  just corncs ou t  -well, Western! So I picked out  tlic locxl clernerits 

of rny Asian, (rnorc importantly, Sing;lporc;m) hcr i tagc and applied i t  t o  

t h e  rnusicd rncdiurn most comfor table  t o  rric --i.c., POP, with just ;I Iiirit 

of fusion. Most of t h e  songs wcrc  itispired by folk songs and nursery 

rliyrncs I g rew up with. Miric was ;I musical Iiouscliold, a i d  w c  wcrc  t~ lwnys  
singing - from my n m n y  r:li;~ntint: Ai l'c Loti Ai t o  1 % ' ~  Glen Miller 

--these tunes I i i~vc always s tuck with rnc. I am not su re  i f  it is tlic 

rit:lit direction t o  take,  a i d  I dori't w;~ilt t o  forcc  rny issue. Jus t  t i ~ k c  

this as a tiny cxpcrirncnt frorn a rnt~tl Sint:;lporcxn. I rniglit be  on thc  way 
t o  a solutiori. 

Ilc (1987) Ii,~s also wrltterl d x x ~ t  111s work Tllc Mc~d Clm,~rnan ,  as follows: 

Tlie "ti t l c  t r x k " :  a n  cridlcss dilctnrn;~ rcg;lrdirig this identity problem. 

Now you know wlii~t  i t ' s  like t o  bc  ;I b m m a  (ix. ,  yellow on tlic 

outside, white inside.) 

Dick Lcc was born in Singapore. llis fa the r  was a wc;~ltliy Cliincsc. The 

ccritcr of Iiis rnusical cducatiori w i ~ s  Wcstnrn classical rnusic when lie w i ~ s  a child. 

Af te r  lie finished Iiis arrny duty, Iic wcrit t o  Lotidon t o  study f;~sliion design. 

'l.liougli lie is Cliincsc, Iic r:aruiot speak Mmtlar~ri. W c  ctlri firid a v x i c t y  of 

cul turcs  in Singapore ; ~ t  tile silrnc time: Uucltll~~st, Moslcrn, Cliristii~ri ;ind I lindu, 

fo r  instance. Sorrictirrics tlicy cannot c:ornrnunir:i~tc bccilusc of I i~nguagc diffcrcnccs 

in sp i t e  of having tlic sarnc Singtqx~rcim b;~ckgrourid. Wlicn Dick Lee ;~ppc;~red a t  ;I 

ce r ta in  Asiari music fest ival ,  Ilc wils asked t o  put on ;I folk costurnc. I-lowcvcr, 

the re  is no spcr:ific: folk costurnc in Sin~:i~porc, so Iic put on ;I Cliincsc 

traditional folk costurnc ;it tlic~t tirnc. Or1 tlic covcr  o f  'l'llc Mad Cliinaman, I W  
- - -  - 

wears  t h e  traditional costume of Cliim, but on i~riotlicr page, lie docs not wear 



any costurnc. l lis behavior in this CD is cleilrly cxprcssing totlay's Singqmrcan 

situation. Dick Lcc is also yopuli~r arnong Japmcsc .  I~lc works ;IS a song wri ter  

and a n  ;lrrangcr in Singapore and Hong Kong, but his own ;~lburns a r c  distributed 

by a 3i1p;lncse record cornyany. I le s a y s ,  "Now you know wlmt i t ' s  likc 

banana." t-Iowcvcr, as far as I understand it, many Sing;lporc;ms a r c  not 

banana. Many o f  them can  s p c i ~ k  their  own l;~nguagcs bcsidcs English a s  

t o  be  a 

likc ;I 

a result 

ol' their  family's b;lckgrountls, and Singaporem English is c d l c d  Singlisl~, which 

indudcs  many i t s  own idiorns and  slang. In Tact, Ilc sings in Say L;II~! ( 1  77 I ) ,  

i1s lollows: 

W c  l ~ l v c  a way of making oursclvcs 

urltlorstcwcl 

For example, ah,  "Shiok" is Fcc:l Gcwd! 

You Ilcar us s a y  "Ncvcr!", we s ;~y 

tha t  qui tc  ;I lot 

But i t ' s  just ;~notl lcr  way of saying, 

"Wllcre got!" 

It takes  a lot of get t ing used t o  

You'll g e t  t o  likc t h e  sound i f  you 

C a r e  t o  s t ick  ;lround you will rind 

Yoursclf saying "L;III m d  L i ~ h  and Mch" 

All tllc t i tnc 

So can  you begirl t o  scc 

Now you learn t h e  "L;I~,"  I rnust introduce you t o  rlcxt part  

instcad of Ycs, you rrlust s l y ,  "Yil, w l ~ ~ t ! "  

You scc, Singlist1 is redly so rnuch Tun 

1nstc;ld of No, you sirnply substitute "lhw;m!" 

Jus t  syc;~k ;I l i t t l e  "L;III" i t  will 

Ge t  you very Tar in this town 

liel;~x, Joe, lose tllc grarnrnilr, 

You'll g c t  ilround! 

So c a n  you bcgirl t o  scc 

Okay, l e t ' s  see, 

Let 's  try sornc:thing c ;~sy 

Ciln I Ilc:pc:l~c:w'? (C;m I Ilclp you?) 
. . 
l ingwlli~t? (What do you tllirlk'?) 

Aiycrr! (Yuks!) 

Nonid! (No necd!) 



Don't likc t l ~ t ,  one! (Dorl't b c  likc t h t ! )  

Sint: ;~prcans have ;I s trong identity ;IS Soutlic;lst Asians. Dick Lee takes  

a d v m t a g c  oS this s tereotype "bananil" t o  sell his C D  in h p a n .  'Slicre a r c  

several reasons why Dick Lcc is populi~r arnorit: t h e  J i~pancsc .  First,  Iiis music 

allows tlic J;lp;~ncsc t o  escape  Srorn tlicir &i l  y lives without suSScrirlg Srorn a n  

inScriority cornplcx d m u t  C;lucnsi;ln culturc. 'Sliis kind of rncn td i ty  is a l i t t le  

bit close t o  colonii~lisrn, tha t  is t o  say,  rnmy J ;~p ;~ncsc  Sccl a sor t  oS 

sup:riori t y t o  otlicr Asii111 pc:oplt:s bt:c.,lustr ol tllolr stronj: c!cuiorr iy .  Sccoritl, t l i c  

younl: Japancsc  t:cncri~tiori w m t s  t o  b(r like ;I "b;~n;~rli~." 'lllougli they like t o  

dress up likc a n  Arncricilri, I;rcrlcli, L3ritisl1, 1ti1li;ln ;md so on, their  insides a r c  

still  J;~p;lncst:. NO J;~pmc!sc! ~pt:ilks otlior I;~rit:u;~~:os bcsidcs J i lpmesc  in Jilpi111- 

This is a n  ironical situation, bccausc rnmy J;lp;~ncsc apprcc ia tc  Dick Lcc's  rnusic 

as a n  "exotic: o r i cn t i~ l  rnusic" in sp i t e  oS tllcir bilckground as Asians. In tcrrns 

of his rnusic;ll s t ructure ,  Iiis rrlusic might bc  likc a "b;lnana" bccauso lie Iias 

skillSully assirnilatcd Uritish m d  Arncr icm pop rnusic. Ilowcvcr, many non- 

Western musicians, not only Srorn Asia but dso ASrica m d  South Arncrica, a r c  

i~ss i rniht ing Western pop rriusic and a r c  trying t o  ; ~ d ; ~ p t  their  own loci11 elements  

lor  Western s ty le  pop music. 



111 - 3  

The Corltcrnpcx~ry Musicd Situation i r l  J;~p;ln 

(0 Toru Takcrnitsu and Akiko Yano 

Sorne Japancsc rnodcrn cornposcrs 1~1vc at tempted t o  rnix Asian rnusic and 

Wcstcrrl rnusic tol:ctlm- since our Wcstcrrl rnusic education in Japan s t x t c d .  Toru 

I'i~kcrnitsu's (1730-) Novcrnbcr Stcps No. 1 (1707) is one of the rnost i r np r t an t  

works in this rcg;lrtl. Ilc WLIS under tlw inllucrlcc of Dcbussy ilnd Mcssiacn a t  the 

tirnc; thcrcaftcr,  Ilc bccarnc intcrc:stcd in hp ; lncsc  leelings through Japanese 

traditional music. Takcrnitsu also co rnpscd  for scvcri~l  h p a n c s c  films, such a s  

r. 

Ilw I'tlcc of Arlotl~cr (1760, dir: I lirosl~i l'csl~i~:;~w;~r;l), Gonm Tllc Spc;lrrnm (1'986, 

dir: Mas~l l i ro  Sl~inoda), and NI-IK (Japancsc Uro;~dc;~st Orgmiza t  ion) television 

programs. In tllcsc works, Iw worked with not only traditional Jap i~ncsc  

instrurncnt but idso clcctronic tccl~niqucs and clcrncnts of serialism, and 

skillfully assirnilatcd Western rnusic (c-g., rnodcrn 1:rcncll works and jazz). 

The well-known Japancsc ix>p ar t is t  Aki ko Y arlo ( 1 7 5 5-) is ;mother i rnpr t im t 

musician. I-lcr singing s tyle  is close to  Jqxmcsc: tradition;ll Scclings, however, 

shc usui~lly sings Ilcr own songs t o  Ilcr own p imo  i~ccornp;~nirnct~ts. Sllc expresses 

the rnixture of Japar~csc tr;~ditioni~l rnusic m d  Wcstcrrl rnusic in her own work 

hurx~rnac:l~iuti~ using pimo, synt lmizcr ,  and h p ; ~ n c s c  tradition;~l instrurncrlts in 

Ilcr debut alburn J a p m c x  Girl i l l  1776. I lun;~rn;~c:l~iut;l dcrivcs frorn "Ncbuta" 

fcstivill in Aornori c i ty  ( Aornori is tllc rlortllcrrltnost prcfccturc on the  main 

i d  I p r  A1 tlw s;mc tirnc, slw is irltcrcstctl in Wcstcrn rornanticisrn 

and rnodcrn melodies, and 1~1s rccordcd tllc works of Sclwbcrt, Dcbussy, Wcbern, 

Strirvirlsky and Ii;~vcl using Ilcr own singing s tylc  on I n -  alburn Drcwcdl in 1'986. 

Morcovcr, hcr piano pcrlormlrlcc stylc Il;ls bccn urldcr tlw influcrlcc of "ji~zz" 

sincc shc bcl:;ln llcr cilrccr. 



Satoru Wono 

I a m  going to  introduce tlic works by tlic young Jap;lncse cornposer Satoru 

Wono (lYd4-) which were pcrforrncd in 1W2 in Tokyo. I participated as a 

pianist. Wono at tempted to  c rca te  new signs and symbols by disrq:arding the 

historical background of already known music. Tlic sign lie wanted t o  c rea te  was 

;I cliaotic s t a t e  just like all kinds of today's urban cultures. 1-lowevcr, tic 

understood that it is irnpossiblc to  erase all of tlic contexts Srorri music. I-tc 

did not want Iiis ;ludiencc to  fccl anytliirig, but t o  t~pprcciate  Srccly. kle could 

make these works usinr: ;I cornputcr i l l  the studio, and it would probably rnorc 

cfficicrit tlmn a livc concert pcrSorrnilncc. I lc rcqucstcd that players do a livc 

pcrforrnarlcc in tho conccrt hi111 intcntionall y. I3ut this rncarit t h i ~ t  wc: h;ld t o  

play just likc cornputcrs. 

