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			The word ‘Music’ has a special ring to it [...] When I teach a class at university with ‘music’ in the title, […] this gap [between music-lovers and those who feel less strongly about music] seems to widen. From my perspective, I do not intend to delve deeply into a discussion of ‘music’ itself, using specialist terminology. Rather, I am simply treating music as a theme for thinking about questions like the cultural circumstances of an age; the processes through which culture is formed and transformed, and the mechanisms behind them. But my aim is not understood.1


			Although Western intellectuals love music, they claim that it’s difficult to understand and draw a sharp line between ‘musicians’ and others.2


			Japan’s enforced opening to the West by the American naval officer Commodore Matthew Perry and his fleet was accompanied by music. Not only did his show of military strength in 1853 and 1854 include a military band: his men also entertained their reluctant hosts with an ‘Ethiopian concert’ of popular American plantation songs that were by no means militant in content. Some of these later found their way into the Japanese song repertoire.3 Whether the Japanese audience enjoyed the sounds they heard is doubtful. As a German observer wrote two decades later, ‘If I had to describe the effect of European music on the Japanese, I think I should be right in saying that they find our music still more horrible than we find theirs.’4 Illustrations preserved in Japanese archives, however, show that the musical performances were at least regarded with interest.

			Music, in other words, was introduced as part of the modernization package from the beginning of Japan’s enforced opening in the mid-nineteenth century. Even today, visitors from Western countries arriving in Tokyo for the first time often express surprise at how ‘Western’ music seems to dominate the musical landscape. Japan is widely perceived as a country that has managed to preserve its cultural traditions even while becoming one of the most modern nations in the world. Music, however, does not seem to conform to this perception. European art music, popularly referred to as classical music, is now more widely enjoyed in Japan than even in the part of the world where it originated. For decades, Japanese and other East Asian musicians have won prestigious international competitions, performed on the world’s most famous stages, and populated leading symphony orchestras.5 

			Back in Japan, even indigenous genres such as J-pop sound familiarly ‘Western’. Traditional genres survive, but have been relegated to a niche existence. In the realm of popular music (in the widest sense), the boundaries between ‘Western’ and ‘Japanese’ are not clear-cut. This is especially the case in vocal music, where ‘folk songs’ (min’yō) might be older or more recent, and the sentimental enka ballad, perceived as expressing the Japanese soul, mixes traditional Japanese and Western musical elements. Among the instrumental genres, there are tsugarujamisen, a modern style of shamisen music that can have an almost jazz-like flavour, and taiko drumming. None of these modern Japanese genres is free from the influence of Western music. 

			In this, Japan is merely an extreme example of a general trend: European expansion and the accompanying dissemination of European music left no part of the world unaffected. Japan was the first non-Western country to transform into a modern nation that could compete with the Western powers on their terms. After its complete defeat in 1945, Japan again astonished the world with its rapid recovery and so-called economic miracle. This was paralleled by the country’s equally spectacular rise to become a major player on the stage of Western classical music. The worldwide reach of Western music, including European art music, cannot be denied, but neither can its dominance in modern Japan. ‘Modernity’ as a concept will be discussed in the following chapter, but as one scholar has observed, the modernization process involved the absorption and, indeed, the indigenization of Western music.6 One of the most remarkable aspects of this process is the complete change in musical sensibilities that the Japanese people experienced within a few decades. A liking for alien-sounding music does not usually develop quickly or easily. As Bruno Nettl, one of the pioneers of ethnomusicology, noted: 

			In my experience of them, American and Western European university professors in all fields oscillate between cultural relativism and ethnocentrism. But among those domains of culture that are importantly aesthetic [...] they tend to be particularly ethnocentric about music and food. They will gladly have African sculptures in their living rooms, but they shy away from trying the recipes in Jessica Kuper’s Anthropologist’s Cookbook. They read The Tale of Genji but don’t want to hear gagaku.7


			Nettl’s assertion about alien music, including gagaku (Japanese court music), still stands and does not apply exclusively to university professors (indeed, these days Western intellectuals may well be more inclined to eat sushi than to read The Tale of Genji). We can, moreover, assume that Nettl deliberately selected the most rarefied of Japan’s music genres to make his point. In fact, most Japanese do not want to hear gagaku either, nor most of the other traditional genres. The musicologist Watanabe Hiroshi, discussing the nature of Japanese culture, points out the contradiction between what many Japanese perceive as Japanese music (Nihon ongaku) writ large and the music they actually listen to. Many foreigners, including myself, have experienced the kind of Japanese host described by Watanabe: one who takes their guest to a performance of ‘Japanese culture’ they themselves are barely familiar with.8

			In Music and the Making of Modern Japan, I argue that musical modernization, including the importation and adoption of European music, played an essential role in Japan’s modernization following Western models. Music was part of the action on centre stage, an important vehicle for empowering the people of Japan to join in the shaping of the modern world. In order to understand the process in which Western music came to play a dominant role in the making of modern Japan, five points must be kept in mind. First, music became a focus of both official and non-official attention not because of its intrinsic merits but because of its functions within the modern state. Second, while strengthening the nation and moulding its citizens was at the heart of their efforts, most of the actors introduced in the following pages were acutely conscious of being part of a global community of nations in which they wanted Japan to be accepted as equal by the leading powers. Third, while traditional music was ultimately relegated to a niche existence, it was simultaneously accorded a vital role in the re-imagining of Japanese culture: this development was a result of the first two points. Fourth, ‘Western music’ is a blanket term, and European art music as we know it today was, arguably, the least important genre to be introduced, at least initially. And fifth, while neither the effects of the music itself nor of active music-making are easy to assess―much of the literature on the subject appears to be based on personal experience, anecdotes, and speculation―there is good reason to accept that many of the effects described in the research literature are real. These effects support the argument that engaging with Western music (as well as approaching indigenous music in a new way) was a means for Japanese people to engage with global modernity itself and to play an active part in shaping it.

			Music and the Making of Modern Japan covers the period from the 1870s to the early 1920s. During this period the foundations for Japan’s contributions to the global music scene were laid. This is all the more remarkable since, for most of this period, recordings were unavailable and the only way Japanese people could hear Western music was through live performance or by attempting to play it themselves. Nevertheless, by the end of this period, Western music was widely heard and played in the country. The standard of musical performance ‘was approaching that of some of the musically less-developed countries in Europe’.9 Meanwhile, modern popular song, whose development is closely linked to the growth of the global record industry, successfully blended inspiration from the West with musical characteristics perceived as Japanese.10 In music, as in other areas, the ambitions of the political reformers who strove to modernize Japan following the Meiji Restoration of 1868 had largely been fulfilled, albeit not quite in the way they had envisaged.11 

			The period under examination here coincides roughly with the period highlighted by Osterhammel in his outline of the global contexts of European art music, 1860 to 1930. In terms of musical globalization, the period is marked by European musicians extending their activities overseas thanks to the increase in passenger ships, culminating in the massive overseas migration of musicians fleeing from Nazism. As a result, Europe lost any claim to a monopoly in determining musical standards.12 Even before the Nazis came to power, in the wake of the Russian Revolution, refugees were leaving Europe and, although only a few of them ended up in Japan, they contributed significantly to the rapid rise in musical standards in the period between the world wars. Arguably, it was in the decades treated in this book that the foundations were laid for Japan’s significant contribution to what might be dubbed the ‘musical provincialization’ of Europe.13

			Japan, as should be clear from this brief outline, must be examined in the context of global modernity, which is one of the aims of Music and the Making of Modern Japan. This wider context is discussed in more detail in the following chapter. First, however, a brief justification for choosing music as the central subject of an exploration of Japan’s modern history seems in order. As Michael P. Steinberg, whose scholarship spans both the discipline of history and that of music, has observed that ‘the case for music as a dimension of history, and therefore as a concern of professional historians, seems still to require special pleading’.14 Certainly, music has not received the attention from historians that it deserves. In historical works not explicitly dealing with music, it tends to be treated as a side show, if at all. When I first contemplated writing a book about the history of music in Japan, my limited musical expertise made the idea seem presumptuous. Then I began to question the prevailing assumption about music as a field of inquiry being particularly ‘difficult’ and best left to the experts. Nettl, quoted above (in the second epigraph), is not the only one to have drawn attention to the notion. The musician and neuroscientist Daniel Levitin has observed that ‘[t]he chasm between musical experts and everyday musicians that has grown so wide in our culture makes people feel discouraged, and for some reason this is uniquely so with music.’ He adds that this phenomenon seems to be ‘cultural, specific to contemporary Western society’.15 Susan McClary, writing thirty years earlier, expressed the paradox even more sharply: ‘Now it is quite clear to most listeners that music moves them, that they respond deeply to music in a variety of ways, even though in our society they are told that they cannot know anything about music without having absorbed the whole theoretical apparatus necessary for music specialization.’ Music, she observed, has long been treated as self-contained, and ‘Musicology remains innocent of its own ideology’.16

			Others, too, have commented on the peculiar position of music as a field of inquiry. The ethnomusicologist Bell Yung has remarked on the relative isolation of musicology as a discipline, although with the possible exception of ethnomusicology: ‘Music research continues to be relatively isolated from cognate disciplines.’17 While ethnomusicologists have borrowed ideas and methods from the social sciences, social scientists, according to Bell, are not aware of advances in ethnomusicology. The same applies to other disciplines: scholars who are neither professional musicians nor musicologists seem hesitant to make music part of their investigations. Even historians, while generally eclectic both in their choice of methods and subjects, have long been reluctant to include music in their examination of the past. Celia Applegate, a historian of Germany who has pioneered the inclusion of music as a central theme of its history, writes, ‘I came to musical investigations as a historian of modern Germany who had some limited musical training. I wondered why so few of my fellow German historians, many of whom I knew to be passionate about music, “classical” and otherwise, wrote about it in their scholarship.’18 

			Recent years have seen what Applegate describes as ‘a kind of Schengen zone of scholarship’19: musicologists have branched out considerably, into a variety of disciplines, while historians are venturing into musical investigations. Even so, music is noticeably absent in most historical writing. What is true of history in general is also true of the relatively new field of global history, which, as two scholars remarked recently, has so far largely been a ‘silent undertaking’.20 Ironically, the same scholars use the visual metaphor of the lens, which seems symptomatic.21 

			The tendency among researchers to privilege the visual is pointed out and called into question by the proponents of another relatively new field: that of sound studies, which represents an attempt to remedy the perceived neglect of the auditory. The editors of The Auditory Culture Reader note that ‘[i]n the hierarchy of the senses, the epistemological status of hearing has come a poor second to that of vision’.22 Attributing this relegation to the nature of modern scientific approaches, they write, ‘Both the impetus to objectify and to universalize appear to be rooted in the historical ascendancy of visual epistemologies in Western culture.’ They even claim that ‘Western narratives of sound are associated with dominance, exoticism and Orientalism.’23 In a similar vein, the editors of The Oxford Handbook of Sound Studies state that science tends to be associated with seeing rather than hearing and pose the question whether listening can produce new knowledge. They do not answer it directly, but suggest several potential lines of inquiry.24 Sound studies, for them, is by definition an interdisciplinary undertaking that aims to study ‘the material production and consumption of music, sound, noise, and silence, and how these have changed through history and within different societies’.25 

			It may be that scholars who shy away from music because they feel they lack relevant expertise are less inhibited when it comes to sound in general. Some musicologists, meanwhile, have embraced sound studies in reaction to the perceived shortcomings of musicology, which has too often concentrated on the pantheon of European art music, or else, in the case of ethnomusicology, on the exotic other. Music is, of course, sound―‘humanly organized sound’, to be more precise26― although not all organized sound is recognized as music. A wholly satisfactory definition of music is elusive, although most people tend to recognize music when they hear it, even when they profoundly dislike what they are hearing. This is the case with the sonic events discussed in this book. Definitions, then, need not detain us, as long as we keep in mind that music is, among other things, a social construct. The Italian composer Luca Lombardi (b. 1945) has expressed this succinctly: ‘Music is that which a sufficiently large number of listeners regard as music.’27 Similarly, Watanabe Hiroshi, musicologist scholar of cultural resources studies (bunka shigen gaku), has summed up his premise that music is a social construct by observing that music (ongaku) is not so much aru mono, something that is, but naru mono, something that comes into being, that is constructed.28 

			Watanabe might have added that music is yaru mono, that is, something we do. The abstract term ‘music’ tends to obscure this. The music-related activities humans engage in are, however, arguably more accessible to historians and other scholars concerned about their perceived lack of musical expertise. The musicologist Christopher Small emphasized activity by resurrecting the verb ‘musicking’ from its forgotten existence in dictionaries.29 His proposal does not appear to have caught on; perhaps his definition, taking part in a musical performance in any capacity, seemed too unspecific. A more manageable concept was introduced by the musicologist Tsukahara Yasuko, in her ground-breaking account of how Western music was introduced into Japan in the nineteenth century. She uses ‘music-related activities’ (ongaku katsudō) to describe the support system that enables the creation, performance, and reception of a given type of music, including the places and occasions, actors, and systems of preservation and transmission.30

			Musicking or music-related activities, then, are just particular forms of human activity; and human activity of any kind is the object of history as a field of inquiry. There are good reasons why historians would do well to pay more attention to such activities. As Applegate so rightly argues in summing up her reasons for venturing into music in the 1990s:

			The enormous range of ways in which people have made and made use of music over the centuries represented a rich source of knowledge about how people lived, the beliefs they held, and the means they devised to express themselves, both in public and in private. Historians could look to musical life as a way to understand more fully the other aspects of the past we had long studied―social classes and gender roles, parliaments and protest movements, wars and revolutions, religions and ideas, and identities of all kinds.31


			Another historian, Jessica Gienow-Hecht, describes music as ‘part of the fabric of history’ and mentions historians who have treated music as ‘an instrument to analyse questions of power, political hegemony and cultural change’, in other words, as ‘a tool to reconstruct the past by shedding light on groups, individuals, organizations, events, objects, actions and phenomena’. She adds, however, that ‘historians are called upon to investigate music not simply as a tool, but as a forum of values, customs, and ideas’.32 In a similar vein, Jane Fulcher, in her introduction to The Oxford Handbook of the New Cultural History of Music, describes music as ‘a privileged point of entry’ for, among other things, ‘questions of cultural identity and its expression, or its constructions, representations, and exchanges’.33

			The Oxford Handbook deals almost exclusively with Europe, but the non-verbal nature of music and the vagueness and mutability of musical meaning mean that these questions are particularly interesting when asked about cultural interactions across the globe. Jürgen Osterhammel describes music as the globalized cultural resource par excellence and highly suited to globalization because of its mobility.34 Likewise, the editors of a special issue entitled ‘Cultural Brokers and Glocal Soundscapes, 1880s to 1930s’ for the journal Itinerario highlight the significance of music in global history when they argue ‘that a musical lens provides fresh insights into the history of global cultural exchange.’35 A related argument is made by the editors of The Auditory Culture Reader: ‘Listening to music offers new opportunities to address issues of globalization, place, identity, belonging, history and memory.’36 Increasingly, there is a perception that music is far too important to be left to the musical experts alone and deserves―even demands―the attention of scholars of several disciplines. 

			Of course, it would be foolish to ignore the work done by musical specialists. Nor is it possible or desirable to separate the activity entirely from the music itself. As Nettl states, ‘It seems that, for whatever reason, a special relationship exists between a society and the special musical language of its culture.’37 This begs the question: What happens when society changes and, in particular, when change includes encounters with the musical language of another culture? More broadly, what is it that makes music and musicking special and more than worthy of attention from non-specialists? The links between social and musical change will be examined with Japan as a case in the course of this book. As for the broader question, three possible answers are attempted here.

			First, music or ‘musicking’ is a human activity―or, rather, a cluster of activities―found in all known human societies and throughout recorded history. Music-making, like dancing (which is inseparable from music in many cultures), can thus be regarded as a ‘microcosm of holistic culture’ and as reflecting ‘powerful social forces that demand explanation’.38 Both music and dance are expressions of human behaviour, and their various forms are unique to the culture they are part of.39 Studying the music and dance of other cultures ‘can help us achieve a balance between understanding cultural difference and recognizing our common humanity’.40

			Second, music as an activity (musicking) expresses the whole of our nature as humans―spiritual, intellectual, emotional, and physical.41 Music, or more broadly, ‘ritual sound’, is associated with religion and with the spiritual more generally in many, if not most, cultures.42 The history of European art music is closely linked to that of the church. Even when the authority of the church was increasingly challenged, composers still wrote sacred music, and, in the increasingly secularized society of the nineteenth century, art music took on the role of a substitute religion.43 In Japan, Buddhism and Shinto each have their own musical genres.

			Music also engages the intellect. Indeed, it has at times served primarily as an intellectual preoccupation. In ancient Greece it was the subject of mathematical investigation. According to one historian, ‘The oldest law of “science” is the law of music.’44 Greek theories were received and transformed both in Western Europe and in the Arab world. In China, too, music was the subject of mathematical investigation. Common to ancient Greece and China was the idea of music as the manifestation of an ordered world that could be understood in terms of mathematics. In Europe, this concept is known as the Harmony of the Spheres. Although European music came to be thought of primarily as an art in modern times, it continued to be the subject of scientific investigation, and the fact that European music was perceived to be rooted in scientific laws of harmony was a major reason for its appeal to reformers in Japan and elsewhere.

			The emotional power of music is universally recognized. For Gienow-Hecht, this is a major reason why historians should include music in their examination of the past.45 The effects of different kinds of music on those who listen are, however, far from universal. Music is not a universal language in the sense that any kind of music can be understood by a listener who is not familiar with it; nor will it arouse the same emotions as it would in a listener who is.46 One only has to listen to music from different cultures to realize that, like a foreign language, foreign music requires some degree of learning or at least habituation. Moreover, even listeners familiar with a given piece of music and its characteristic idiom might experience a variety of emotions.

			There are several reasons for this. Musical meaning, in the succinct wording of Alex Ross, is ‘vague, mutable, and, in the end, deeply personal’.47 It is also strongly dependent on the context in which it is performed and heard. This is true even of a work by a known composer, written down and including detailed instructions for the performer. The circumstances under which a certain piece of music was heard for the first time may have a profound influence on the way the listener experiences the same music on a subsequent occasion. Music has the power to evoke other times and places in the mind of the listener; ‘musical experience incites us to respond as if to a whole perceptual world.’48 Ultimately, the listeners themselves find their own meaning.49 This does not preclude a piece of music from acquiring a particular emotional significance for a group or even a whole society’s collective experience.

			Emotions are associated with physical actions and reactions in complex ways that are only partially understood. Music, as well as engaging the emotions, stimulates physical responses in listeners. The bodily practices demanded from those who perform it are often so complex that they require years of training, starting in early childhood. In other words, like dance, or sports, learning to sing in a certain way or to play a musical instrument depends on the transmission of particular techniques of the body, and the same kind of questions may be explored in relation to music-making as to the more obviously physical activities, including the concept of ‘embodied identities’.50 The notion of learning with and through the body forms an integral part of training in the traditional arts in Japan, perhaps more explicitly so than when, for example, learning a musical instrument in Europe.51 And if we accept that the human body is both an object of social construction and that bodily practices can reshape social lives, we need to treat music-making as a bodily practice.52

			Of particular interest in the context of music’s role in shaping (and re-shaping) a society is the significance of synchronized physical movement in groups, whether marching to the sounds of a military band, playing in a musical ensemble, dancing, or singing. In Keeping Together in Time, William H. McNeill argues that such rhythmical movement as part of a group gives most people pleasure and results in what he calls ‘muscular bonding’, and that communities and societies that have learnt to make use of this have reached a high level of cohesion and power.53

			This certainly applies to modern Japan. Given that military drill is one of McNeill’s prime examples, and that military bands were one of the first paths for Western music to be introduced to non-Western countries, including Japan, 54 the bodily practices involved in the adoption of Western music surely merit more attention than they have received so far. We might even ask whether the Japanese were so enthusiastic to form bands and later orchestras because it enabled them to bodily enact Western civilization and Western-style modernity, even to create a piece of it: music, after all, exists in the performance. Another question might be whether the Japanese group mentality, insofar as the stereotype has any basis at all in fact, might be a result of the time devoted to singing together and to movement games with music in the country’s modern education system.