'The lirst piece is titled Valentine, Out of Ortlcr (refer to  tlw 

supplc~nentary casset t c  tapc). Wono would l i  kc to  construct brand-new rnusic by 

making a col l i~ge with tlie i~trnosplicrc of jazz. I-lc uses a lot of fragrncnts which 

were taken from filrnous jazz rnusic. E i~ch  jilzz sound has ;I context, composer, 

playcr, and social bi~c:kground. Appilrcntly, Iic would likc t o  erase all the 

forrricr signs and syrnbols. This is very close t o  post-rncdcrri ;lrchitccture in 

what wc can ci~ll ;I "replica." Post-rnodcrnisrn of ;~rclii tccturc mixture of rnodcrn 

m d  historical styles. "Replici~" is a stylc whic:li takos Sr;~~:rncnts from 

liistorical arcliitccturcs t o  propose a ncw rnixcd stylc of arcliitccturc. 

Thcrcforc, i f  you want, you can find conflictinj: signs and sy rnh l s  frorn cadi 

fragment it is not difficult. llowcvcr, Wono Ii;ls tlisrcgnrrlcd thcsc signs and 

symbols; moreover, hc  1~1s d o p t c d  tlic i~trnosplicrc a s  j ; ~ z  of an  irnitntion of 

jazz. Thc atrnosplicrcl lie c rc i~ t cd  is cquivalcnt to  tlic ;~trnosglm-e of jazz. 

Tliougli Iiis rnusic sc>uricls like jazz, it is not cxilctly jazz, t11;lt is to  s l y ,  it is 

what Iins been cdl(d "pipe drc~lrn" by Iilrn. In 1,1(-t, lie s ~ y s ,  "I w ~ s h  t o  adapt 

rnusic as pipe dream" (Wono, 1992). l'liis notion is vcry intcrcstirig t o  me, 

bcctlusc a11 existing rnusic Ims its own contcxt. Wono tricd t o  deconstruct this 

existing context of music by join~nj: c i ~ c h  frar:rncmt of j;lzz togctlicr. Uut Wono's 
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work c;m sti l l  re ta in  tlic ;~trnosplicrc ;IS i t ,  because cclch fri~grnent was taken Irorn 

jazz. 

Wvrw s t a t e s  tha t  rnusic: is just ;I yhcnomcnon and a perception t o  us. As 

soon ;IS w e  dccidc  the  rnc:ssagc is music, cvcry sound bccorncs rnusic. l 'hc  t i t l e  

V;~lcntinc, Out  of Ordcr dcrivcs Srorn tlic wcll-known Arncr icm popular st;~nd;lrd 

rnusic My Funny Villcntinc wliic:li was c r c ~ ~ t c t l  by 0sc;lr 1l;mrncrstcin I I  ; ~ n d  liicliard 

liodgcrs. I lc dso rcc i~ l l cd  ilolin C i ~ g c ' s  Vi~lcritinc:, Out of So;~son. I lowcvcr, these  

cornposcrs x c  not working a t  '111 ;IS t:rcilt . ~ r t i s t s  in tliis rnusic, thus, tlic 

p l ~ r ; ~ s c  Out of 0rdc.r. 

Wono ;~cfoptcd tlic s i ~ r n c  rnctliod used i r i  Valcntinc:, Out of Ordcr for the  next  

piccc, Night Disc:iplinc. O w  cxn find in i t  rnany fragrncnts Srorn fi~rnous piano 

pieces cornposed by Liszt, Sa t i c  and so on. I pliiycd t l ~ i s  p iece  using ;I sarnplcr. 

Each of tlic fragrncnts wcrc  previously rccortlcd by ;I siirnplcr. At tlic s a m e  tirnc, 

I decided t o  play just like a cl;~ssic;~l rnusicim and  t o  pliiy t h e  brackctcd 

"piano" using a real  pimo. Morcovcr, I planricd t o  play ;IS ;I br;~ckctcd 

"pianist" in spi te  ol being ;I rcal  pi,inist rnysclf. Oric c;m find two  kinds of 

signs and symbols, namely, tlw brackctcd "signs" whicli ;Irc cxpresscd by 

cli~ssical piano music, a n  already krwwri c:xistencc, and a post-modernist collage 

of rnusic a t  thc snrnc tirnc. Sornc ;~utl icnccs could ; ~ p p r c c i ; ~ t c  just tlic extension 

of tlie nir~ctccrltli  ccmtury rnusic in this piccc. I f  tlicy d o  not know ;mything 

about post-rnodcrnisrn, tlwy c a n  still  c n  joy tliis ;~spcc:t of t h e  rnusic. 

Tlic last y iccc  is t i t led l'lic Wi~r Did Not L3rc;lk Out. I lc played witli two 

"liousc" musicians in this rnusic. "I louse"  nus sic: wils dcvclopcd in New York and 

Loridon a t  tlic crld o l  tlic l')801s. Tllis rnusic: is cormcctcd witli hip-jwp from t h e  

s a m e  period, m d  cen te r s  ;I rourld c-lubs arid disc-os. l lousc rnusiciims pick up many 

clcrncnts Srorn d r c a d y  known rcc:ords, arid tlicy rcrnix tlicsc clcrncrits using a 

turriti~blc. W c  c:d1 them "pl;igi;~rizctl rnusic" and "monyrnous music." 1 louse 

rnusiciims want t o  crrciltc just the  tcnsion o r  I'ccling o f  d,lrir:c? rnusic. That is t o  

rnusic docs riot Iiavc ;I tlieory o f  rnusic i t se l f ,  and  thc rc  is no  part icular 
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comlmscr in this Sicld. 

This kind o f  "post-modern" situation rnakcs J;ipanese young people feel 

cornfortablc because they do not have to  think t~bout  their background as Japanese 

people, and they can take advantage o f  inilucnces which they get irorn  round the 

world. but  I doubt whcthcr this kind of post-modernism in Japan cm be called 

llrcal" ~~)st-rrwdcrnisrn; sorn~tllirig I will discuss in C l l i ~ p t ~ r  I l l  -4 below. This 

situation also can be iourid in J apmcsc  TV cornrnerci;ils, as I will explain in the 

Sollowirlg scction. 

(3) Music in Japancsc TV Cornrncrcids 

It is very difficult lor tocli~y's Ji~pmcsc: pop rnuslc to  Ililvc: bil: salcs 

wi tlmut involving TV dr;irn;~s imd TV crornrncrci;~ls to  sornc ex tcnt. M m y  Japanese TV 

cornrncrcids take adviiritagc oS ;I spec id  rnusic: ciillcd "irnagc song" arrlong the 

Japancse. The irnage songs a r c  usudly created ;is c:cx,pcr;~tivc work between a 

sponsor, ;in advert king ;lgcncy i ~ n d  ;I record cornpmy. M m y  wcll- known musicians 

not on1 y Srorn Japan but illso other countries Iuve  part icipatcd. Imiigc songs 

play a quite irnportant role in Japimesc TV cornrncrci;ils. And many big names 

includirlg film stars, singers, ar t is ts  ;md cvcn sclwl;~rs II;IVC appearcd on t l~csc  

cornrncrci;~ls unlike Canadian and A r n ~ r i ~ a n  TV c:ornrn~'r~i;~ls. S i r n u l t m ~ o u ~ l y ,  most 

Japancsc cornmcrcials a r c  prctty short (idways less t l ~ ; ~ n  SiStecn seconds) and 

include rmny rnctaplms ; ~ n d  irnpl icat ions bcsidcs rnusic during this s l~o r t  period. 

In ;I way, it is rcrninisccnt of the Jilpiincsc scvcntcen syll;iblc poem, "l~iiiku." 

As ;I rcsult, rnany Japmcse  pcoplc enjoy t l~osc  cornrncrcids ;IS wcll as motion 

pictures. In fact, rnany young rnovie dircctors work with TV cornrncrcials bclorc 

they s ta r t  tlwir ciircer in rnovic:~ in J i ~ p m .  

Music in those cornrnerci;ils inclutlcs ;I v;~ricty ol rnusic, not only classical rnusic 

m d  pop rnusic but also ctlmic: rnusic lrorn around the world. T l ~ c  rnusic bccornes a 

catalog for consurncrs to  bc syrnbolizcd ;is cornrnodity. I f  rrlusic is syrr~bolized as 

;I cornrncrcii~l rnusic, then it will bec:ornc anonyrnous likc ;I coll;lgc, and bccorne 
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rncta-rnusic. tlouse rnusic and hip-hop rriusic a r c  typical cxarnplcs of rncta-rnusic. 

Musiciilns who a r c  dc;llir~g with rncta-music: try t o  a d q t  various kind of 

sounds f rom outside of rnusic tha t  Iiavc particulilr cultural  con tex t s  t o  dc- 

construct  o r  e rase  any social rnusic;~l backr:round itself. In Japan,  i t  may be 

eas ier  for pcoplc t o  accep t  rncta-music because of tlicir cultural  background than 

pcoplc in tlic Wcst, tha t  is t o  say, tlicrc is no conll ict  with rnodernisrn in 

Japan. Though rneta-music is ;I sort  of mtagonisrn against  today's  rnudcrn Western 

World, pcoplc d o  not  have t o  consider any socid context  a t  d l  in Japan. It is 

sornc:tllint: like to thy ' s  young pcoplc's corisurnin~: stylc: in rnusic. 'l'liat is t o  say, 

people used t o  d m c c  t o  rnusic in ciglit-bcat tirrw, but now tlwy dance  t o  music in 

sixteen beat- t ime,  just as tccnagc kids p rc lc r  b ; l~gy  Jc;ins ratlicr than slim ones  

now. Thcrc  is no exac t  rcilson fo r  consurncrs t o  buy ;~nytliing, sornctirncs i t  might 

be because of 1 7 V  cornrncrcials o r  lor various o thcr  reasons. Music is just a 

thing like any otlicr cornrnodity. It is drif t ing itisidc ;I partic:ular cultural  

structure.  Consumers d o  not have t o  considcr the  rriciming of wli;~t rnusic is, o r  

any cultural  background of music. Japan absorbed capital ism well and a lso  

;~ssirnil;ltcd tlic Wcst much lilstcr tliiln m y  o thcr  non-Western country in t h e  world 

and became a grca t  econornic niltion next t o  thc  United States. As a result of 

this plwnorncnon, music is not ab le  t o  g o  bcyoritl ;m cconornic tr iangle that  is 

forrned by tlic tr imguklt ion points of "cxccss," "squ;mdcr" and "consumption," 

proposed by Lcorgcs  Ikltaillc (1985). In a wily, rnusic is playing :I ro le  as ;In 

unproductive squ;~ntlcring forc:c t o  r:onsurnc cconotriic;~l ovorproduction. 

Furnio N m j o  (1988, p. 7 15) Il;w wri t ten ,  ;IS lollows: 

It must a lso  be  noted that  prior t o  1945, Japan Iiad never  been 

irrv~ldcd o r  forced t o  confront a lorcign cul ture  tlircctly. China and 

Korea were  in closc cnougli proximity t o  Jiipan for their  cul tures  t o  

exer t  ;I considerable influcncc, yet  they wcrc  fel t  t o  be  far  enough 

away not t o  pose a tlircat of invasion. Tllcsc factors  havc led t o  t h e  

Japanese  belief tha t  tlic adoption of I'orcign cul ture  arid technology 



carmot Iwvc ;I rnorc: t l im supcr l i c id  c l l  c c t  on spirit,  o r  

"J i~pi~ncsncss"  oS country. Tlius, duc t o  this bclicl in tlw 

irnyossibility of losing i t s  irdw-c:rlt c:ulturc, J;ly;ln hils rwver 

consciously conccivcd i t s  own c u l t u r d  o r  national idcnti t y: 

such rwtiorls ordy cxisling in ;I vcry p:ncr;ll Sorrn on ;I subcorlscious 

lovcl. 

l l~ is  situ;ltiorl corrcsyorlds t o  tllc history o l  J;~p;lncsc "tnodcrnisrn." Wcstcrn 



riot have any problems in tcrrns of Wcstcrr~ ~nctapliysics and logo-ccritrisrn. Japari 

looks like a sor t  of post-modern country Irom thc  viewpoint of Wcstcrri 

countries. But this si tuation sccrns t o  cornc frorn a Jilparicsc tradition, riarncly, 

"adaptation," ratlicr than post-rnodcrnisrn in t h e  Wcst itsclS. Tlic s a m e  tliing 

applies t o  music m d  o ther  kinds of Europcm a r t s  in Japan. 

I-*urnio Narijo ( 1  788, p. 3 15) says: 

It could be m i d  that  J ;~pan liiw bccn pcrl l i~ps tlw grea tes t  s tudent  of 

Wcstcrri Modcrriisrn, yct iI this  is so, then i t  Ims ;~lso bccn dccply 

dilrnagcd, cul tur i~l ly ,  by this cxpcr icncc arid Iias undcrgonc ilri 

irrcvcrsiblc clim~;c: a cl1imgc wliic:h has corisitlor;lbly affcctc t l  tlic 

J i lpmcsc world-view. It is ;I Tilct Iwwcvcr, t l l i~ t  Japan is, cven now, 

dccply influcriccd by tliings c:oritr;~dictory ;md of tcn  cliaotic:. Thus in 

t h e  Japan of today tradit iorid v i~ lucs  imd i~cs t lwt ics  cxist  s idc  by 

sidc with the  trappings of Wcstc!rri Modernism. Yct i t  is this 

cclccticisrn and  cul t u r d  divcrsi t y wliich [nay o f fe r  a possibility 

for tlic future. 

Today's Asian rnuslc, including S,~toru Worio's, Dick Lcc's, Akiko Yano's and 

cvcn Toru Takcrnitsu's rnusic a r c  par t  of Wcstcrri rnusic Ilistory. Their rnusicd 

works will be  ranked ;IS oric twpcct of Wcstcrri rnusic Ilistory o r  will disappear in 

the  futurc. W c  ciln find this kind of rnusical .~ct iv i ty  in many big c i t i c s  in the  

v - 
world (c-g., lokyo, New York, London, Pa-is arid cvcri Scoul). TINS is just what 

is callcd urbi111 culturc,  wl~icli  I g rew up w~t l i .  01 course, wc I u v c  t o  consider 

whdt ci~cll ctlmic group's culturc! is. I lowcvcr, wc dso need t o  corisidcr 

di I Icrcnccs bctwccn urban w l t u r c  syrnbolizcd by post -rnodcrriisrn, imd marginill 

cul ture  syrnbolizcd by a Iicrcditnry rnusic such as tlic Jav;~ncsc  (;;lrncl;~n. A lot of 

ctllriic rnusic in a l l  of tllcsc big c i t i c s  is i~lso being c:onsurncd i~longsidc otlicr 

music. 

Today, I argue,  rnally J,lpilrlcsc young pcoplc ilrc urldcr the  ~riflucricc of 

Western rnusic, cspcci;~lly Arner icm pop rnusic. Tllcy a r c  ~ n v o l u r ~ t i ~ r i l y  losing 



music: a t  first.  Tlwn, our rnusic:d lives wcro ~nonopolizcd rn;~irlly by A m c r i c m  

cul turc. Wlwrcupon, wc dcvc:lopcd a n  c h i l i  t y to cr i t ic ize  Arncr icm cul ture  as 

well ;IS t h c  A ~ n c r i c a n  pcoplc. 'llicn, sornc pc!oplc dcvc:lopcd pcrlorrriarlccs of 

Arncricm pop rnusic: ;md, a t  tlic sarnc tirnc:, otlicrs c:;lrnc: t o  think d m u t  their own 

cu l tu r i~ l  identity. W e  Ilavc tc~kcn ;I long tirnc: t o  rccot:nizc tlic cxis tcncc ol 

sornctliing like "J;~po~iisrn", similar t o  "lrnprcssioriis~n" in 1:rcncll pi~inting,  t l u t  

is to say, wlion J a p a ~ l c s c  pcoplc rccognizc tlwir own tr;ldition, thcy sotnctirnes 

f c x l  ;I kind o l  c:xotic:isrn i r i  tlx: silrnc w ; ~ y  ol t h ~ t  1:rc:nc.h pc:oplc lourid "J,~ponisrn" 

r i c  t r ~ c l t i c i ~ l  J I I I : ~ ~ :  i r i i ~ ; s  Sirr~ult,~r~t:ously, sc!vc:r;~l rrlusrc: c:cluc:;~tors 

sucli  as licirncr and Swmwick stclrtccl iritroducirlg non-Wcstcrn rnusic: ;IS tcaclling 

1 n t c r 1 1  Iiowcvcr, i t  seems t o  rnc t l l i~ t  this c:ross-c:ultur;~l i ~ y p r o d i  is st i l l  ; I I ~  

c?xtonsion of Wc:stcrn culturc:. 

'l'lm-c ;Ire two issues Ilorc: 

( I )  J,qxlncsc yourit: pooplc Ili~vc lost thc  t r x l i  t ionill Japilncsc ;lur;~l c:ul tu re  

bocausc: of Wcstcrrl rnusical i r i f  1ucne:cs ( rmy bc tllc sarnc thing ilpplics t o  

otlicr nori-Wcslcrn countries). 

C?) <O:c:;~sioni~lly, Wcstcrn rnusici;lns ;~ricl rnusic: ctluciltors t i ~ k c  i ~ d v m t a g c  of 

riori-Wcstcrn music:. but  tllc:y st i l l  kcc!p tllcir identity ;is Wcstcrrl jxoplc  

(i-c., logo-cerltrisrn, rnctaphysics, intl~vidu;~lisrn and  rationalism) in 

tlicir undcrst;~nding of rwn- Wcstcrn rriusic:. 



Michcl Foucault ( I '366) s a y s ,  " i f  we study thought ;IS an ;~rchacologist 

studies buried citcs, we can see  that Man w;~s born yesterday, and that he soon 

rnay die." Foucault clari lies that Western pcoyle in the twcnt ieth ccntury a r e  

still "the prisoner of a determined systcrn (Ard;~gh, 1'380, p. 578)" of the 

ninctccntll ccntury, bourf:cois-11urn;lrlist. Post -rnodcrnisrn in a r t  was bcgun as an  

antithesis t o  the prcconccivcd idca of Wcstcrn x t  including its acsthctics in 

thc twentieth ccntury. This rnovernent proposes several goals, ;IS follows: anti-  

hurnan-centrism, ant  i-Euro-cen trisrn, anti-cthno-ccntrisrn and ant  i-logo-centrism, 

to  develop a new definition of art .  In this Chi~ptcr ,  I dcscribc new types of 

music education and visu;d a r t  in order to  clarify post-modernism in the West, 

and also in Japan. 'The idca was carried out during n workshop called 

"Exploratoriurn Exhibition," a t  the Scicncc and Tccllnology Ha11 in Tokyo, 

sponsored by the Science and Technology Hal I, Son y h luca t  ion Encouragement 

Foundat ion and Asahi Newspaper Pub1 ishing Co., held in August and September 

1 9  This workshop was based on the conccpt of soundscape which was proposed 

by the Canadian cornposer t i .  Murrc~y Schafcr in thc carly scvcnties a t  Sirnon 

Frascr (Jnivcrsity. I illso clarify the conccpt of wll;~t soundsc;lpc through 

section 1.  

(1) The Workshop, "Sound Oricn tccring" 

"Exploratorium" (Irnilda, 1990) is the scicncc rnuscurn in S;ln 1:r;mcisco which 

o f f e r s  "visitors participating style". That is to s a y ,  all visitors a r c  allowed 

t o  touch the works. Tllc purpose of the workshop, "Sound Oricntccring", in which 



I worked as a n  instructor, wils studying "sound" from ;I variety of aspccts,  such 

as what kind of sounds exist  around p;irticip;~nts and how they a r c  related,  how 

. . llrnusicll and l lrwi~elI  diffcr ,  o r  how s i i n i l x  they arc. I h e  purpose o l  this  

workshop was also t o  rnakc pcoplc considcr tlie tr;~ditional Jap;mcsc aural  cul ture  

tha t  I discussed in C h p t c r  Two t1irour:li tlic ac t iv i ty  of rcdiscovcring the  daily 

sounds that  pcoplc Ilcar in c i ty  spi~ccs.  

Tlw out  line of t h e  workshop, "Sound Oricntccring," was  as follows: 

1 )  I'lic p;rrtic:ip;mts listcrlcd t o  I:;~ritasy lor I lorns, by tlic Cm;ldiari cornposcr 

I-ii ldegard Wcstcrkamp who was one  of rncrnbers of tllc "World Soundscapc 

Project" at Sirnon Frnscr LJrlivcrsiry in t h c  1770s. Fant;lsy for Horns is 
-~ - 

constructed from a variety of Sogliorns in V;lncouvcr. I wantcd t h e  

part icipants t o  learn rnusic which was cornplctcd witliout using any 

musical instrument. 

2) The p;lrticip;lnts listcncd t o  all tlic sourlcls irl t lw roorn for ;I rninutc, 

then tllcy answcrcd questions ilbout tlic k ~ n d s  of sounds tlicy Iicard. 

3) Tlic particip;lrits Iookctl Tor the  rnost iritc!rcstirig sound for tlicrn 

individually, tlicn tlicy rccordcd tlic sourid or1 tilpc. 

4) TIic par t ic ip~lnts  listcncd t o  the  voicc of soprano Kilno Sllibata, tha t  is 

csscntially in tlic contcxt  of Wcstcrn ~rlusic. Then, they listcrlcd t o  rny 

own work, Tape Music Spirit Sinl:s. lliis is ;I work in wliicll environment 

sounds and ;I soprano were  collagcd. I w;lntcd t h e  part icipants t o  crijoy 

t h e  mixture  of rnusic ;md noisc. 



were previously tilpcd by the  p;lrticip;lnts. l 'hat is t o  say, l collagcd 

them in order  t o  tc;lch the  part icipants how t o  compose easily by 

thcrnsclvcs. 

To clarify my workslwp once  again, I ;Irn going t o  describe a n  interesting 

cpisode about listening t o  sounds m d  t h e  corlccpt of soundscapc, as follows 

(Torigoe, 1 992, p. 4 5 ) :  

A srnall Japancse  boy went t o  America bcc~lusc  of his fat lm-'s  transfer. 

It gocs without saying tha t  hc  could not spc;~k Cnglish I first 

t ime  h e  was crm.dlcd in the  American kir~dcrg;lrtcn. As a result,  i t  

was hard for him t o  cornmunic;ltc with the o ther  kids. Iiowcvcr, when t h e  

teacher  askcd Ilirn sornctlling, Ilc was ab le  t o  d o  i t  acc:ording t o  his 

teacher ' s  suggcstiorl. l 'hcrcforc, thc  tc;lclm- tlwught that  h e  sornchow 

could undcrsti~nd English. Uut lie did not spcak ;my English a t  all. 

One  day, t h e  tcachcr  askcd him, "Don't you speak English?" 'Then, h e  

ar~swercd,  "Yes, I do, but I 'm not  ready." 7'hat is t o  say, h e  could 

understand English, Iwwcvcr, Iw had not rc ;~chcd t h e  si tuation where 

h e  could spcak it. 

(trans: lrnada f rorn Tor igoc) 

This episode is qu i te  interesting t o  me. W c  cannot perform any music 

without first paying ;lttcntion ilnd listening t o  various sounds carefully. As I 

mentioned above, this workshop was bascd on  the  corlccpt of scxmdsc;lpc. In t h e  

next section, I arn going t o  discuss t h e  "Tokyo Soundscape Project," which I 

carried out. I Iwld my worksllop through t h e  Icngth of this Projcct. 