			A third reason why music merits the attention of historians, besides its ubiquity and ability to express all aspects of our human nature, is that music can be related to all areas of human existence and activity. Music-related activities always take place in a political, economic, and social context, and developments in music are related to developments in other areas. Musical performance has even been described as a microcosm for social interaction.55

			The potential for studying and gaining a better understanding of society by examining connections between music and activities in other fields has yet to be fully explored, but the following examples suggest that such efforts are likely to be fruitful. Pioneering work in the fields of social and economic history was done by an economic historian, Cyril Ehrlich, who published books on the social and economic history of the piano and on the history of the music profession in Britain.56 Music has, in fact, been claimed to have a particularly strong affinity with economics, ‘with which it shares a peculiar ultimate object which is number’.57 More obviously, the attention given to music might reflect a society’s economic prosperity (or lack thereof). Purchasing a piano, for example, represents (among other things) a significant economic investment. The economic boom Japan experienced as a result of the First World War was cited by Kate Ingeborg Hansen, a music teacher and long-time observer of the progress of Western music in Japan, as a major reason for the rapidly rising standards of musical performance after 1918.58

			A recent exploration of the of the relationship between music and changes in several areas of society in modern times was presented by the historian Tim Blanning, who argued that music benefited more than any art from several of the major changes that characterize the period from around the 1700s to the present and especially the nineteenth century: status, purpose, places and spaces, technology, and liberation.59 Blanning’s theme of ‘liberation’ includes ‘nation, people, sex’. Of these, the nation will receive particular attention in the following chapters. Music played and plays an important role in the process of shaping the imagined community that forms the basis of any nation.60 

			The examples named here justify Rens Bod’s claim that musicology ‘can be called the most interdisciplinary humanistic discipline’.61 

			The question remains: what exactly can historians gain from examining musicking and music (for the one can hardly be separated completely from the other) that might not be gained from studying other areas of human activity? Musical activities are accessible enough, but their product is elusive compared to those of other activities: Applegate refers to the dilemma as the ‘problem of music’s fleeting existence’, which poses a challenge to historians quite apart from their perceived lack of specialist competences.62 Can we ‘hear’ the past through its music, as Alex Ross implies with his subtitle to The Rest is Noise: Listening to the Twentieth Century?63 Even if the answer is yes, what exactly is it that we hear? And what do we do about most of the nineteenth century, for which we have no recorded music and therefore no way of hearing how contemporary performers played it? Equally significantly, we have no way of hearing a piece of music in the way contemporaries would have heard it at its first performance, so our experience will always be different from theirs. 

			Perhaps the only way to find out what we might learn from including music in our investigations is to actually do it and see, or, whenever possible, hear, where it leads us. Perhaps it is only when we have multiple investigations relating to music that we will know why they were worth the effort. While writing Music and the Making of Modern Japan I have given considerable thought to these questions, and I believe that I have at least demonstrated that the activities that involved singing and playing music had a vital role transforming the Japanese people into modern citizens of the nation and the world. I have also―tentatively―concluded that the act of making music was more significant than the standard of any resulting performance. But that does not mean that the music itself was of no significance at all. Government officials and intellectuals who advocated the introduction of Western music, for example, while interested chiefly in music’s functions, comment on the character of Western and Japanese music respectively in their discourse. I include only limited discussion of music itself; nevertheless, I hope to have demonstrated that the topic is worth exploring further.

			
Overview and Chapters of the Book

			As mentioned previously, a major aim of this book is to situate the history of music in Japan in the context of Western expansion and globalization, which was accompanied by the worldwide reach of Western music. Japan absorbed and even indigenized Western music as part of the nation-building process. There is, therefore, some justification for a strong focus on the introduction of Western music in any narrative about music and modern Japan. But what about indigenous Japanese music? Existing literature has tended to focus almost exclusively on either Japanese music (hōgaku) or Western music (yōgaku). This poses practical challenges for researchers attempting to give equal weight to both, as they are faced with a situation similar to that of moving between different disciplines. More significantly, it reflects the separation of Western and traditional indigenous music that characterizes contemporary Japan. Practitioners of traditional musical genres tend to move in a world of their own, one dominated by a system of transmission which severely limits influence from other musical styles and genres. There appears to be a tacit assumption that the separation was in effect from the time when Western music was first introduced in the nineteenth century.64 This, however, was not the case: the separation was only cemented after 1945.65 Nevertheless, as will be shown, the tendency to distinguish sharply between Western and Japanese music was already discernible by the end of the period examined here. In practice, even advocates of music reform, who had in mind some sort of fusion between both musical worlds, tended to privilege Western music.

			I have made every effort to pay attention to the changes that affected traditional Japanese music, including the relationship between Western and indigenous musics. I believe that I have at least succeeded in demonstrating the importance of this line of inquiry. Other previously neglected topics I discuss are the global context of developments in Japan; the influence of Confucianist ideas about the role of music in government (reigaku or the ‘Rites and Music’ concept of music) on Japan’s intellectual and political leaders; and the role of non-state actors, including local actors, on the Japanese musical landscape. The Tokyo-centeredness of much research means that we still do not know enough about the way musical life was transformed in other parts of Japan; what we do know suggests that there were wide variations.66 

			The main section of the book is divided into three interconnected parts, relating to the global, the national, and the local level. Globalization and nation-building were two major trends in the nineteenth and twentieth centuries, and music played a major role in global as well as national integration. A nation state has to unite the entire people within its borders. In Japan, as in many other emerging nations, this meant transcending considerable regional and local differences.67 Indeed, it is at the local level that we see most clearly the vital role played by music in drawing together the Japanese people in order to actively participate in the nation, as well as experiencing themselves as part of a world of nations. It is also at the local level that the importance of individuals demonstrating personal initiative is most evident.

			Part One: Global History, Modernity, and the Spread of Western Music situates the theme of the book both conceptually and historically. 

			Chapter 1, ‘Global History, Musical Modernity, and the Globalization of Western Music’ discusses the concepts of global history, globalization, modernity, and musical modernity, and relates these to the themes explored in this book. The global historical context is then described in more detail. The introduction of Western music to Japan has usually been treated in isolation, or from a bilateral perspective, rather than as a part of a global process. While Western music was disseminated to varying degrees in most parts of the world in the nineteenth century, Japan was unique in that its government took the adoption of Western music to the extreme of privileging it over indigenous music, which was increasingly marginalized. 

			Chapter 2, ‘Under Reconstruction: Japan, the United States, and the European Model’ examines similarities between two nations whose relationship is usually regarded as asymmetrical. The United States played a dominant role in forcing Japan to give up its isolation policy in the mid-nineteenth century. Culturally, however, there were remarkable parallels as well as synchronicity in the two countries’ efforts to develop a national music. Post-Civil-War America and Meiji Japan both engaged in an intense process of nation-building, and the creation of their own musical identity was part of the process. Although both countries treated European music as a model, they endeavoured to develop a distinctive national music by merging local and imported musical elements. While a full-scale comparison of these countries’ musical developments is beyond the scope of this book, the chapter shows one of the most powerful Western nations in a position of perceived cultural inferiority compared to European nations and thus challenges facile assumptions about ‘the West’.

			The main intention with Chapter 3, ‘The Case of Japan’, is to position Japan in the wider field of musical encounters and to provide readers unfamiliar with Japan with the necessary context for what follows in the other parts of the book. No comprehensive survey is attempted, as this would fill a book in its own right, but a brief outline of developments after the period treated in this book is included. Particular attention is given to the effects of post-1868 social transformations on indigenous musics and on the relationship between Japanese and Western music.

			Part Two: Music for a Modern Nation zooms in on Japan in order to shed light on specific aspects of the country’s musical modernization that illustrate its global dimension and the role of music in nation-building. 

			Chapter 4, ‘From Rites and Music to National Music’, illustrates how ‘music’ is about much more than music. In both Europe and the Sinosphere (that is, the East Asian cultural sphere), of which Japan is a part, concepts of music were intimately linked to concepts of civilization. When Japan embarked on re-inventing itself as a modern nation―one modelled on the most powerful Western nations―Eastern and Western conceptions of civilization became intertwined. The first book-length history of music in Japan, Kabu ongaku ryakushi (A concise history of singing, dancing and music in Japan, 1888), represents a landmark in the epistemic transformation that resulted from these geopolitical changes.68 In effect, this work both legitimized musical borrowing, whether from China in the past or the West in the present, and elevated the music of the common people of Japan to a national asset.

			Against this backdrop, the introduction of Western music into the education system is discussed in Chapter 5, ‘Isawa Shūji: Music, Movement, Science, and Language’. His pivotal role in this process is well known, but it can only be fully understood in the context of his other concerns, particularly language reform and moral and physical education, as well as his preoccupation with the scientific basis for musical harmony. For Isawa, music was part of what in modern parlance might be called holistic education. Combined with language and physical movement, music became a powerful tool for educating the citizens of the new nation state.

			Isawa was, moreover, one of the advocates of music reform, which is treated in Chapter 6, ‘Civilizing Citizens: Music Reform’. Influenced by their education in the Chinese classics (kangaku), reformers argued that improving music (ongaku kairyō) was an essential means of refining the manners and customs of the people. Japanese music was perceived to be unsuited to this purpose, while Western music was perceived to have desirable―civilizing―characteristics that Japanese music lacked. Reform was to be achieved by blending elements of Western and Japanese music, but the official reform efforts were short-lived, and the dominance of Western music in the education system continued into the twenty-first century.

			Compared to Isawa, the role of non-state actors in the dissemination of Western music has received relatively little attention. Chapter 7, ‘Shikama Totsuji: Music Reform and a Nationwide Network’ introduces one of them, Shikama Totsuji, whose importance is equal to Isawa’s. In 1890 Shikama founded Japan’s first magazine devoted to music: Ongaku zasshi, which had the additional English title The Musical Magazine. His stated purpose for the publication was to promote music reform. In addition, Shikama engaged in several other music-related activities to further this agenda. These underline the scope of his ambitions and illustrate the way individual actors, despite minimal training in Western music, contributed to transforming Japan’s musical culture.

			Unofficial efforts to reform music, by Shikama and other individuals, continued after official efforts had ceased. Chapter 8, ‘Playing Modern: Blending Japanese and Western Music’, examines the widespread, albeit short-lived, fashion for performing Japanese music (chiefly koto and shamisen genres) on Western instruments; a practice known as wayō chōwa gaku (music harmonizing Japanese and Western elements, which I will refer to as ‘blended music’).69 The propagators of the practice can be categorized loosely as ‘reformers’ and as ‘entrepreneurs’. The second group, people who promoted the practice of playing blended music, was particularly significant for transforming musical practices. It included enterprising musicians, often performers of indigenous music. Their activities included the publication of sheet music for traditional and modern Japanese-style composition in Western staff notation. As a result, traditional repertoire that previously would have been confined to particular regions and only available for study by direct transmission through personal contact with a teacher, became widely available. The popularity of performing blended music, moreover, suggests that the strict separation between Western and Japanese music (which, from around 1900, began to be called hōgaku) was not a foregone conclusion, despite the privileging of Western music by the Meiji government.

			Part Three: The World, Japan, and Sendai focuses on the northern provincial city of Sendai, placing the transformation of local musical culture in the context of globalization and national unification. Detailed local studies are almost non-existent, although the region around Osaka and Kobe has received a fair amount of attention. Like Tokyo, however, it is exceptional: Osaka is another metropolis, and Kobe is a major port town.70 The choice of Sendai may seem somewhat arbitrary. My main reason for selecting it was the surprising number of reports on musical activities in the city that appear in Ongaku zasshi. The magazine’s special attention paid to the place was soon explained when I learnt that its editor, Shikama Totsuji, was himself from Sendai and that his brother Jinji was one of the principal actors in the local music scene. Shikama Totsuji thus represents a link between the national and the local level. As will be explained in the introduction to Part Three, there are a number of reasons that make Sendai a good case study, offering the opportunity to examine what kind of conditions were necessary to enable the musical transformations that occurred in the capital to reach a provincial town.