(2) The "Tokyo Soundscnpc Projcct" (Irni~d;i, Taruka,  l'origoe and  others,  1988) 

W e  listen in d i f fe ren t  ways t o  di f fcrcnt  things. 'This is ;1 very important 

aspect  of t h e  concept of soundscapc. Soundscape is tlw idea of perceiving 

various sounds --from tlw scxmds of n~lturc: t o  i~ r t i f i c ia l  sounds in c i t i e s  o r  

"music" -as tota l  "scenery." "Soundsc;~pc" is ;I rnct l~od of rcscarch that  not 



only conceives "sounds" ;IS physicill objects, but is coricc!rricd with wlic~t kind of 

sourids pcoplc x c  Iicaring, and what tlicir valucs a r c  in p;lrticul;lr areas  of 

sound. With a Toyota I'oundatiori Rcsc;ircli C r m t ,  1 did ccrnpcrative rcscarcli of 

the Tokyo Soundscape lrorn 1986 to  1988. Specifically, wc attcrnptcd to  decode 

the Tokyo Soundscqx using an "Interview Survey" (intcrvicwirig people in tlic 

surveying area). 

I-lcrc a r e  sornc vi~lucs conccm~ing the sound of thc bells a t  "Nicoli Tcrnplc," 

a Russian Orthodox Cliurch Tcrnplc, frorn pcoplc in tlic town of Kandi~, Tokyo. It 

is the daily sound t l u t  pc:ople Iie;~r in Ki~nda. W c  obti~incd ;I v x i c t y  oS valucs 

cor~ccrrlirig "Nicoli l.ernplc" Srorn inforrnilnts. 'Illis is ;lri cxarnplc of a "listening 

activity." 

Quest ion: 

"Explain in words your impressions o l  the sound of the bells." 

Answers: 

"I wish you every Iiappincss ! " 
"It was a s ~ g n a l  of everung in rny cliildllood." 

"I don't like 11, because it reminds rnc o l  when I was yoor." 

"I wish t o  rnarry ds S C ~ I  xi possibl~." 

"It is not noisy. I have very lorid rncmorics of it." 

(Irnada, 199 1 ,  pp. 2 14-2 1 5 )  

1 I think it is prob;~bly Iiard to  undcrstmd tlic rcli~tion bctwccn this interview 

and art .  llowcvcr, I think pcrforrning x t  in thc  twcnt ic t l~  century sllould bc 

I done for lmd~rig otlwr rncms to  cvclludtc a r t  cxpcrlcricc In cvcryddy Irlc. In 

1 tcrrns of that, it rniglit be possible t o  undcrst;lnd this iritcrvicw as an art .  

Today, the sound of the bells a t  "Nicoli 'fcmplc" cmriot bc Iicard evcry morning 

and evening because o f  various political reasons (c-g., sourid pollution). 

Pcoplc can listen t o  it orice a week Tor ;I Sundi~y scrvicc only. But wlicn we did 

this interview, scvcrid loc;~l scnior pcoplc si~id, "I a n  listening to  it evcry 

i morning arid evcnirir:." Afterwards we let tlicrn kr~ow about today's situation, then 
I 



tlicy said, "011 rriy goodricss, I d ~ d n ' t  know tli,~t, I bclicvcd I was st111 Iicarlng 

it." As I rncntmned in Chapter 11 -2, tlils expcrlcncc 1s d klnd of cornrnunal 

auditory Iiallucination sirnilar t o  the "sound of the bloom of a lotus flower." 

Japanese people still 1 isten t o  cnvi rorirncntal sounds as ;I total  "soundscape" 

rather tliiln as c a d i  single sound (Chapter I I  2 Morcovcr, this project is 

closely relatcd t o  concepts of rnusic cduci~tion, as I cxplaincd during tlie 

workshop a t  tlic "Exploratoriurn." 

0) ff'i~ulinc Olivcros ; ~ n d  Murray Scliafcr 

When I held tlic workshop a t  tlic "kxploratoriurn," I also rclcrrcd t o  tlic 

concepts ol rnusic or  sound proposed by tlic American cornposer Paulinc Olivcros 

and Murray Scliafcr. I arn going to  discuss tlicir ;~ctivitics. 

For a long time, rnusic education Iias crnplii~sizcd pldying rnusical irwrurncnts 

m d  singing songs. Oliveros has been interested in "listening activities" 

rather tlian "pcrlorrning activities." l lcr work Sonic Mcdi t i~t ions (1974) is 

worthy ol' note in this respect. The rcceptivcncss t o  music as sound is one ol 

the rnost irnportant aspects of rnusic cducat~on.  W c  Iiave t o  l c x n  how t o  listen. 

In Iier Sonic Meditations, she states: 

Teach Yourself t o  Fly 

Any nurnbcr of persons sit in a circle Si~cirig tlic ccntcr. Illurniri;~tc tlic 

space with dirn blue light. Begin by sirriply observing your own 

breathing. Always bc an obscrvcr. Gradually allow your brcatliirig t o  

bccornc audible. Then gradually iritroducc your voicc. Allow tlie 

intensity t o  increase very slowly. Coritiriuc a s  long ;IS possible 

natur;lll y, and until d l  otlicrs x c  cluict, ;llw;~ys obscrvirig your own 

breath cycle. Variation: Translate voicc t o  iul instrurncnt. 

(1974, p. l ) 

Your Voice 

Think o f  tlic sourid of your own voicc. WIii~t is i ts  furid;~rnerital pitch? 

What is i ts  range? Wliat is its quality? What docs i t  express no rnattcr 

what you might be  verbalizing or singing'! Wliat was tlic original 



sound of your voice bclorc you Ici~rncd to  sourid tlic way you sourid now? 

(1974, p. X X )  

Pauline Olivcros has abandoned cornposition/ performance practice as it  

is usually cstablishcd todi~y lor Sonic Explor;~tions wllicli include 

everyone who wants t o  participi~tc. She a t tempts  t o  erase the subject/ 

object o r  performer/ audicncc rcl;~tionsliip by rcturriirig t o  ancient 

forrns which prccludc spectators. Shc is cspcciall y interested in the 

healing power of Sonic Energy imd its transmission within groups. 

(1974, introduction I I  ) 

Murray Sclii~lcr ( 1 992, p. I 1 )  suggcsts tliat rriusic: is in ,111 sounds. I-lc Iws 

writ ten, ;is l'ollows: 

'1.0 me soundscapc dcsigri is riot design from abovc or  abroad but Srorn 

witliin, achieved by stirnulilting largcr arid Iilrgcr riurnbers of people t o  

listen t o  t he  sounds about them with grcatcr  crit ical  attention. Wliich 

a r e  tlie sounds we wish t o  kccp'? How can they be encouraged so that tlie 

csscritial character  of our environments can be preserved and bccorne rnure 

bcautilul? ... W c  rriust scnsitizc tlic ca r  t o  the miraculous world of sound 

around us. 

1 agree with the abovc statcrncnt. I could irn;~(:ine a "lli~iku" (which is a 

Jiiplnese seventeen-syllable poem) wlicn I translated Scliilfcr's A Sound Education 
- ~~~ ~ - - -- 

into Japmcsc.  I arn able  t o  rcdiscovcr tlic original Ji~pariesc way of listening, 

t l i~it  I discussed in Clmptcr Two, tlirougli Iiis coriccpt of soundscapc. 

Tlic h p a n c s e  acoustic desigricrs Kcwzcw M'icda and Shin-iclliro lwarniya (1993, 

pp. 234-235) have written i~bout  rclation bctwccri haiku arid Scli;~fcr's concept of 

soundscapc, a s  follows: 

I laiku - - is a traditional wc rn  consistint: of only 17 syllables (5-7-5 in 

thrcc lines), that is o f t en  s l id  t o  bc tlic purest representiltion of 

Jiipancsc scnsibili t y and rnost profound spiri tuiil i~pprcciat  ion. The 

poets of I-laiku c r ca t c  an  impression by using everything in their daily 

life ...By tlic statist ical  survcy on I-laiku, ;I nurnbcr of I liiiku by a b u t  

10% have the rclation t o  various sounds ...By tlic ;~n;ilysis of the 



~ o u n d ~ c i l p c  rcprescntcd in tlic world 01- I laiku, we ciln sliow what kinds of 
sounds Japanese  Iictlr in tlicir daily life, ilnd when and wlicrc tlicy hear  

these  sounds in a context  of tlic crivironrncnt. 

I bclicvc tha t  tlic cxmccpt of sour~dsc;~pc Iii~s tlic possibility t o  be a 

natural  cultural  excliange ;md not only betwccn East and Wcst. I arn going t o  

introduce the  importance of the  concept of soundscape for Western rnusic 

cducat  ion. 

Robert  Wi~lkcr ( 1 Y84-, pp. 1 06- 108) Ili~s writ ten about ;~notl icr  of S c l ~ a f e r ' s  

publications, Ear Clcilnirig ( 196>), as Sollows: 

I lc i~dvoca tos  "opcning c a r s  t o  a 1 1  souricls so as t o  dcvclop 

apprcci i~t ion of sounds wliicll truly niattcr." llic problcrn lics in 

idcnti fying "sounds wliicll truly rn;lt tcr." Wliat cr i  tcr ia  a r c  t o  be 

i~ppl icd t o  such judgments? l lc rc  is tlic p lace  for no  conclusion being 

accepted "until thoroughly tes ted in tlic crucible of personal 

experience." It  is this exploration oS sound which is the  innovative 

f e a t u r e  of Sc lufc r  ' s  ilpproach. Exploration with a purpose is being 

ab le  t o  develop, tlirough persorial cxpcricncc,  cr i t ica l  facul t ies  

in judging tlie e f l c c t  of sounds, first those produced by t h e  s tudents  

"exploring" sound, then tliosc frorn o ther  sources around them. Af te r  

th is  Scliafcr turns t o  cxarnplcs from tlic a r t  01 rnusic. 'The sequence then 

bccorncs c l c i ~ r  as rnovcrncnt frorn tlic gcner;~li ty of sound as i t  exists  in 

the  world  round us towards tlic spccific cxpcricncc of a r t  rnusic, and 

on tlic way, during this proccss of ;lur;~l education, tlic s tudent  

develops "ca -  cleaning," which is t o  s i ~ y  discrimination p w c r s  based 

upon Iiis o r  Iicr own pcrsond  st i~ridards and background ...' l . 1 ~  conccpt is 

unique and brilliant and intcndcd t o  cradicatcr auditory illi tcracy o r  

bias induced by cultural  c:onditioriirig. " L l r  clc;iriirit:" is tlic tcrrn, but 

c a r  opening is tlic product towards a rnorc discrirniriatirig auditory 

awilrcncss. 

Scllafcr has not wri t ten  about ilny music: Irorn East o r  West in A Sound . ~- 

Education. As I discussed in Cliaptcr I - 3, Iic t r ies  t o  rc lc ;~sc  rriusic from such 

modern Western concepts  as logo-ccntrisrn, rnc:tapl1ysics, 1iurn;m-centrisrn of 

Cliristianity t o  ;I c l i m t i c  pliysictll acoustic: space. In ;I way, his a t t i t u d e  is 



tlie same as tlic goals of post-modernism. I lc h i ~ s  also written about the purpose 

of A ~- Sound - - -  ~- Education: - -  "The subject we a r c  conccrncd with is sound, and tlic task 

is t o  suggest ways teacliers might hclp studcrits t o  listen rnorc cffcctivcly. As 

;I musician I Iiiivc rny own reasons for wisliing tliis t o  Iiiippcn; but listening is 

important in rill educational experiences, wlicricvcr vcrbal o r  aural rncssagcs a r c  

cxchangcd ... rlotliir~g is so basic as the education of the senses, and of these, 

Iicaring is among the most important" (1992, p. 7). As Scliafcr mentions, an  

exchange of vcrbal o r  aural rncssagcs is an  irnportmt aspect of t 

soundscapc. I ;m going t o  discuss this cxclicrigc in order t o  clar 

of sourldscapc rnorc. 

Wlicthcr or  not souritls a r e  regarded a s  rnusic rests with tlie 

.lie concept of 

'i f y  tlic concept 

cul t u r d  

background of tlic listener. In otlicr words, wc do riot Iii~vc a gcricral rnctliod for 

listening: there ;Ire as rnarly ways of listerlint: as tlicrc a r c  cultures and cars. 

W e  say Ongaku lor music in Japanese. On means "sound," and rnusic is a 

performing a r t  using sound. There a r c  rnnny sounds in n;lturc. I lurniins use sound 

to  give someone a message. Sincc the Ilktory of hurntln race began, we Iwve 

partly used sound like animals. Schafcr ( 1 977) has writ ten about animal sounds, 

"Tliey may bc ci tlwr sourds o l  warning, mating calls, cxcllangcs between rnothcr 

and offspring, food sounds or social sounds. All of tlicse a r c  identifiable also 

in tlic vocal utterances of rn;m ... To bcgin tliis we should draw attention to  the 

f ac t  that  rnany of tlic signills cornrnunicatcd arnonl: ;iriirn;lls- tliosc of Iiunting, 

warning, fright, anger or mating-often correspond very closely in duration, 

intensity and iriflcction t o  rnariy Iiurnan cxplctivcs" (p. 40). W e  rcccivc ;I lot of 

mciming frorn voicc sounds. Wlicn we s ; ~ y  "you," we cm cxprcss rnany rncssagcs, 

(e-g., love o r  anger) tlirougli intonation and rhytlirn. In fact,  voicc sounds can 

convey more information tliarl the written word. W c  can tcll our rninds and 

feelings by tlic paralinguist ic r:ornponcrit of lclnguage. 

The linguist O t t o  Jcspersen (19611, pp. 420 ilnd 437) has written, as 



follows: 

Now, i t  is ;I consequence of advancing civiliz;ltion tha t  passion, or,  a t  

least, tlic expression of passion, is rnodcri~tcd,  and wc rnust tlicrcSot-c 

conclude that  t h e  speech of uncivilized and prirnitivc man was more  

pi~ssionatel  y agi  t a ted  than ours, rnorc like music o r  song ... Al though 

w e  now regard t h e  comrnunici~tion of tliougllt ;IS the  rnam object  of 
sornetl~ing which had no o thcr  purpose tliiin that  of cxcrcisirig the  

rnusclcs of tlic mouth and t l i r w t  and of amusing oricsclf and otlicrs 

by the  production o l  plc;~sant o r  possibly only s t range sounds. 

In tlic case of a single word, i f  w c  d o  not uridcrst;ind tlic grilrnrnar, wc a r e  

unable t o  use it. That is t o  s a y ,  tlic grilrnrna- applies t o  p l~rases  a i d  sentences  

ratlicr t l i m  single words. I~lowcvcr, we cm use voice sourids witliout 

understanding the  grarnrnar. A baby c a n  cxprcss marly fcclirigs using only "voice 

sound," i t s  intonation, intcnsity and rhythm. "Tlic cry  of t h e  baby is a n  

unmistakable acoust ic  signal t o  tlic rnotlicr about i t s  current  nccds; t h e  loudriess 

and high frcqucncy cli;lr;lctcristics of tlic cry ensure tha t  t h e  message g e t s  

through. Abnormalities in tlic c ry  liavc bccn shown t o  rcvcal  internal problems 

tha t  may not have been diagnosed by o thcr  rncans" (Ostwald & Peltzrnan, 1Y74). 

These clcrncnts (intonation, intensity and rliytlirn of sound) a r c  a baby's first 

signals. These ingredients have also developed ;IS csscnti ;~l  cornponcnts of 

music. 

lrlstrurncnts a r c  tocAs used t o  milkc sounds. llic origin of "trombone" is the  

Greek trornbos - wliich rncans a conch shell. l'l~e origins of t h e  o h c  and  c lar inet  

a r c  in t l ~ c  reed pipe. In tlic case o l  tlie Iiorrl, it cvolvcd from tlic horn of a n  

animal. The ori1:in of t h e  violin is ;I bow. 'I-hilt is t o  s a y ,  many instrurncnts 

were  originally made Srorn cnvironrncnt;ll materials. Scl1;lfcr (1YY2, p. 72) has 

I also wri t ten  a h u t  onornatoycxic words t o  cxprcss mirn;lll sounds, as follows: 

Almost every Iiingui~gc hils onornatopocic words t o  describe t h e  sounds 

made  by common anirnds.  



In English a c a t  gocs purr-purr. 

In French a c a t  gocs ron-run. 

In German a c a t  gocs sclinurr-sclinurr. 

In English ;I bee  goes buzz. 

In Arabic a bce  gocs zun-zuri. 

In Jap;lncsc a bcc  gocs bun-bun. 

In Victnarncsc ;I bee  gocs vu-vu. 

What a r e  tlic sounds rnadc by dogs, sheep, cr ickets  o r  o thc r  anirnals in 

a l l  tlic 1;uiguagcs you know'? Why is i t  t l l ;~t  they a r c  so different? 

Do cli Tfcrcnt cul turcs  porc:civc t l w n  tli Sforcnll y o r  clo tllc ;~nirn;~ls, 

birds and insects of t h e  world re;~ll  y speak di ffcrcnt d ia lccts  just 

;IS wc do? 

"uc-liiau" is "interaction." In otllcr words, " u t t x r u "  r n c m s  pcrforrncrs, and 

"uc-hi;lul' means close t o  the  audicrice. Pcoplc sang t o  explain o r  t o  comrnunlcate 

with a god in ancicnt 3ap;lri. 

Musicology, as a Westcrn academic field, advanccd rnusic as a f m c  a r t  

(i.e., classical rnusic), and rnusicologists discrirninatcd ;~r:ainst music based 

uwri daily l ifc (c-g., folk music). Tliis distinction, I~owcver,  is riot always 

dc;lr. For cxarnplc, t h c  rniriuet originated as pr;lcticd rnusic t o  accompany tlw 

dancc, but l a te r  changed t o  a more  sopl~ist ici l tcd rnusical style. As fine a r t ,  i t  

bccarnc known as t h e  "Minuet," ;I rnoverncnt of t l ~ c  syrnplwny in t l ~ c  Classical 

Period. Thcsc two kinds of rnusic, folk rnusic a i d  cl;lssic;~l rnusic, intcr;lr:tcd 

with e a c h  othcr;  as a result,  a v i~r ic ty  of rnusic:al cul tures  wcrc  crcilted in e a c h  

era. 

Daily lifc is rillcd with many sounds, but pcoplc a r c  o f tcn  uriaw;~rc oS the  

whcrc you can  Iici~r nothing, you will be  a t t a c k e d  by a n  incxplicablc disquiet. 

You Iicar sourids Srorn i r ~ s ~ d c  your body, (c.~.,  I ~ c a r t  bcclting, s tomach sounds, 



swallowing, cracking of bones m d  ringing in tlic cars)  whereas you a r c  usually 

unaware of t h e  cxistcricc of tlicsc sounds. I'licrcaStcr, you will prob~lbly want t o  

go wlicrc sound is well-bal;~nc:cd. Wlicricvcr you Iw;lr your 1ic;lrt bc;ltirig strongly, 

1 your condition is probably not good. l'li;~t is t o  s l y ,  sourids play an important 
I 

par t  in our lives as radar. Scliafcr (1992, p. 4> )  s a y s :  "licmairi s t i l l  lor  a 

rnomcnt witli your eyes  closed and listcrl t o  t h e  sounds bcne;~tli your skin. How 

many ... d o  you Iicar?" 

Tlicrc a r c  no  ;mswcrs t l i ;~t  rnusic t c i~c lw-s  c : m  givc rnclrks for t o  the  

questions in A Sound Lducation. W c  o f ten  listcri t o  rriusic t o  kill tirnc; but sornc 

rnusic tcaclicrs like childrcn t o  pcrforrn just t o  kill tirnc. Mi~ybc tlicy sornctirncs 