			Chapter 9, ‘Local Pioneers’, highlights the decisive role of determined individuals, including Shikama Totsuji and his brother Jinji, in promoting music in general and disseminating Western music in particular. Having received the bare minimum of musical training in the capital, these local pioneers taught music, wrote songs, helped establish local associations for the promotion of music, and organized concerts.

			Although the decisive reforming initiatives came from locals, foreign actors were indispensable in the years around the turn of the century, when levels of knowledge and skill among the Japanese were low. The most notable foreign actor in Sendai is discussed in Chapter 10, ‘Foreign Actors: Kate I. Hansen’. Hansen, a missionary, was both typical and unique. Missionaries played an important role in introducing basic Western musical education, and in Sendai Hansen stands out as the most significant of them. Not only did she have professional training as a musician: she spent most of her working life in Sendai, where she was instrumental in building a music department at Miyagi School for Girls. It offered training at conservatoire level at a time when few schools outside Tokyo did so. Hansen was, moreover, an astute observer of musical life, and her detailed descriptions of local concerts as well as of the methods she developed in order to teach her students Western-style singing give unique insights into the changing musical landscape.

			But what kind of ‘Western music’ was actually performed in concerts in Sendai? This is the main theme of Chapter 11, ‘The World in Sendai’. Based on the programmes of local concerts between 1907 and 1921 published in the magazine Ongakukai (Music world), this chapter shows how local concerts, in which different groups came together to perform an eclectic repertoire to a mixed audience, helped transform the people of Sendai into members of a nation within a wider world of nations. The modern institution of the public concert represented a space where Japanese and foreigners met and played and listened to music that was being performed and heard worldwide. The repertoire included a wide range of genres and countries of origin. Together, this variety, and the locations, scenes, and stories evoked by the pieces reveal much that is obscured by the blanket term ‘Western music’. Works from the narrow canon of the ‘great masters’ of European art music, in fact, represented only a small fraction of what was performed.

			The Conclusion, after briefly outlining how the changes in musical culture in the 1920s made themselves felt in Sendai, returns to the larger framework. It places the emergence of a new musical culture in Sendai in the context of national consolidation, as well as of Japan’s growing importance on the international stage after the First World War. This discussion leads back to the question posed in this introduction: what can music contribute to our understanding of history?

			Examining musical practices can greatly enhance our understanding of historical developments, provided that these practices are examined in their wider historical context. The case of Japan demonstrates that music and musical modernization were an integral part of its transformation into a modern nation. This transformation was motivated in large part by the need to respond to Western dominance and was inspired by Western models. Traditional genres of Japanese music flourished in the period examined, but, ultimately, they were relegated to a niche existence. Arguably, official neglect at the time when Western music was systematically adopted ensured their preservation as (supposedly) unadulterated elements of traditional culture. In this way, Western and indigenous music each played (and still play) their part in defining modern Japan. 

			Japan successfully negotiated two significant global transformations in the late nineteenth and into the twentieth century: nation-building and globalization. Its ability to do so was in part due to the ability of officials and non-state actors to harness the power of music in support of their aims. The commonalities between European and East Asian, including Confucian, ideas about music as a civilizing force made it possible to accept European claims to universality without fully appreciating the epistemological gap between those concepts. Western music was perceived by Isawa and other political and intellectual leaders to be based on universal scientific laws and to represent an assumed universal modernity. Combined with two other powerful tools for building community―synchronized movement and language – and promoted in modern institutions, namely the school and the army, the performance and reception of Western music promoted national bonding. At the same time, learning to listen to and perform Western music linked the Japanese people, even those who lived in provincial towns and cities such as Sendai, to the global circulation of music and enabled then to join in the global performance of modernity. 

			Finally, I hope that my detailed treatment of this decisive phase in Japan’s musical modernization will help to deepen our understanding of the process and thereby dispel the stereotypes about Japanese (and, by extension, Asian) musicians that prevail to this day. There is still widespread ignorance of just how deeply rooted in Japanese history and culture is the music that we tend to describe as ‘Western’. As my draft for this book was nearing completion, this ignorance was demonstrated at a masterclass at the Juilliard School of Music. The world-famous violinist Pinchas Zukerman employed cultural stereotypes while addressing two American students with Japanese ancestry. He reportedly told them that their playing was too perfect and lacked expression, advising them to add ‘a little more vinegar―or soy sauce!’ to their performance and topping these remarks with ‘I know in Korea they don’t sing.’71

			The example of Sendai suggests that such stereotypes could pass for accurate characterizations of performances in Japan in the nineteenth and early twentieth centuries. There is good reason to believe that Kate Hansen’s assertions about her students were based on accurate observations. Western music was still unfamiliar and, before commercial recordings became available, opportunities to hear it performed well were extremely limited. By the end of the few decades examined here, however, the situation had changed completely; by the latter half of the twentieth century, earlier assumptions about the ability of the Japanese to understand and master foreign music had been proven wrong.

			
A Note on Terminology

			I have aimed to use English translations for some central Japanese terms to avoid confusing readers without knowledge of Japanese. Many terms, however, including musical instruments and genres, defy easy translation. The following terms have for the most part been rendered in English, but require explanation.

			The term ‘music’, although common to many European languages, did not have an obvious equivalent in Japanese in the nineteenth century. The term ongaku, in general use today, was used from the Tokugawa period (1603–1868) to translate ‘music’, but it did not attain common currency until well into the Meiji period (1868–1912). Music imported from the West was referred to as yōgaku (Western music) regardless of genre. Today, (Western) classical music is referred to as kurashikku. I have used ‘European art music’ for classical music, since the music originated in Europe.72 ‘Western music’ includes all genres that are perceived as ‘Western’ (which usually means European and North American) in origin. 

			Japanese musical genres were known by their individual names: a blanket term only became necessary in order to distinguish all indigenous music collectively from that imported from the West. From the early twentieth century, hōgaku (indigenous Japanese music) came into use. Then, the term referred to the traditional genres (unlike today, when hōgaku can also refer to modern genres such as J-pop). In this book, ‘Japanese music’ refers to traditional musical genres unless otherwise stated.

			The music of the common people, primarily for entertainment, was known as zokugaku, translated here as ‘common music’. Eta Harich-Schneider, pioneering author of Japanese musical history, states that Western music was initially ranked with zokugaku.73 Given the circumstances of its introduction, this would not be surprising. But in the debates of Meiji reformers, zokugaku often implied a moral judgement. ‘Common’, which in some contexts can imply contempt, therefore seems a fitting translation.

			A musical genre popular in late-nineteenth and early-twentieth century Japan was minshingaku (literally ‘Ming and Qing music’; Ming and Qing dynasty music) or shingaku (Qing music), a regional style of popular music from China that was first transmitted to Japan by Chinese merchants in the Tokugawa period. 

			The custom of playing pieces from the hōgaku repertoire on Western instruments was referred to as wayō setchū gaku (music mixing Japanese and Western elements), wayō chōwa gaku (music harmonizing Japanese and Western elements), or wayō gassō (Japanese-Western ensemble playing). I have translated this as ‘blended music’ or ‘blended performance’.

			A term I have left untranslated is shōka. It has sometimes been translated as ‘school songs’, but this invites confusion with the songs celebrating a particular school (kōka). The basic meaning of shōka is ‘song’, but its use is more specific. The term was initially used mainly for Western-style songs imported, or composed by Japanese, for use in education. Many of these songs achieved popularity outside the school system. Several of the early shōka feature in the Collection of 100 Japanese songs (Nihon no uta hyakusen) published by the Agency of Cultural Affairs in 2007.74

			
Japanese Names

			Japanese names in the main body of the book are given in the conventional Japanese order, that is with the surname first. In the footnotes, bibliography, and index they are given in the same order as the Western names in order to avoid confusion.
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Part One: Global History, Modernity, and Western Music

			While this book centres on Japan, it is essential to keep in mind that Japan was not an isolated case, even if it was in some ways exceptional. So, before turning to developments within Japan, an examination of the global context is in order. The nineteenth century was an age of accelerating globalization, and dissemination of the ideas, institutions, and practices that we generally associate with modernity, including nationalism and a world of nation states, capitalism, constitutional government, and universal military service and schooling. It was also an age of Western imperialism and colonialism, but, as Harry Liebersohn has rightly observed: ‘Overall, it is a fundamental misconception to imagine the late nineteenth century as a time when Western colonizers imposed and the colonized reacted by simply deferring or rebelling. Rather, in an age of globalization a circulation of ideas and sensibilities took place.’1 The cases of educator Isawa Shūji (1851–1917) and physicist and music theorist Tanaka Shōhei (1862–1945) provide early examples of exchanges: both played a role as informants for Alexander J. Ellis (1814–90), a pioneer of comparative musicology.2 

			In any case, Japan was never colonized, although the threat of colonization was real and represented a strong incentive for the Meiji government to respond by abolishing the feudal domains and unifying the country, and by introducing reforms based on Western models. The Meiji reforms and Japan’s emergence as a powerful modern nation have received much attention from researchers, but there has long been a tendency to neglect the wider context of these processes.3 There is a certain irony in this, given that the Japanese reformers were always aware of acting, as it were, on a global stage. Historically, nation-building and globalization are closely connected to each other. Together, they are among the most important characteristics of modernity, and music played a crucial role in both national and global integration. A third characteristic of modernity that is particularly relevant in our context is its self-consciousness, the acute perception among the people experiencing it that they were living in a world that was ‘transforming away from itself with terrifying speed’.4 It is these three characteristics of modernity that are central to the subject of this book.

			Japan’s (relative) isolation from European power politics was a characteristic it shared with the United States.5 The structures within the two countries were different, but processes of national integration occurred at the same time following the Meiji Restoration and the end of the American Civil War. And while America was one of the Western countries Japan looked towards as a model in music edication and in many areas, both countries looked to Europe as the source of musical culture. It is therefore meaningful to compare and contrast the reception of European music in the two countries that were not European colonies but nevertheless revered and strove to adopt European music, before moving on to focus on Japan. Japan is treated here as a case of the global dissemination of Western music and its effects on traditional Japanese music.
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1. Global History, Musical Modernity, and the Globalization of Western Music
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			The world-wide facility of communication has allowed the wind of Western civilization to blow into the East [...] still, to anyone who has seen with his eyes the present state of world affairs and knows its [i.e. resistance’s] actual impossibility there can be no other policy than to move on with the rest of the world and join them in dipping into the sea of civilization, joining them in creating the waves of civilization, and joining them in the pains and joys of civilization.1


			The people of India, Africa, and China all love Mozart – is this not remarkable? How has Classical music spread so widely throughout the world? How was classical music able to become the global standard? [...] The music we listen to, whether rock, pop, or kayōkyoku, are in fact hybrid genres, born from the principles of harmony (chord progression) brought forth by Western classical music, as well as from rhythms that developed from their African origins. If Japanese emotions (jōcho) are added to this harmony and rhythm, they become enka and J-pop; if Korean emotions are added, they become K-pop. And on the American continent, travelling up North, they became jazz, while travelling down South they became tango.2


			Fukuzawa’s words illustrate that, whatever criticisms scholars today level at concepts of modernity and progress, for an intellectual writing in Japan in the late nineteenth century the case was clear: Western civilization was the way to go; resistance was not an option. Western music was part of what we might call the ‘civilization package’, and the spread of music can thus be linked to Western imperialism and dominance. On the other hand, no one forced the Japanese (or other non-Western peoples) to adopt Western music, much less European art music, to the extent they did. So it is legitimate to ask whether something in the music itself encouraged its worldwide adoption.

			Saegusa (b. 1942), a composer whose works include operas with Japanese themes, introduced his book (it has the English subtitle Astonishing Classical Music) by noting the omnipresence and prestige of music that originated in Europe and outlined what he called the ‘three great achievements’ of (European) classical music: staff notation, harmony, and ‘an attitude of “progress” that continuously demands renewal’.3 Harmony relates to the music itself, while notation is a practice that is fundamental to European art music. To what extent the ‘attitude of progress’ can be heard in the music itself must remain open to question. However one chooses to answer, classical music came to be closely associated with modern times and was perceived as desirable for that reason.

			Geopolitics, musical practices, and musical characteristics contributed to the global reach of Western music, and if we treat global history as the history of increasing global integration, we might describe music as a major integrating force. 4 The concept of integration implies that the different parts of the world are interconnected and that events in one part of the world are likely to have an effect on other parts of the world. Whether or not connections and transnational movements of people, objects, ideas, and institutions, even on a global scale, have significant effects on the societies involved, depends on the overall geopolitical environment in which they happen.5 The case of music in Japan illustrates this point very well. Western music was first brought to Japan in the sixteenth century, when it was taught to Japanese by Jesuit missionaries. But the early encounter ultimately left no lasting traces. The well-known story of the hidden Christians and their sung liturgy, also mentioned by Saegusa, does not fundamentally alter this fact.6 The main reason for this is that, by around 1600, political and military leaders who were aiming to unify the country had good reasons to keep the Western intruders at bay, which was largely achieved with the suppression of Christianity and the shogunate’s seclusion policy. By the mid-nineteenth century, however, the geopolitical situation in East Asia had changed completely. The power of China was in decline: although it escaped colonization, it was unable to resist heavy foreign encroachment. Foreign ships increasingly appeared on Japan’s shores, and in 1853 Commodore Perry forced Japan to conclude the first of the ‘unequal treaties’, precipitating the fall of the Tokugawa shogunate. The Meiji government then embarked on a course of reform, and their first priority was to resist Western imperialism and, crucially, to be accepted as an equal to the great powers. Thus, three hundred years after the first encounter with Western culture, the government had good reasons not only to tolerate but to embrace much of it, including music.

			
Global Modernity

			Japan’s course of pursuing Western-style modernization, including the adoption of Western music, took place in the context of global developments from the mid-nineteenth century: Western expansion, global integration, and state-building.7 The reforms enacted by the Meiji government and the resulting political, economic, social, and cultural transformations have often been described as ‘modernization’, a concept originally developed with reference to Europe. Although problematic when applied to other parts of the world and much criticized, it has proved hard to avoid (resorting to ‘modern’ or ‘modernity’ hardly solves the problem of Eurocentric bias) and has found its defenders, albeit with more modest claims.8 Modernity can be usefully defined as ‘a condition, historically produced over three centuries around the globe in processes of change that have not ended yet’. The modern ‘possesses commonalities across time and space’.9 Commonalities include the nation state, the call for national political participation, major social shifts, major changes in values, and ‘global forces of capitalism and industrialization’, as well as ‘incorporation into the reigning geopolitical world order’ and experience of tensions between global and the local.10 The different types of interplay between these global commonalities and local specifics, including differences in timing, mean that modernity is experienced in significantly diverse ways across the globe. In order to recognize the modern in its many different forms, we need to examine individual cultures closely, so that we do not end up regarding cultural differences as ‘evidence of stunted modernity’.11 In other words, although many elements that are regarded as characteristic of modernity historically originated in the West, we must not fall into the trap of assuming modernity is intrinsically Western or that modernization is the same as Westernization.12 Instead, we must train ourselves to recognize innovation that is not immediately derived from Western influences.13 In Japan, for example, culture and society had begun to transform and develop characteristics associated with modern times before its enforced opening to the West. In Tokyo (then still named Edo) and other cities a consumer culture emerged. As a result, when, for example, the Meiji government abolished the monopolies protecting certain groups of musicians and their genres, the more enterprising found a receptive audience for their art among the townspeople. Increased mobility, both social and geographical, provided the possibility of disseminating regional genres, such as the Satsuma-style of biwa14 performance, nationwide. The adoption by the government of Western music did ultimately affect the traditional musics of Japan, but innovation in these genres and their successful adaptation to the changing conditions was not a direct result of Westernization.15

			The different forms modernity takes in different times and places result from the ‘plurality of pasts’ and the ‘plurality of futures’16 or, in other words, the variations in ‘preexisting conditions’ and ‘available modernities’.17 For Japan, at the time of the Meiji Restoration in 1868, Western expansion in East Asia, as well as the political, economic, and social conditions of the Tokugawa system of rule represented these ‘preexisting conditions’.18 While some of these can, with hindsight, be regarded as having been conducive to modernization, it is important to note that the leaders of Meiji Japan did not deliberately seek to build on Japan’s legacy, at least not its most recent legacy.19 The ‘preexisting conditions’ determine what choices are available at the conjunction of a society’s history when ‘modernization’ is on the agenda. The same applies to ‘available modernities’. The version of modernity aspired to by Meiji Japanese was known to them as ‘civilization and enlightenment’ (bunmei kaika) modelled by Western countries (Ō-Bei shokoku or ‘the countries of Europe and America’), which they understood to be to a greater or lesser degree ahead of them on a universal ladder towards progress.20 

			In other words, leading intellectuals such as Fukuzawa Yukichi did in fact perceive a single, universal modernity. For him, as for other intellectual and political leaders, ‘an aspiration to be “up with the times”’21 was certainly an essential ingredient of being modern, and modernization was thus also the ‘adaptation to the contemporary situation.’22 Likewise, the global dimension of modernity was obvious to Fukuzawa and others. It was the outside world encroaching on Japan that forced the Tokugawa shogunate to abandon its isolation policy, precipitating the collapse of the regime and the establishment of the Meiji government. The new leaders, at both national and local levels, saw from the start the need to act within a global context. The pledge in the Imperial Oath of 1868 that ‘knowledge shall be sought from all the countries of the world’ found its remarkable expression in 1871, when half of the new government, which had only just managed to secure control over the entire country, embarked on the Iwakura Embassy which took the Ambassador Extraordinary and Plenipotentiary, four vice-ambassadors and an entourage of nearly one hundred men, over a period of twenty-one months, to twelve countries as well as to every major sea port between Marseilles and Nagasaki.23 

			Meanwhile, in the remote prefecture of Kashiwazaki (soon to be absorbed into Niigata Prefecture), in the spring of 1873, the Deputy Councillor, in a public notification to all village headmen concerning the ‘Control of Customs during the Spring and Autumn Festivities’, condemned young people’s dancing together, pointed out the government’s efforts ‘for our country to hold its own among the countries of the world (bankoku to gotaiji)’24 and that Japan must not be put to shame by those countries (bankoku no chijoku o ukuru).25 And when Shikama Totsuji (1859-1928) founded the first journal dedicated to music, Ongaku zasshi, in 1890, the additional English title, ‘The Musical Magazine’, on the cover signalled clearly that he too had his eyes on the world beyond Japan. These examples show that local actors in Japan (as elsewhere) were conscious of being caught up in global trends.26 The speed of global interaction increased dramatically in the course of the nineteenth century with the development of the railway, steamships, and the telegraph. Likewise, ‘ideas of modernity–progress, science, and rationality–meant a great deal to the Japanese themselves from the Meiji Restoration of 1868 to the recent past.’27

			‘Modernity’ is nevertheless likely to remain a contested term, and never more so than when it is applied to music. Efforts to ‘provincialize’ Europe have been combined with attempts at ‘decentring musical modernity’.28 While it is certainly important to recognize and study developments that challenge Eurocentrism in music history and the sharp distinctions between ‘the West and the rest’, no amount of decentring can deny the global impact of music that originated in Europe, including European art music, in modern times. Increasing and accelerating global integration is one of the defining characteristics of modernity and can also be observed in relation to music. 

			
Musical Modernity

			Musical modernity is, however, about more than the global spread of Western music. The term can be applied to describe both the music itself and the changing characteristics and conditions of music-making. The first is more difficult to define than the second, and to do so requires considerable expertise in musicology as well as history. Max Weber (1864–1920) was the first to attempt a definition of the entity we call (European) art music from a comparative perspective. He developed a theory of musical rationalization, based on his understanding of rationalization as a defining characteristic of modernity.29 According to Weber, music as a cultural complex comprises four major elements: the material logic of tone production and its systematization in the form of a tonal musical language; the application of this language in the creative process of composing individual musical works; the meanings ascribed to these works by musicians and their audiences; finally, the institutional organization of musical life. He then attempted to identify what made the West and its music unique, while avoiding the kind of Eurocentrism that would elevate art music of Europe above all other music. His work was based on the latest research in acoustics, musicology, and ethnomusicology.30 Although he attempted to identify cross-cultural commonalities, he concluded that European art music represented an outstanding case of rationalization, evinced in the development of the tonal system and its standardization through equal temperament embodied in the mechanics of the piano, the notation system, and the rules of composing polyphonic works. The tonal language, as Weber knew from the works of acousticians and musicologists of his time, is based on scientific observation, even if the reverence for masterpieces by genius composers is, as Weber knew equally well, a result of social construction. Its basis in scientific facts (facts that cannot be explained away with postmodern or postcolonial theory) was one of the characteristics that contributed to its image of being modern, and was certainly a major reason for Japanese reformers such as Isawa Shūji to privilege Western music. 