say, "What ;I dull idc ;~  soutldsciqx is ! " To s a y  tlic Ic;lst, they d o  not 1i;lvc ;I 

good irnagination. L)ccausc w e  c a n  usc our irnagination w l ~ ~ l  w e  listcrl t o  t h e  

" ~ o u n d s c a p c , ~  and tlws s t m u l a t e  leclmgs t l u t  clrc conccrncd riot or i ly  w ~ t h  rnuslc 

but ;~lso witli our critirc lives. That is t o  s a y ,  irnaginatiori usu;~lly crncrges 

when you have a rnorncnt. You a r c  t o  rcrnain stationclry listening in a park o r  on 

t o  Sclialcr 's  concept: "Wliat irltcrcsts rric Sar rnorc t l m i  ;lnytliing tha t  happens is 

tlic f a c t  o l  how it  would be i f  nothing were  h;~ppcnirig. Now I w m t  t h e  things 

that  happen t o  riot e r a s e  t h c  spirit tliirt is illready tlicrc without anything 

hppcning.  Now this thing th;lt I rncilrl wlicn I say riot myth ing  is Imppcning is 

what I c;lll silcncc, tliilt is t o  say ;I state of aSf;lirs f rcc  of intention, 

bccausc w c  always Ii;~vc sounds, for insti~nco." With rcgilrd t o  Schafc r ' s  conccpt 

~ l ~ o ~ ~ i d ~ c a p ~ , l l  " s i l e r i c~"  is illso t l ~  most irnportil~it word,  IS 1 c i t ed  in Cllilptcr 

11 -2. Sc:h;~lcr (1977, 1,. 262) 1~1s writtcri, ;IS follows: 

All t h e  sounds w c  hear a r c  imperfect .  For a sound t o  be totally l r e c  

of orisct distortion, i t  would Iiavc t o  have bccn initiated bcforc  our 

life-tirnc. I f  i t  were  also continued a l t e r  our dea th  so tha t  w e  knew no 

interruption in i t ,  t l ~ c n  wc could cornprclwnd i t  as being perfect. But a 

sound initiiltcd bcforc our  birth, continued u n i ~ b i ~ t c d  and unchangirig 



tlirougliout our lilctirnc ; ~ n d  cxtc:ridctl bcyoritl our tlc;~tli, would bc  

pcrccivcd by us as -silcnc:c...Ci~ri si lcncc b c  Iic,lrd? Ycs, i f  we could 

c x t c r d  our c:orisciousncss outw;lrd t o  tlic uriivcrsc ;md t o  ctc:rnity, we 

could Iic;lr si1t:ricc ... Wlicn tlic I r d i ; l r l  yogi a t t a m s  ;I s t ; ~ t c  ol liberation 
frorn tlic scnscs, Iic I iwrs  tlic a n i ~ l u t ; ~ ,  tlic "uristruc:k" sourld. Tlicrl 

pcrlcctiun is ;~cliicvccl. The scc rc t  Iiicrogl ypli oS tlic Universe is 

revcalcd. Nurribcr bccorncs ;~udible  and llows down filling t h e  rcccivc:r 

with torws and light. 

Scli;~fcr certainly locusc:s on Indian aural  culture,  but I d o  not think t l i i~ t  

lie involvc:~ stylist ic borrowinl:~. I f  ~ ~ i y t l i i r i : ,  I t ~ r i ~ i l s  1 r l ~ ~ i d < ~ ~ ~ i ~ r i t i ~ l  

that  tlic concept of soundsc;lpe in rnusic: tcacliirig and lo;~rnirig Inls a grea t  

yotcnt i ;~l  for irnproviril: tlic: situ;~tioris t l u t  I c:xpl,~irlcd in Cli;~ptc:r I l l  -3:  (I) 

And this is tlic reason why tlic concept 01 soundsc;~pc b c c m i c  r n o t ~ v ~ ~ t i o n  

lor my workslwp ;IL t h e  "Exp1or;rtoriurn." 'l'lic Japancsc  musicologist ;md acoust ic  

ecologist Kciko Torigoc ( 1  YY 3, pp. 10- 1 1) Ii;~s wri t t cn  ; ~ f t c r  slic uridcrtcwk a n  

c~coust ic  dcsigrl ol tlic "Rcmtro Cardcn projcc-t," as lollows: 

I-'orrncrly, Japmc:sc ~:;~rcJcrw-s dcsigrlcd tlwir spaces  not or l ly  visu;llly, 

but iluri11 1 y. l'licy Ii,ld ;I kriowlcdgc ;mtl tcc:liriiquc o l  introducin~: .:;I 

specific: bird voicc by cllcxxirig thc  spccics oS t r c c  with which t h c  bird 

Iiild ;I special ;IS fini t y. I lowcvcr, siricc wc: bccilrnc "rnodcrnizcd" arid 

divided our cduc;~tiori m d  dcsig:n systcrns into spccializcd senses, it 

bccarnc r a r c  f o r  g i~rdcncrs  t o  c:ontiriuc: this pr;~cticc.  Tlic s a m e  thing can  
bc s l i d  of ;~rc:lii t c c t s  ... Tlw coricc:p t of "sour~Isc:;lpc" Iiclps us t o  rcalizc 

what wc: Ii;lvc lost tlirougli tlic proccss of rnoticrr\iz;ltion ... Corlsidercd 

sor:i;~lly, i f  I did riot I ~ v c  tlic: cor~:c:pt ol "soundsc:;~pc," I c:ould not 

I x ~ v c  produccd this p;lpc:r nor tlic Iiorit;~ro L ;~rdcn  t'rojcct. I lowcver, as a 
J;~p;mcsc:, I c an  riot dcriy rriy fcclirig o l  c:c:rt;~in crnb;lrr;~ssrncnt a t  

rc;~lizirig tlic coritr;~dictions wliicli exist  in rnc. In ;1 scrisc, l ientaro  



Taki is a big contradiction Ilirnsclf in J;~p;mcsc aural culture. I l l i s  

contradiction includcs a definition of "music"; Ile clcvotcd his life t o  

introducing rnodcrn Wcstcrn European "music:," to  J;lpan despite having 

inherited a I~olistic sense and culture Ilitnsclf. 

l ientaro Taki is the first Japanese "Wcstcrn" corrlyoscr (rclcr t o  Chapter I - 

1). l~ l e  rnoved to  Takcta city, an old cast le  town in Oita prefecture in Japan, 

when Ilc was twelve years old. Tc~kcta city government purclmscd his property in 

1990, and repaired and rnodificd the building and gilrdcn in 1991 in order t o  rnakc 

the old l~ousc  I<crlt;~ro's Mcrnori;~l l lousc (Toril:oc, 1YYJ). Torigoc's Swlin~: 

expresses a qui t c  scrious conlr;diction bctwccn h s t  ; l r d  Wcst. Today's J;lp;~nesc 

people can retrieve the Japanese traditional aural culturc t l u t  they alrcady 

lost t l~rough the concc;pt of soundsc;~pc:. I3ut Murray S d ~ a f c r  is ;I Western 

cornposer, and his concept of soundsc;ipc was born t l~ roug l~  his European Ixritagc. 

Japanese pcoplc lost their traditions because of Wcstcrn influences, then they 

recover their traditions through Western tl~ougllt once again. Can Japanese 

pcoplc ignore this fact,  and take advantage of the conccpt ol' soundscape? Illis 

might be just a contradiction, lmwcvcr, I c;lnriot say whet l~cr  it is right o r  not 

right now. This contradiction will be discussed in Chapter Five. 



liirn t o  prescnt numerous explanations; a t  tlic s a m e  tirnc, lie Iiad t o  investigate 

t h e  c l imate  in Miarni in order t o  rcillizc his projcct. 1-ic has  used c loth  in al l  

of his works. Tlic color of t h e  c loth  Iias s c t  off tlic 1;mdscapc rcrnarkably 

bccausc of his invcstig~lt ions of tlic clirnatc. I-lis projccts Icmk like public 

works a t  first sight, a construction of ;I darn o r  a bridge, for instance. 

I lowever, Iiis projects a r c  just "art," urilikc public works. In fact ,  111s 

projects Imve disappeared a t  most wit l i i r i  two wccks frorn their  first appearance. 

As a result of his big projccts, Ilc involvcd many pcoplc, politicians, ordinary 

cit izcns,  drivers who cilrricd tlic rni~tcriills for t l ~ : s c  projccts, ;lnd s tudcnts  wlio 

wantcd t o  par t ic ipate  in t l ~ c s e  a r t  projccts. Thc pri~l:rnatic coritcnt of tlicir 

t~c t iv i t i c s  mit:ht be just t h e  same ;IS public works; Iwwcvcr, they involved 

projccts in r e d  a r t  ; ~ t  t h e  sarric time. Tliis point is tlic rriost i ~ n p o r t a n t  iispcct 

in Cliristu's projccts. I-le Iias always clioscn large urban ;mils, Iioping that  many 

practical  social problems would be  irivolved in realizing his projccts. That is 

t o  say, lie has always been concerned with t h e  processes for overcorning various 

social difficulties. Howcvcr, his a r t  has been clcnncd up ;IS soon as i t  Ins 

been accomplished. I-ic sccrns t o  have wanted us t o  know t h e  di f ferent  meaning of 

a r t  through this type of process, namely, t l i i~ t  we liavc t o  makc  much of a 

"luminous instant," tha t  is t o  say, h e  expresses tha t  a r t  is breakable and 

chi~ngcablc.  

Cliristo wrapped " C l i i c i ~ ~ o  Muscurn of Contctnporary Art" in 196'9. In this 

project, hc  ordcrcd t l ~ c  audience t o  g o  outside of tlic rnuscurn, namely, lie wanted 

them t o  considcr t h e  relat ion between tlic rnuscurn m d  a r t  itself. W c  apprecia te  

the  works of a r t  inside a rnuscurn, but Iicrc, pcoplc could rcc:ognizc t h e  exis tence 

outside, o r  tlic surface  of, the  museurn. lliis was a symbolic: event.  That is t o  

say, he  sccrns t o  Iiave wanted t o  express t l ~ c  rclation bctwccn "work" and "ar t"  

itself, bccilusc we usually t h h k  about a r t  ;IS bciril: tlic s a m e  ;IS a n  a r t  work 

(i-c., a picture, a sculpture,  and also ;I musical piece). 1:or cxilrnple, sorncone 

plays t h e  piano. l i e  plays Chopin. Is this  ac t iv i ty  a r t  bccausc Chopin's work 



I V  -2 

Christo and Post-rnodcrnisrn in Visual Art 

I am  going t o  discuss the  Arncricarl ar t is t  Cliristo (1'935-) in this section, 

from whom I also received ;I great influcncc when I did my worksliop. To make the 

rxlturc of the influence clear,  I c i t e  the lollowing s ta tements  (Goldberg, 1979, 

p. 8 and p. 152) whicli include a statcrncnt about the  principd role of post- 

rnodcrrlist a - t .  

Pcrlorrnancc rnarii lcstos frorn tlic lu tur i s t s  t o  the present, Iiavc been tlic 

cxprcssiorl of dissidcrits who Iii~vc ;~ttcrnptc:d to  lirit l  otlicr rncms to  

evaluate a r t  cxpcricncc in cvcryday lifc. Pcrlorrnancc Iias been a way of 

appealing directly t o  a large public, as well as sliockinl: audicr~ces into 

reassessing their own notions of a r t  and its relation t o  culture. 

The year 1968 prematurely marked the beginning of the  dccadc of the  

scvcntics. In tliat y w r  polit~ccll events scvcrcly unscttlcd cul tur i~l  
-. arid s o c ~ a l  lifc tlirougllout Europe and Urlitcd St[~tcs.  Ilic rncwd was onc 

of irritation and anger with prevailing valucs and structures. 

Cliristo's works present us wi tli many ~nnovat  lvc: ~ d c a s ,  b e c a m  111s a r t  is 

post-modern arid lie Iias dcvclopcd Iiis own ilrt regi~rdlcss of non-Western culturc. 

It is hard t o  find this kind oC a r t  in todi~y 's  a r t  sccnc. Japaricsc music 

tcacllcrs sliould c r ca t c  bri~nd-new a r t  r i~tl icr tliari utilizirig traditional Jilpancsc 

music; tlic sarnc tliirig i~pplics t o  tod;lyls Wc!stcrri i~r t i s t s ,  who a r c  c:onccntr;~tinr: 

on borrowing sornc clcrncnts lrorn non-Wcstcm culture. 

Cliristo is one of the rnost irnportimt x t i s t s  who has cxarnincd tlic relation 

between today's social situation ;lnd tlie x t s .  I lc is kriowri lor Iiis activit ies 

in "Wrapping Isl;~nd," ctc.  I lc wr;~ppcd tlic sc;~ ilround some uninli;~bitcd islands 

of Discc~inc Bay in Miami, Florida, using very big pink clotli, and "Tlic Pont Ncuf 

Wrapped, Paris," 197% 1 985, using c:lotli a s  in Mii~rrii. Tlic city govcrnrncnt asked 



is a r t ,  o r  bccilusc tlw pcrl'orrn;mcc is ;~rt '?  C m  w c  l i d  ;my creativity in it,  o r  

not'? Susan Sontag (1965, p. 295) has writ ten,  "in our own tirnc, a r t  is becoming 

incrci~singly the  tcrriiin of thc  specialists. '17hc rnost interesting and c rea t ive  

a r t  ol our tirnc is not open t o  t h e  ~:cncrally cduc;~tcd; i t  demands special  

e l for t ;  i t  speaks a specialized language." To undcrs tmd Chopin, we have t o  

have a n  education of our  scnsibili t ics bi~scd on Western ;iesthetics. Christo 

suggests tha t  w e  tlu-ow Western acs t lwt ic  irltcrpretatiorls away in ordcr  t o  find 

our own definition of a r t .  

1v - 3  