			A different approach to the question of musical modernity in European art music is presented by the musicologist Julian Johnson in Out of Time. Johnson argues that it extends over the 400-year period that is marked by Monteverdi’s Orfeo at the beginning of the seventeenth century and Birtwistle’s The Mask of Orpheus towards the end of the twentieth. The recurrence of motifs from the Orpheus myth throughout this period is just one example of the continuities Johnson identifies in the music of the last 400 years: continuities that conventional periodization into epochs and styles tends to obscure. Johnson argues that rather than a linear development, comparable to a train line, the history of music might be likened to a map of the London underground; in this way one might account for the several seemingly contradicting currents in the nineteenth century.31 Johnson’s overall argument is that music does not merely reflect the fundamental differentiations and tensions of the modern experience, but that in exploring them it has also reshaped them and by doing so helped shape modernity itself: ‘music is entwined with the making of modernity’.32 He demonstrates his point by examining a wealth of European art music from the early seventeenth to the late twentieth centuries and discussing music’s exploration of time and space and music’s relationship with language: music is both like a language and quite different, characterized by sound that is both produced and listened to by the physical actions and through the bodies of performers and their instruments and listeners. 

			A long-term perspective on modernity emphasizing continuities across the conventional style periods does not mean that they are irrelevant. It merely means that musical modernity ‘led to a constant transformation and destabilization of the foundations of music’ well before the mid-nineteenth century,33 even while significant commonalities across time remained. Indeed, in Out of Time, transformation in musical styles is not ignored, but related to developments in literature, scientific advances, social changes, and cultural trends. For example, the completion of Beethoven’s Eroica Symphony in 1804, described by Richard Wagner as the beginning of musical modernity, coincided with the first steam locomotive train, built by Richard Trevithick in Wales; the coincidence has been noted by several observers. While the two events are not directly connected, Johnson argues that the dynamism of train travel experienced by the public a few decades into the nineteenth century ‘had already been prefigured in music by about half a century. Music thus articulated a new sensibility of time which the railway later realized’.34 The railway was a major symbol of modernity worldwide. In Japan, from 1900, it was celebrated by so-called railway songs. Beethoven, meanwhile, was revered as ‘the sage of music’ even before his symphonic music could be heard. The first railway line was already in operation by the end of 1871, while the first performance of the Eroica by a Japanese full symphony orchestra did not take place until 1924.35

			Johnson does not discuss European art music in relation to other musics, but he outlined his view of what makes it unique in an earlier work intended for a wider audience, Who Needs Classical Music? As he himself noted, several other authors published books in defence of ‘Classical music’ at the beginning of the new millennium.36 They seemed to be driven by a sense of crisis that, while not new, appeared to have become even more acute, and argued, albeit in different ways, that classical music can offer an experience not gained from popular music to those who make the required effort to listen.37 

			In Japan too, the place of (Western) classical music was a subject of debate, although from a different angle: its dominant position in Japan’s cultural life and in particular in the education system at the expense of Japan’s traditional music had begun to be challenged. In 2002, the Ministry of Education (MEXT) published new guidelines, which for the first time stipulated that playing a Japanese musical instrument would become a compulsory component of music education in public schools.38 Likewise in 2002, two books by musicologists presented a critical evaluation of the history of Western music in modern Japan. Aikawa Yumi, a singer and musicologist, in her book ‘Enka’ no susume (An encouragement of ‘enka’―a type of popular song that originated in the late 1920s and is regarded as quintessentially Japanese), diagnosed a ‘Western music complex’ as a result of Japan’s music education.39 Watanabe Hiroshi challenged contemporary misconceptions about both Western and traditional Japanese music. He drew attention to the interaction between them and highlighted the different forms musical modernity took in the Kansai region, in contrast to Tokyo.40 And in Doremi o eranda Nihonjin (When the Japanese chose ‘do re mi’), published in 2007, Chiba Yūko, a musicologist specializing in Japanese music, presented a history of what she called the ‘dual structure’ of music in Japan. Highlighting the impact of Western music on indigenous music and on the musical perceptions of the Japanese, Chiba too identified a Japanese ‘complex’ in the face of Western music.41 Although different on the face of it, the two trends―the perceived crisis of classical music noted by writers in Europe and North America, and the unease expressed by Japanese about the overwhelming dominance of that same music and the resulting neglect of Japanese traditional music―may well be regarded as reactions to global trends in music, including the blurring of boundaries between Western and non-Western, or classical and popular music.

			While it seems reasonable to assume that European art music has characteristics that marked it as ‘modern’ and therefore made it attractive to non-Western societies aspiring to modernity, there remain two problems with this assumption. First, few of these characteristics are likely to register with an audience to whom it is completely unfamiliar. Second, European art music was not the only Western music that was globalized; its impact, at least initially, was comparatively limited. In fact, the very category of ‘classical music’ is a modern invention.42 The creation of this category involved establishing and cultivating a canon, or repertoire of works, often by dead composers, that were considered timeless, although this involved a value judgment that was very much of its time. The expressive aesthetic and the importance of individuality and originality were treated as axiomatic and were accepted as such by musicians working in the tradition of ‘great’ classical composers.43

			We are on much firmer ground when we attempt to define the modern in relation to the context of music-related activities, including performance. Western music was modern, because it was performed in modern settings and for modern purposes. ‘Places and spaces’, as well as ‘purpose’, are two of five areas where, according to Tim Blanning, a historian of early modern and modern Europe, music benefited more than any other art from major transformations between 1700 and the present day. The other three are status, technology, and liberation.44 Blanning’s account centres on Europe and the Western world, but the areas that he highlights can usefully serve as a basis for examining non-Western cases. 

			Modernity brought new purposes for music, while old functions, including religious worship, affirmation and representation of power, and recreation and entertainment, remained significant. The power that was represented could and did change: new institutions and modern ceremonies required appropriate music, such as military bands playing at political and diplomatic ceremonies.45 Military bands also played for public entertainment. Indeed, military music was often the first Western music that people in other cultures encountered, and anyway, the boundaries between European art music and military music are at best fluid: military bands played arrangements from operas, and musical elements of marches are common in symphonic music.46

			A new development in (early) modern Europe that spread to other parts of the world was the institution of the public concert, open to anyone who could afford a ticket. Music performed at concerts was enjoyed for its own sake and involved a new kind of listening, in which performers and audience were clearly distinguished from each other.47 The public concert, particularly the symphonic concert, required a new kind of space in the form of the purpose-built concert hall. Like other modern ‘places and spaces’, the concert hall was an urban space, catering to the demands of the increasing populations of cities. The symphony, a central genre of musical modernity, is an urban phenomenon by definition and depends on an orchestra, a substantial paying audience, and a large hall, all of which are only available in cities.48 In smaller towns, concerts had to be held in venues intended for other purposes, and performers were most often amateurs.49

			Even in the major cities, however, not all performance spaces were temples of high art. The majority of the urban middle classes craved lighter fare, and represented a growing market for commercial entrepreneurs, who staged big concerts in large halls offering programmes that mixed demanding works with more accessible pieces of various orchestral genres. Dance venues, another musical space, also reflected social hierarchies with the more exclusive venues only open to the upper classes. Dances were increasingly standardized, and in the early twentieth century large dance halls attracted huge and diverse audiences. For the working classes unable to afford opera and concert tickets, the music hall became a major space for enjoying music. An extension of traditional performance spaces in pubs, inns, and coffee houses, music hall performances featured opera extracts, burlesque, and songs of various types ranging from patriotic to sentimental to comic, with catchy tunes.50 

			The public concert provided new opportunities for composers and performers.51 While this did not necessarily result in a higher status for musicians―dependence on an aristocratic patron came to be replaced by other kinds of dependency―it did allow more freedom and independence, especially for musicians with entrepreneurial flair. A significant transformation of the musician’s status was the development of musical professions in line with other middle-class professions, with the establishment of conservatoires providing training and accreditation in composition and performance, as well as in teaching.52 In Germany, the first conservatoire was established in Leipzig in 1843 and offered a broad curriculum of theoretical and practical subjects, with members of the Gewandhaus Orchestra teaching orchestral instruments.53 The number of conservatoires increased over the next decades.

			The new professions were open to men only. Women, although admitted to conservatoires, were systematically excluded from the professions, apart from teaching. Those who did perform for a living tended to come from the ‘artist-musician class’ and from families where women’s employment was taken for granted.54 Women from the aristocracy or the educated middle classes (Bildungsbürgertum) might be trained to professional level, but their music-making was limited to the home or, possibly, charity concerts. A woman’s supposedly natural role was that of a housewife, mother, and, on occasion, the inspiring muse to her artist husband. The new romantic ethos, moreover, not only defined the artist creator and genius as male, but even the music itself was defined as masculine.55 In Japan, the situation was different, at least initially, because the male elite regarded music-making as an inappropriate occupation for men.

			Technology revolutionized the performance and reception of music in direct and indirect ways. Railways and, later, steamships enabled musicians, traditionally an itinerant group in many societies, to travel further and with more ease and enabled the phenomenon of the travelling virtuoso. Means of mass-production (whether a result of technology, organization, or economy of scale) brought the prices of musical instruments down, making them affordable for more people. Technical improvements to instruments, such as adding valves to brass instruments, increased the scope of what could be played on them, and also made them easier to learn. The technical changes to brass instruments, together with lower prices, made possible the proliferation of amateur brass bands.56 Two instrumental technologies in particular were ‘central to the development of musical modernity’: the orchestra and the piano. The orchestra, in the form of the ‘specifically symphonic orchestra’, displayed the latest instrument technology (woodwind with keys, an expanded section of brass instruments with valves), as well as the working together of individual parts as in an industrial machine, or the division of labour in a modern factory. The resulting sound fit the Romantic category of the sublime.57

			The development of the piano into a robust and loud instrument that could fill the new, large venues and hold its own against a full symphony orchestra, promoted its entry into the new concert halls, while its versatility, its pleasing sound even when played by the unskilled, and its affordable price made it the instrument of choice for middle-class homes. Meanwhile, another keyboard instrument, the reed organ or harmonium, besides rivalling the piano in the home, was widely played in small churches, village halls, and schools.58 More affordable and easier to tune and maintain than a piano, it was, moreover, widely disseminated overseas, chiefly by missionaries. In Japan, reed organs were produced domestically and sold nationwide from the 1880s.

			Technical improvements to the piano and lower prices transformed music-making in many ways.59 But Liszt certainly put his finger on one vital capability of the piano when he remarked that, ‘[t]hrough its mediation, works can be broadcast that otherwise would remain unknown, due to the difficulties of assembling a full orchestra.’60 Before the advent of recording technology, piano arrangements (together with arrangements for small ensembles) were the only way of hearing operas and symphonic works in remoter parts of the country, or overseas. When the first performance of a European opera in Japan―Gluck’s Orpheus61―was staged in 1903, the piano replaced the orchestra.

			Audio technology, although first invented in the nineteenth century, did not have a major impact until the twentieth century, when gramophone recordings could be made and sold in large quantities. Then, however, it fundamentally changed the practice of music. Recorded performances made it possible to separate the music from the performer and bring it to places where it would otherwise not be heard, thus making a wider range of music accessible to more people. Radio broadcasting, whether live or with pre-recorded music, increased accessibility even further. Recordings widened the audience for classical music in both Western and non-Western countries and thus contributed significantly to its globalization, but also to the ‘ossification’ of the classical canon.62 Recordings also introduced new music. Jazz, for example, which came into being at around the same time as large-scale commercial recording, owed much of its worldwide dissemination and popularity to the new medium. Recording companies moreover played a role in popularizing music that was produced to suit the medium, namely the popular song.63

			Recording technology also made it possible to collect and archive performance-based musics that did not rely on a written score, including music of the ‘folk’ at home, and that of other cultures, and thus revolutionized both folk music research and ethnomusicology.64 In Japan, Tanabe Hisao (1883–1984), one of the founders of Japanese ethnomusicology, collected recordings both within Japan and in the territories of the expanding Japanese colonial empire, and played a major part in defining hōgaku (Japanese indigenous music) but also tōa ongaku and tōyō ongaku (East Asian music and Oriental music).65 Meanwhile, collecting the music of the ‘folk’ with the aid of sound recordings lent impetus to musical nationalism; perhaps most famously demonstrated by Béla Bartòk (1881–1945) and Zoltán Kodály (1882–1967) whose collections of folk music provided material for their nationalist and modernist compositions and made them ‘national cultural heroes’ in their home country.66

			Nationalism, including musical nationalism, predated the modern nation state. In Europe, nationalism emerged as a liberating, revolutionary, and democratic force during the wars following the French Revolution and fuelled the movements for unification in Italy and Germany. Blanning treats it in the context of ‘liberation’. He argues that music played a decisive part in forming the imagined communities that, according to Benedict Anderson, represented the indispensable foundation of nation states.67 One example is national and transnational travel to amateur music festivals, including large choral meetings. Enabled by modern transport, travelling helped participants to develop both a sense of nation and an awareness of being part of a world of nations.68

			Once authoritarian rulers aligned themselves with the idea of the nation, however, nationalism’s liberating potential gave way to more repressive forms―for example, in the unified German Empire after 1871, or in Japan at around the same time. But whether state-led or not, music represented an important vehicle to promote a sense of community and national destiny, and the belief that a nation had to have its own national music persisted. National anthems and songs, and military music, featured prominently in the ceremonies and in mass traditions of nation states.

			
The Globalization of Western Music

			Nations exist in a world of nations, that is, in relation to each other. The concept of the nation state originated in Europe, and began to gain worldwide currency as an ideal in the late nineteenth century, although the nation state did not become the dominant state form until well into the twentieth century. The growth of nationalism was accompanied by the dissemination of European art music. While not the only form of Western music with a global reach, it played a major role in the construction of national music traditions worldwide. This is particularly true of the theoretical concepts and practices associated with it. The trend towards standardization identified by Max Weber helped pave the way for the globalization of equal temperament tuning and modern functional harmony along with Western music.69

			Elite music reformers in Japan and around the globe established modern institutions for music education, rationalized music theory, collected local music and transcribed it in staff notation or indigenous notation systems modified with reference to Western ones, defined canonical repertoire, published music manuals and books for self-instruction, and organized concerts and conferences.70 The fact that European art music was globalized in the context of European expansion does not, however, mean that it was necessarily linked to colonial rule.71 Comparing the influence of Western music on the development of music to represent the nation in non-Western countries, Bob van der Linden speaks of a continuum ‘between the two extremist poles of the adoption of Western music and simultaneous neglect of indigenous music (Japan), and the rejection of Western music but modernization of high-cultural traditional music (India)’.72 Given that India was a British colony and Japan was never colonized but, on the contrary, became a colonial power itself, it should be clear that colonial expansion cannot be more than part of any explanation for the globalization of European art music and Western musical idiom.

			On the other hand, even in India, musical reformers referred to Western ideas about music to ‘systematize their own music traditions scientifically’ and adopted a Western-style distinction between ‘classical’ and ‘non-classical’ music’.73 They studied Western Orientalist and musicological writings on Indian music, as well as works on European music and musicology. The creation of modern institutions was likewise inspired by Western models. Some Indian musical traditions even adopted Western instruments: the violin into Carnatic music, and the harmonium.74 This is in marked contrast to Japan, where, ultimately, no Western musical instrument found a place in any of the traditional genres before the explorations of new, blended, musical forms from the late twentieth century.

			In Muslim countries from Central Asia to Morocco, there existed a shared elite music culture, which, during the period of the Ottoman Empire, was influenced by the performance of musicians who travelled between the different courts.75 Initiatives to reform and modernize music with reference to Western models took off in the early twentieth century, with the first Congress on Arab Music in Cairo in 1932 representing a major landmark for Arab music. Ultimately, however, Western art music did not come to play a dominant role in the musical life of the participating countries. In the Ottoman Empire, musical reform following Western models began as early as the end of the eighteenth century, under Sultan Selim III (r. 1789–1807) and continued under his successor Mahmut II (r. 1808–39). Borrowing from Europe continued into the twentieth century, by which time Japan as well as Europe served as a model.76 After the end of the Ottoman Empire, the radical reforms under Mustafa Kemal Atatürk included music, and efforts were made to establish European art music. But ultimately it did not gain ground among the masses. As of the early 1970s it was ‘governmentally sanctioned and supported as the price for being accepted in the international community of nations’. A few European-trained musicians and composers had gained international recognition. But the masses ‘detested’ it, and even the educated, urban elite merely ‘tolerated’ it.77

			In the Americas, the situation of Western music was different in that the musics of the indigenous peoples were marginalized in the face of massive immigration from Europe. In North America (which will be treated in more detail in the following chapter), music from Europe dominated, reflecting the dominance of European immigrants. These immigrants, however, brought with them a variety of musics, and it is wrong to take the high prestige of European art music and its dominance as given.

			In Mexico and South America, European art music remained the focus of the European elites, who ‘invented European military music, Italian-opera-inspired anthems, and classical music with vernacular references as national music’.78 Meanwhile, the musics that came to represent Brazil, Cuba, Argentina, and Mexico were popular genres that developed in the context of slavery and the intermingling of races, and were strongly influenced by African rhythms.79

			In the countries of Northeast Asia, China, Japan, Taiwan, and Korea, Western music represented a significant element of the modernization that advocates of reform envisaged when they propagated modernization and national strengthening from the second half of the nineteenth century onwards. While the threat from the Western powers motivated the reforms, none of these countries was colonized by a Western power. From the late nineteenth century onwards, the foundations were laid for the much-noted presence of Western art music in these countries and of their musicians on the global stage during the second half of the twentieth century and subsequently. Japan, as the first Asian country to be transformed into a modern nation, went furthest in the adoption of Western music, including European art music. Already by the end of the nineteenth century, moreover, following the acquisition of Taiwan in 1895, Japan began to act as a disseminator of ‘colonial modernity’.80

			China, like Japan, first encountered Western music through Christian missionaries in the early modern period, without the encounter having much significance for the dissemination of Western music in modern times.81 Until the encroachment into the region by the Western powers, the Chinese empire and its culture held a dominant place in the region. But by the late nineteenth century, Japan was well on its way to becoming a modern nation and, after defeating China in war in 1895, a model for successful modernization. The defeat, together with the collapsing domestic order during the last years of the Qing dynasty, increased the pressure for China to modernize. Reformers looked to Meiji Japan as well as to the West as their model. Educational reformers strove to create modern institutions following Western examples. Music was seen as a means to inspire the heart, cultivate character, and awaken and strengthen national sentiment. Thousands of Chinese students travelled to Japan. Among the reformers who studied music in Japan was Xiao Youmei, born in 1884 and known as ‘the father of music education in modern China’.82 In 1901, at the age of just sixteen, he went to Tokyo, where he studied at the Tokyo Academy of Music (Tōkyō Ongaku Gakkō) and later at Tokyo Imperial University. He returned to China in 1909. Three years later, he travelled to Germany where he studied music in Leipzig and Berlin, just as many Japanese students did, but foundations of his musical training were laid in Japan. 

			While Xiao Youmei studied at the state-sponsored Tokyo Academy of Music, many more studied at private colleges, particularly the Music College of the East (Tōyō Ongaku Gakkō), founded in 1907 by Suzuki Yonejirō (1868–1940). Just before founding the college, Suzuki had travelled to China to study the state of education there. Even before opening his college, Suzuki taught music to Chinese students at the hall of residence for Chinese students opened in Kanda in 1902. The students had their own music society, established in 1904. Suzuki opened his new college in the same neighbourhood.83 While the number of Chinese students who specialized in music may have been small, many more studied music as part of a teacher training course. Waseda University, for example, opened a teacher training department for Chinese students in 1905, and shōka (singing of Western-style songs for use in schools) was one of the subjects taught; the same was true of the (accelerated) teacher training department of the private girls’ school Jissen Jogakkō.84

			In the second and third decades of the twentieth century, the foundations for a new musical culture were established, and the period from 1919 to 1949 marked the creative breakthrough in the field of European art music in China.85 Chinese intellectuals, starting with Cai Yuanpei, who in 1917 published an essay entitled ‘About replacing religion with aesthetic education’, saw music as a replacement for religion.86 European art music, particularly that of Beethoven, came to represent the highest ideals. The early promoters of European art music were scholars educated first in the Confucian tradition and then abroad, where they personally experienced Western-style musical culture. They perceived music as a means for education and social reform. From the late 1920s they were joined by musicians, either Western foreigners in China, or Chinese who had learnt musical instruments from them or had studied at mission schools.87 In 1927 the first public music college was established in Shanghai. The majority of its teachers in the first decades were foreigners. The choice to adopt Western music, however, owed much to the ideas and actions of strong Chinese individuals who believed that they could save the essence of Chinese culture by strengthening it with the help of Western techniques. Those who were trained musicians actively created a place for Western music in the midst of Chinese society.88

			In Taiwan, too, missionaries were the first to introduce Western music. British Presbyterian missionaries came first to northern, then to southern Taiwan in the 1860s to spread their faith among the aborigines and they distributed hymn books. They were joined by Canadian Presbyterians from the 1870s. The missionaries also trained girls for Christian service and set up a school in 1884.89 When Taiwan became Japan’s first colony in 1895, the Japanese established a public education system with Western music as a school subject. Isawa Shūji (1851–1917), who had acted as the driving force behind the establishment of music education in Japanese schools, was appointed acting chief of the education bureau (gakumu bu), established in the civil department (minsei kyoku) of the government-general in May 1895. His tenure only lasted until July 1897, and his ambitious plans for education in Taiwan were only partly realized. Nevertheless, Isawa ‘had mapped out the direction for education in Taiwan’,90 including music education.