Thc Definition of Post-rnodcrnisrn in Music E d u c a t ~ o n  

W e  can  now find a cornrnon point in both Sclnl 'cr 's and Cllristo's concepts  of 

art .  They a r c  concerned with cnvironrncnt. Music and fine a r t  have bccn 

prescnted as a "work of x t "  inside scvcr ;~l  l'rarncworks such as t h c  corlccrt hall 

and museurn. In ordcr  t o  re lease  t h e  concepts  of Wcstcrn a r t  from these  

frameworks, S c l u l c r  considers rnusic as irlvolvong environmental sounds, and 

Chris to  t r ies  t o  irlvolve t h e  wllole environment, includirig administrations and 

people in his works. In n way, t h e  Wcstcrn notion o l  t h e  work ol' a r t ,  conccr t  

hall and rnuscurn symbolize logo-ccntrisrn, rnctaphysics and individualism in 

Europe. 

Attal i  (1985, pp. 1 17- 1 18) I1;1s writ tcn,  as lollows: 

t h c  conccr t  hall, ;1n invention of t h c  cil:htccnth contury,  is st i l l  a n  

instrurncnt o f  power today, rcgardlcss o l  what kind o l  rnusic is o l i c rcd  
- just as t h e  rnuscurn rcrnains ;I pol i t ic i~l  substitute lor rncrcllants in 

t h e  rnmagcrncnt o l  a r t .  The conccr t ,  t h e  ccn t ra l  si t c  ol' rcprescrltativc 

socicty, rcrni~ins operative in rcpct i t ivc  socicty. but  t h e  spectacle  is 

rnorc and rnorc in t h e  hall itself, in t h c  audience's  power relat ion with 

thc  work arwl the  pcrlorrncr, not  in i t s  cornrnurrion with them: today, a 



concer t  audicnce judges rnorc tliilri enjoys; rnusic has bccornc ;I pre text  for 

assert ing oric's cult ivi~tion,  instcad of ;I way of living it. 

I believe that  Scliafcr and Cliristo try t o  rclcilsc sourids ; ~ n d  tlic conccpt of 

fine a r t  lrorn any concept of power t o  tlic enviroruncnt itself. Tlicsc kinds of 

apprcwclics t o  tlic environrncnt by Sclmlcr and Cliristo a r c  close1 y re la ted t o  

Japanese  scnsibilitics as I discussed in Chapter  Two, and Macda and Torigoc have 

wri t ten  in Chapter  I'our. I~lowcvcr, i f  Japanese  people try t o  rcrncrnbcr and g o  

b w k  t o  tlicir tr ;~dit ion;~l ; lurd c:ulturc, thcy do not Ii;~vc t o  rc fc r  t o  Wcstcrri 

concepts  which wcrc  proposed by Scli;~fcr ilnd Cliristo, b c c w s c  tlicsc traditions 

(c-g., haiku, Uurir;lku, suikinkutsu) a r c  tlicir own Iwritagcs m d  have notliing t o  

d o  wi tli ;my Wcstcrri conccpt ol a r t .  But .J;qx~ric:so pcoplc Ii;lvc to clcvc:lop thcir  

contemporary culture. It is very hard for tlic Jilyancsc t o  go back t o  their  own 

tradition, bccause today's  Japan has bccn dcvclopcd as a kind of "Western 

country," including rnusic cduci~tiori. 

It is rny dsscrtion tha t  i f  tod;lyls coritclripxilry socictics wish t o  c r e a t e  

tlic "post-modern" world t o  contr ibute  t o  both Ci~stcrri and Wcstcrri cultures,  w c  

have t o  learn togc:thcr, tha t  is t o  s l y ,  post-rnodcrrusrn will be  cstablislicd by a n  

incorpor;~tiori bctwccri tlic Cast m d  Wcst. And wc (L%stcrncrs and Wcstcrncrs) 

Ilavc t o  throw our tradit ions away, bccausc our p w i t i o ~ i s  Iiavc t o  be  perfectly 

equal. Unless w e  quit using t l ~ c  c:xisting conccpt or Wcstcrn rriusic and rriusic 

education, rnusic education will bc  confincd t o  Wcstcrn rnodcrnisrn. Post- 

rnodcrriisrn rnust not be established by ci tlicr Wcstcrri wi 11 o r  Castcrn tradition. 

In a way, post-rnodernisrn Iias never cxistcd in both Cilstc:rn arid Wcstcrn cul tures  

t o  datc.  Tlicrc is a big contradiction Iicrc. Wcstcrn rrlusic c d u c ~ ~ t i o n  cannot  

exist  witlmut Western rnodcrnisrn, such ;IS logo-ccntrisrn, rnct;ipliysics, ri~tioni~lisrri 

and individualism. I f  t l icrc wcrc  no such Westcrri concepts,  rnusic education 

would not be  rnusic cduc i~ t ion  any longer. I'hc conccpt of rnusic cduciltion itself 

is a pilrt of tlic power in Wcstcrn rnodcrnisrn, tliat is t o  say, tlic power 



syrnbolizcd by logo-centrism, rncti~physics, individui~lisrn and rationalism. 

Perhaps, Schafer, Cliristo, and also m y  workshop in "Exploratoriurn 

Exhibition" ;Ire not enough as major steps to post-modernist ;irt iind cduciltion 

which I have proposed. I~lowcvcr, we sl~ould t i ~ k c  these activit ies as cxpcrirncnts 

t o  reach post-modernism or  a t  least, introductions ol brmd-new a r t  and 

cducat ion. 



v - 1  

Music ilnd Ovcrproductiorl in Post-rnodcrn Society 

It is my opinion that  tllc rnusical si tuation in J i ~ p a n  is rrlore cornplicatcd 

t l w l  t l ~ t  in thc  Wcst (Clmptcr I 1  I - ' 3 ) .  Jajx~rlcsc- Wcstcrn rnusici~l history has 

. . already lasted rnorc than orlc 1wndrc:d yctlrs. I his period was enough t o  develop a 

s t range rnusical situation. This si tuation was  caused not only by Wcstcrrl 

irlflucnce but also by t h e  J;1pi1tlc~c c l w - i ~ c t c r  itself, bcciiuse we ; ~ b m d o n c d  t h e  

Jilpancse tradition on our  own ini t iat ivc. 

From the  1 YGOs t o  1 97Os, t lw J i ~ p a n c s c  rniddlc-class farni 1 y bccarne rich 

because of t h e  Japanese  economic growth. Pcoplc spent money on luxury items. 

At  t h e  s a m e  tirnc, a television and a s t c r c o  bcc;lrnc important i tems especially 

for t h e  young generation. The rncdia played rock and popular rnusic every day. 

12rorn the  1 WOs, many Japanese  big cornpanics co-opted Sarnous Western classical 

music, played by famous :~ r t i s t s  in TV cornrncrc:ials. Many rnusicians appeared on 

TV cornrncrcials; Kathryn Uatt lc and Placido Domingo, c tc .  At t h c  s a m e  t ime, w c  

listened t o  a v x i c t y  oS classic;~l rnusic: Satic,  M~dllcr,  Dcbussy, Rac:l>rnaninov 

and Stravinsky, c t c ;  on disk and rncdia. It is no cx;~ggcration t o  s i ~ y  tha t  our  

r n u s i c ~ ~ l  livcs a r c  rnonopolizcd by comrncrcidism t o  ;I r:rc;lt cxtcnt .  As a result,  

rnusic is conncctcd with images oS cornrnodi t ics (Chapter 111 - 3 -  ) Pcoplc 

regard that  ;IS par t  of tllc irnagc oS music. Orlc of rrlost inSlucnti;~l Jilpancsc 

e lect ronic  cquiprncnt rnarlufi~cturcrs, Sony, 11~1s m ; d c  t h e  "Wi~lkrnan," wl~icll is qu i te  

~ x q x d a r  among tllc young gcncr;~tion,  not only in J;~p;ln but illso arourld tlw world. 

Young people usudly  cl~oosc rnusic tlmt Sits tlwir feelings. Tlwy d o  not Irlve 

t h e  need t o  ~ ~ p p r c c i a t c  rnusic carcful l  y m d  sensit ivcly any tnore. 

For exilrnplc, a J;lpancsc young man 's  rnusic program Tor listening today might 



be as follows: 

I-lc listens t o  a Moz;lrtls piarm sonata  as breakfast  background rnusic in 

the  morning. Then, he  chooses I-larry Connick J r ' s  "25" as background 

rnusic in the  car.  I-lc usually listens t o  Italian operas  a t  lunch tirne, 

but i t  is a rainy day, so  Iw changcs his rnird and chooses 1-rench pops. 

Whcn I K  goes back Ilornc, Ilc listens t o  Mahlcr in t h e  ca r ,  and he  se lec t s  

Mcl Torrnc as background rnusic lor dinner. After  that ,  h e  listens t o  

rnusic of t h e  Middle Ages, "Notrc I1;lrnc Organurn" in bed. Gcmd night! 

'rhis si tu;~tion may Icwk vcry cornplcx ,IL first glance. I-lowcvcr, I think 

this typc: of rnusicd life is vcry cornrnon in J[~p;ln and in Amcrica m d  Cilnada. W e  

can  observe the  wlwlc of rnusic history and a11 kinds of music todi~y. Evcn sornc 

Iwrcditary sound cul tures  which h i ~ v c  bccn the  property of vi~r ious  ct lmic groups, 

might bccorne ~x)pul;lr rnusict~l gcnrcs. A sor t  of a u r a  disappears from rnusic a t  

the  sarnc tirnc. I ' l ~ i ~ t  is t o  m y ,  w c  Imvc listcrlccl t o  rnusic ;IS back&:round t o  our 

daily lives like a c ;~ta loguc o r  ;I rncnu. As ;I rcsult,  i t  is pret ty  hard t o  tnake 

c lea r  what the  rnusical backt:round and the  context  a r c  in Western rnusic for t h e  

general  population, par t  i c u l ~ ~ r l  y in cduca t iond  f iclds. Many pcoplc probably 

disregard t h e  I~is tor ical  context  of rnusic, because they c a n  enjoy i t  freely 

without musical knowledge. 'Ilis si tuation is described as "post-rnodcrn" in 

Japan now. 

Susan Sontag says (1964, pp. 13- 14) ol Western culturc,  xi follows: 

Ours is a cul ture  b;lscd on excess, on overproduction; the  rcsult is a 

s teady loss of sharpness in our sensory cxpcricncc ... What is important 

now is t o  recover our scnscs. W e  rnust I c x n  t o  see rnorc, t o  feel  more. 

W e  rnigllt ask, w l u t  is t h e  West doing t o  rccvvcr i t s  scnscs? They a r c  

d w a y s  making noises t o  prcvcnt silcnc.c. A gcwd cxilrnplc is "Mcwzak." According 

t o  the  flandbcx,k for Acoustic: Ecoloj:y, c d ~ t c d  by Uarry Truax, "Mcwzak is a 

gencrat ivc  noun t o  apply t o  d l  kinds of Schizoplwnic [this word was also 

crnploycd by Murrdy Schafcr In ordcr t o  d r m m t  izc  the  i ~ b c r r a t  ional cf fcct  of this 

twent ie th  ccntury dcvcloprncnt] rnus icJ  drool in public- pl;~ccs, o f t e n  designed t o  

se rve  as ;I background t o  profit" (1978, p. 78). Sontag (1964, p. 14) has also 

writ  ten: 



Trar ispxcnce is t h e  I~ighcst ,  most libcrating value in a r t  arid in 

criticism -today. Tr i~nsparcncc rncans cxpericncirig t h e  luminousness 
of tlic thing in itself, of things bcirig what they arc...The i~ i rn  of a l l  

cornrncrltary on a r t  now s l~ould be t o  rnakc works of ar t -md,  by analogy, 

our own cxpcricricc-rnorc, r a the r  th;m Icss, real  t o  us. 

"Trarisparcncc" is S o ~ i t ; ~ g ' s  keyword. I c a n  replace "c r i t~c i sm"  with "rnusic 

education" arid this will correspond t o  the  a ims of rnusic education. That i s  t o  

say, we have t o  rc t r icvc tha t  irinoccricc. Sllc also says, "None of us can ever  

re t r ieve tha t  iririoccricc bcforc  d l  theory wllcri a r t  knew no need t o  justify 

itself, when one  did not ask of a work what i t  said because o n e  kricw (or thought 

one  knew) what i t  did. Frorn now t o  tlic crid of consciousness, w e  a r c  s tuck with 

dcfcnding a r t "  (1964, pp. 4-5). But from now t o  tlic crld of consciousness, w e  d o  

not  nccd t o  be  s tuck with the  task of defcrldirig t h e  bracketed "ar t"  and "rnusic 

education." I lowcvcr, i t  is not easy t o  rcsolve t h e  pririciplc of redundancy 

(overproduction). If anything, rnodcrri pcoplc tcrid t o  be too  busy t o  perceive 

any transparence. Maybe the re  is no transpilrcricc in t h e  West today, and tha t  is 

why people nccd t o  drcarn of dfilx~yscrncnt (dc-ri;~tionalization), namely, escaping 

frorn real  life. 

Aritllropology rni~kcs this c scapc  journey t o  non-Wcstcrn o r  "cold" societies 

possible. As I discussed in C l x ~ p t c r  1 -7, Swmwick (1988) proposed almost t h e  

sarnc thing in rnusic education by his notion of "tri~risccridirig culture." 1 lowcvcr, 

what Ilc suggests is only like collecting rnusicd "picture" ca rds  frorn around tlic 

world. It sccrns t o  m e  t l u t  Swmwick ' s  p r o p x a l  is ;I sor t  of tcrnpx-;lry 

expedience. In European societies, sorncoric p l i~ys  G;lrncl;~n rnusic in the  daytirnc, 

but as soon as Ilc goes back Ilornc, Ilc listcns t o  Michael J x k s o n  just as in 

rnodcrn Jajxin. People ;Ire loc>kirlg for ur~usui~l  rnusic bcc;lusc of tllcir Wcstcrn 

curiosity, like the  young pcoplc in J;lpan I described in t h e  bcgiririing of this 

Chapter.  Anything and everything might be clcccpted in "post-modernism." People 



a r e  unable t o  s c t t l c  down, so tlwy Iii~vc t o  a l w i ~ y s  d o  sornctliing. W e  Ilavc t o  

considcr carclully what "cvcrytliing" rne;lns. When cvcrything is available, w c  

have t o  clioose things rnorc c ;~rclul ly  and rnorc slowly using our  scnscs. W e  

should t akc  a lorig tirnc t o  sc lcct  the  highest value lrorn cvcrytliing. Iiowevcr, 

I S  w e  ncglcct  t o  d o  so, "cvcrytliing" might b c  t h e  rnost dangcrous word. 

"Everything" is a word which is most a t t r ac t ive ,  but somctirncs i t  makes  us 

blind, and drivcs us crazy. 

Thc Japanese  composer Yuji Takahaslii (1'978, p. 20) Iias writ tcn,  as follows: 

United pcoplc who ;Ire opprcsscd by ;I powcr, starid up imd figlit lor 

a class struggle. T l ~ i s  rcsistancc is alrcady oric of songs. 

'llicrc a r c  two tasks as ;I rnusici;m Iicrc:. 'llw Sirst is t o  t ake  ~ i o t c s  

ol what was sung. 'l'lic sccond is t o  not disturb these  sorigs by 

the  urincccsslry sounds. W e  Iiavc t o  bc  t h e  ac tua l  spot whcrc tlicy 

fight t o  listcn t o  these songs. What wc lmvc t o  d o  is t o  speak 

the  sarnc languages t o  share  tlic s a m e  emotions with them. 

It is not t o  send a musical mcssagc t o  tliosc invisible pcoplc 

a l t c r  realizing tlie tllirlt:s by a news p r o g r a n  on TV a t  liornc. 

(trans: lrnada frorn 'I'ilkalii~shi) 

1-le lias wri t ten  about protest  songs around thc  world. I lowcvcr, i t  is alrnost 

irnpossiblc t o  cxpcct  a n  intensity tha t  is inclutlcd among songs of rcsistance in 

our musical culturc. I S  wc continue our consumption of rnusic in t h c  paradigm of 

ovcr-production a i d  squimdcrint:, our intuitions will b c  cornplctcly cxli i~ustcd in 

t h c  very rlcar luturc. At tlic same  tirnc, Wliat kind of song d o  w c  nccd in our 

cultures? O r  d o  w c  rlccd t o  sirit: ;I song a f t e r  d l ?  1 a m  going t o  replace  the  

words "tasks as a rnusici;~ri" by T i~ka l~ash i  t o  "tilsks as a rnusic cduci~tor."  "There 

a r c  two tasks as a rnusic cduc:~tor. 'I'llc first is t o  tilkc notes  ol what was sung 

(arnong young gcricrations). The sccond is t o  riot disturb t lwsc songs by 

urmcccssary sounds." lliis song rnust be  bilsctl on young pcoplc's owri nced, and 

pcrlii~ps, i t  is just like a protcst  song. Music c d u c i ~ t o r s  havc t o  introduce 

young pcople's intuition t o  transparence without taking par t  in tlie principle ol 



redundancy. W e  illso h i ~ v c  t o  speak the  s a m c  I;~ngu;~y,es t o  sharc  the  sarnc emotions 

with tlicrn. But I a m  not su rc  whctlicr it is possible o r  not, because this 

opinion sounds like a n  cxtcrision of Wcstcrrl rnctaphysics. I d o  think we can  

speak t h e  same languages o r  share  t h e  s a m c  emotions. I ilrn not  su rc  wherc  our 

intuition comes frorn. But i f  a par t  of our irituition ;~ r i scs  frorn sociid 

background, i t  is riot universal but arbitrary.  ' I h t  is t o  say, we have t o  pay 

a t tent ion vcry carefully t o  our own cul turc  in rnusic cducation and ovcrcornc t h e  

si tuation of modern pessirnisrn o r  nihilism wliicli post-rnodcrnisrn finally reaches. 

v -2 

Towt~rds  A Music Educ;ltion As ;I N o r n d  

Capitalism is a system in which rnoncy and corrirnoditics a r c  distributed. I 

believe this systcrn destroys the  codes of each  society 's  custorns arid 

rnytliologics. Coding is a word t o  indicate this rnodc of production whicli applies 

t o  society. Keith A. Reader (1987, pp. 85)-YO) has wri t ten  about t h c  codes 

clarif ied by Gillcs Delcuze and Felix Guat tar i ,  as follows: 

Prc-capital ist  o r  prcscnt societies 'cncodcd' their  productiorl of dcsirc 

on the  land, whicli bccilrne some sorncthing like a collcctivc o r  communal 

fetish. The encoding of dcsirc in t h e  feudal systcrn was  on t h e  person 

of t h e  monarch, while c;~pital isrn 's  inlierent potential  Tor revolutionary 

change res ts  in i t s  'decoding' of the rriccl~;inisrns of libidirial energy. 

These need no longer be  fixated on a n  individual object ,  and might thus, 

in breaking f ree  frorn t h e  ' love-objccts'  such a society puts  before them 

(of which rnoncy is tlic rnost irnportimt), ilistitutc a polyrnorphous 'new 

order '  W~KXX structuring principle would bc i t s  vcry disorder. 

In "cold" societies, peoplc exchange worncn, I m g u i ~ g c  and any o ther  objects  

according t o  a systcrn of cornmunicatiori. 1-or Lkvi-Strauss ( 1 YGO), "cold" 

societies a r c  Utopia. 



* .  lodily's cilpitalist society is a n  axiomat ic  ;lnd rncch;lnical systern tliilt 

people a r c  unable t o  touch directly. As ;I result,  Dcleuzc (1987) suggests tliat 

w c  be like ;I norn;~d doing ;in expcrirncrit of dctcrr i  torial izat  ion. Nornads and 

permanent rcsidcnts a r c  qui te  different in tcrrns of the  social aspect ,  t h e  order  

of sign and symbol, a r t  and spacc. What is the  rnost significant d i f ference is 

t h e  spacc where they livc. In t h e  case of pcrrriaricnt residents, thcy livc in a 

closed cosrnos where a clcilr distinction between "hornc" and "out thcrc" exists. 

But norriads d o  not Iiavc any distinction bctwccm "lmne" and "out there." They 

sornctirncs livc on ;I ~ ~ 1 s t  g l i ~ c i c r  o r  ;I dcscx-t. I lowcvcr, i f  i t  docs riot Inilttcr 

whcther w e  livc independently in our own rninds o r  in a n  objcct ive  space,  w e  

could also transfor t o  iln arnorplious spacc  without Icaving our perrnancnt placcs. 

Brian M;lssurni (1987, p. xiii), who is t h e  trilnslator of Lklcuzc and C;uattari's A 

Tlious;~nd -- Platcilus ( 1 987), Iias writ ten, ;IS follows: 

Tho spacc  of nomad thought is qualit;ltivcly di ffcrcnt frorn S t a t c  spacc. 

Air against  earth.  S t a t e  spacc  is "striated," o r  griddcd. Movement in 

i t  is confined as by gravity t o  a horizontal planc, and lirnitcd by t h c  

order  o l  tliat planc t o  present p i~t l i s  between fixcd and identifiable 

points. Nornad spacc  is "srnootli," o r  open-ended. One  can  rise up a t  

any point and rnove t o  any other. I ts  rnodc of distribution is t h e  nornos: 

arraying oilcsclf in ;ln open space  (Iiold t h e  s t reet ) ,  as opposed t o  tlic 

logos of entrenching onesclf in a closed spacc  (I~old t h e  effort) .  A 

Thousand P la tc i~us  is a n  effort t o  construct  a smooth spacc  of thought. 

Is i t  possible t o  live as a nomad in rnusic'! W e  livc inside ;I part icular 

culture. I f  w e  s t a r t  collecting pic ture  cilrds frorn ;iround tlic world like licirncr 

and Swanwick a r c  suggest iris tl~rougli  their  concepts  of rriusic education, w e  will 

b c  just ;I poor tourist fo r  a 1 1  t h e  rcilsons I Ii;~vc provided. I lowcvcr, I c an  

st i l l  see a light for rnusic education frorn ;I vilst glacier o r  ;I deser t  of what is 

named "soundscapc," fo r  cxarnplc. Western rnodcrnisrn re;~clicd a kind of dcad cnd, 

so many Western a r t i s t s  bccarnc intcrcstcd in non-Westcrn culturc. However, wc 



sliould not call  this si tuation post-modern. W e  must improve Wcstcrn modernism 

by ourselves, name1 y, this ac t iv i ty  might be a way t o  reach post -modernism, just 

like Cliristo and also Murray S c h d e r .  W e  must seek a new approach of music 

education t o  recover our intuition and provide ;I rne;lns ol "experiencing t h e  

luminousness of t h e  tliing in i tsell ,  of things being what they arc." 

When 1 s t a r t ed  writing this thesis, I was plmning on making i t  c l ea r  why I 

thought music cduc i~ tors  slwuld pay i~ttcri t ioli  t o  tlic bro;dcr i~uril l  cul turc  t l u t  

included t h e  souridscapc (c-g., tlic ;lcoustic cornrnunicatiori approclcli), ilnd what a 

cross-cultural approacli Iiad t o  olfcr .  

Coincidently, 1 was invited t o  as a musician "The Tuning of the  World, t h e  

First International Conference on Acoustic Ecology" a t  tlic Banff C e n t r e  for t h e  

Arts, in August, 1993. Also last winter, I 1i;ld ;In opportunity t o  t ransla te  

Multi-cultural ~ .. ~ .. ... . 
- ~~. Perspcctivc --- - - - - in ~ Music - ~- ~ Education by Dr. Pat r ic ia  Shclian Campbell 

- ~~- 

(Professor a t  t h e  University o l  Washington) and otlicrs into Japanese  with 

Tatsuko Takiszawa (Professor a t  Aichi University of Cducation) and Dr. Mari 

Shiobara (Researcher a t  tlic University of London). These two opportunit ies led 

m e  t o  rccoy:nize a sor t  o l  identity problem bctwccri East and Wcst. 1 did not 

want t o  t ake  for g r m t c d  this paradox for tile period tha t  I uridcrtook these  

jobs. However, tliis endless dilemma was enough t o  makc m e  sick. And my thesis 

work was inllucnced by thcsc uncornlortablc lcclings. That  is t o  s i ~ y ,  "Why d o  1 

have t o  follow Wcstcrri musical cul ture  and i t s  Iiistory in sp i t e  of my Asian 

background? "Why d o  I have t o  c i t e  so many Westcrn books?," "Why d o  I Iiave t o  

wri te  my thesis in English and  whicli position should I takc,  East or Wcst?" So 

many "wliys" were  born and tliesc questions Iiavc d w a y s  s tuck with me. In s tark  

words, I began t o  fccl very strongly about my hp; lncse  roots  and how they rnadc 



m e  tliink diffcrcntly cvcn tliougli I was brouglit up with Western a r t i l a c t s  in 

J a p m .  

I c m n o t  bclicvc in what the  Japilnesc rc lc r  t o  as a Wcstcrri scientif ic 

cliclie described as a "ncutral standpoint" bcc;lusc sornctirncs i t  is tcx, 

Iiyl>ocritical for me. ' l l ~ c r c  cm bc no suc:Ii tliirig as ;I neutral  standpoint t o  a 

Jilpancse. I arn supported in this view in t lw work of t h e  American pliilosoplier 

and linguist Stanley Fish in Iiis work: There 's  no  Such Thing As Frec  Speech 
~ ~ - - - ~  

(1334). Perhaps our post-rnodcrn world has sown cross-cultural con tac t s  a f t c r  

all. But cvcntually, 1 rcal izc  tha t  I t oo  cannot cscapc  lrorn modern pcssirnisrn 

o r  niliilisrn. As a result,  I Iinvc not prolx~scd m y  practical  rnctlwd of cross 

cultural  rnusic cducation bccausc of tlio contr~ldic t ion inlicrcnt in sucli a n  idea. 

Jus t  t ake  this tllcsis as a tiny cxpcrirncnt frorn a 3ap;lncsc person. 1 might 

be on tlic way t o  a solution. 
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