			In Korea, efforts to modernize the country were made in the years following the enforced opening of the country in 1876 by Japan.91 They continued under Japanese dominance. The colonial government introduced a programme of reforms similar to that conducted in Japan, including a school curriculum with singing lessons, often taught by Japanese school teachers. Like the Japanese, Koreans embraced Western music, although initially they did not much like it, because they regarded it as part of the general reform package. The state school system was introduced in 1906, but, as in Japan, schools founded by missionaries played a major role in providing education. In Korea too, hymns and songs taught in school represented the first introduction to Western music for many people.

			The capital, Seoul, offered more opportunities to hear Western music. In 1901, the German Franz Eckert was appointed to teach military music at the Korean court. Eckert, who had previously taught in Japan for twenty years (from 1879 to 1899), worked in Korea for fifteen years until his death in 1916.92 Under his baton, the military band gave weekly concerts in Pagoda Park, performing a repertoire that included arrangements of Classical and Romantic works as well as military music. A concert culture evolved in Seoul and the other larger cities. In the early twentieth century, gramophone recordings and radio broadcasting also did much to disseminate European art music. The Japanese composer Miyagi Michio (1894–1956) lived in Seoul during some of his formative years, where he enjoyed and benefited from new opportunities to attend concerts and listen to imported records. Although his works are in the traditional Japanese genre, it was while being exposed to Western music in Korea that he began to compose.93

			As he had done in Japan, Eckert composed musical arrangements of local songs, including a folk song that became the basis for the pre-war Korean national anthem.94 Korean composers likewise re-arranged melodies as well as composing their own. Missionaries adapted the melodies of their hymns to the local tonal system and published new versions with Korean lyrics that took on the character of folk songs. In this way new hybrid genres of song emerged.

			Traditional Korean music was discouraged and marginalized in the colonial period. This did not immediately change after liberation. Even Korean nationalists did not reject Western music. On the other hand, a nation state’s ideological legitimation lies in invoking tradition. Thus, as in Japan, European art music was promoted as part of modern culture, while selected genres of traditional music were promoted and protected as national heritage.95 

			
Transnational Circulation in Northeast Asia

			Although Japan became a dominant power in Northeast Asia and a model of successful modernization, the dissemination of Western music in the region happened in the midst of cultural flows in several directions. In the early twentieth century, Japan owed much of its success in assimilating Western music to impulses from the Asian continent. The growth of the symphony orchestra and the general rise in standards of music-making after the First World War can hardly be imagined without the cities of Harbin and Shanghai and their significant foreign populations as sites of encounter and cultural interaction, both between East Asia and Europe and within East Asia. 

			Harbin, sometimes known as the ‘St. Petersburg of the East’, had a distinctly Russian flavour as a result of the Russian treaty with China in 1896, which secured Russia a concession to build and operate a railway in northeast China. Russians in search of work and a living had settled there. After 1917 they were joined by Russian Jews and White Russians fleeing from the revolution, and by 1922 about a quarter of the population were Russians. Harbin had its own music academy and symphony orchestra, the China Eastern Railway Symphony Orchestra, founded in 1909.96 

			Even more significant as a city of musical encounters was Shanghai. After the Opium War, the International Settlement and the French Concession were established. Shanghai had a public band as early as 1879, which in the early twentieth century evolved into a full professional symphony orchestra under the Italian conductor Mario Paci. Like Harbin, Shanghai experienced an increase in its Russian population, even more so after Japan’s seizure of Manchuria in 1931, when many Russians fled Harbin. The Russian refugees gave a considerable boost to the city’s musical life, both as musicians and as audience members. Japanese immigrants moved into the International Settlement from the 1920s. The Chinese population of Shanghai likewise increased as many fled from other parts of the country into the foreign concessions during the Taiping Rebellion (1850–64), the Boxer Rebellion (1901), the fall of the Qing, the rule of the warlords, and during the Sino-Japanese War from 1937 to 1945.97

			Russian musicians, particularly from Harbin, played a major role in the formation of professional symphony orchestras in Japan, including the present-day NHK Orchestra.98 The Kansai region in particular benefited from Russian musicians who settled around Kobe and Osaka. Orchestral performance received a major boost when Emmanuel Metter (1878–1941), the conductor of the symphony orchestra in Harbin, was invited as a conductor of the Osaka Philharmonic Orchestra and then the Kyoto University Orchestra in 1926.99 Under his baton, the latter became a major orchestra of the region. Among his students were the future conductor of the Osaka Philharmonic Orchestra, Asahina Takashi (1908–2001) and the highly successful composer and arranger of popular music, Hattori Ryōichi (1907–1993). Both worked for a time on the Asian continent. 

			Osaka by the 1920s was an industrial metropolis with a growing, multi-ethnic population that included immigrants from Okinawa and Korea, and Shanghai significantly contributed to the distinctive musical developments in the Kansai region.100 Jazz in Japan received significant influences from Shanghai, which had become a veritable Asian jazz mecca. Many Japanese performed in the Shanghai International Settlement’s dance halls, restaurants, and jazz clubs: they were known as ‘Shanghai returnees’ (Shanhai-gaeri).101 A similar pattern can be discerned for tango.102 

			The dissemination and circulation of Western music in East Asia was facilitated by the technological innovations already mentioned: modern forms of transport, which enabled the increase in migration over long distances, and recording technology, which made music transportable independently of the travelling performer. The gramophone business was highly international from its beginnings, with major manufacturers dividing up the world market between them.103 South and East Asia, particularly the large populations of India and China, were then perceived as having huge potential. Once they recognized the local populations’ preference for their own music, the manufacturers sent recording engineers, who with the help of local intermediaries, recorded local performers. In September 1902 the Anglo-American Gramophone Co. sent the recording engineer Frederick Gaisberg (1873–1951) to Asia, accompanied by an assistant and a businessman. Over the next months they travelled to Colombo, Calcutta, Singapore, Hong Kong, Shanghai, Tokyo, Bangkok, and Rangoon and made hundreds of recordings (the finished records were manufactured in Germany). In 1904, Gramophone, together with Victor, published its first Chinese record catalogue. These early recordings (like those made in India) included popular artists who were regarded as disreputable. Their music, separated from its performers, moved into the houses of respectable society.104

			Soon Western record companies were competing with each other, which resulted in lower prices. Japan also joined the competition, with a gramophone type named ‘Nipponophone’ that sold at prices well under those for similar European devices.105 During the First World War, Japanese manufacturers managed to take over market shares from European producers, just as they did for other products. Record companies, besides producing recordings in a wide range of musical genres, created musical styles specifically for mass consumption. After the First World War, Japanese record companies began to produce hits: popular songs in various, blended styles, which came to be known as ryūkōka.106 Recordings of popular music were exported to Japan’s colonies, including Taiwan from the late 1920s. In 1933 the Columbia Record Company of Japan set up an operation in Taiwan in order to record popular songs composed and performed by local artists to suit local tastes. As a result, local people had the chance ‘to link themselves to the global music/dance scene (albeit through the mediation of the Japanese colonial culture)’.107 Columbia also had operations in Korea, where Japanese popular songs were often covered in Korean. 

			In a rare reverse case, a Japanese-language cover of the Korean folk song Arirang became a hit throughout the region. In 1932 a musical arrangement by the famous singer Koga Masao was recorded by Columbia Japan in Seoul and sung as a duet by the Korean singer Hasegawa Ichirō (Ch’ae Kyuhwa) and the well-known Japanese singer Awaya Noriko. Victor Japan had already released its own Japanese-language cover version the previous year, and in 1933 Dynaphone Recording released a version of Arirang under its Kirin label.108 Arirang in fact enjoyed what Atkins has called a ‘dual career’: as a ‘Korean resistance anthem’ and a ‘Japanese pop hit’; as a national song, and as a ‘transnational pop song’ and an expression of colonial modernity.109 One might even add a third: during the Korean War, Arirang became a marching tune for the U.S. Army Seventh Infantry Division and is still performed at commemorative ceremonies.110 Today Arirang is regarded as a Korean national song, both in North and South Korea.

			
‘Western’ versus ‘Modern’

			The transformations of the allegedly traditional folk song Arirang illustrate salient characteristics of musical modernity: the impact of Western music and the importance of music for fostering national sentiment, as well as a sense of living in a modern world of nations and different cultures. The lyrics of Japanese pop versions of the 1930s expressed emotions such as longing for lost love and home, just as many other Japanese pop songs did. But they also represented ‘a means for critique of modernity itself’ and its alienation of the Japanese from their own cultural heritage, as well as an ‘ethnographic lens’ through which to observe the perceived essence of the Korean psyche.111 The postcolonial history of Arirang in both Koreas illustrates the kind of streamlining and standardization that transform a folk song, the transmission of which is characterized by inconsistences and variants, into a national song. The most familiar lyrics of Arirang sung in Korea today refer to lost love and to Baekdu (or Paektu) mountain, a location of national cultural significance. Musically, most versions of the song heard today have more in common with modern sentimental popular songs in many other countries than with specifically Korean folk music: the use of Western instruments and harmonization demonstrate the influence of a Western musical aesthetic. Both the music and the discursive characteristics represent what might be described as a common ‘grammar’ of musical modernity, as does the prevalence of a de facto standard version (even if it exists side by side with other versions).112

			The example of Arirang also reminds us that the term ‘Western music’ broadly covers two types of music that can no longer be regarded as ‘Western’ at all.113 One is the ‘global hybrid’ (Cook), including popular songs such as Arirang and the genres named by Saegusa (quoted earlier): rock, pop, kayōkyoku (a genre of Japanese popular song), K-pop, jazz, and tango. The other is the art music that originated in Europe, popularly known as ‘classical’, that served as a kind of gold standard for musical modernization worldwide. 

			Paradoxically, at the time when European dominance was at its height, opportunities to hear its most iconic products, operas and large symphonic works, performed as the composer wrote them (as opposed to various arrangements) were limited even within Europe, because until the wide availability of recorded music, these genres depended on the physical presence of a large group of competent performers. European art music’s enormous prestige was in part based on influential literary works, such as the writings of Romain Rolland.114 This prestige endures. Even in the twenty-first century―so far―the historian David Schoenbaum only slightly overstates his case when he observes, ‘When people join the modern world, their kids get piano and violin lessons’.115

			Whatever the ‘modern’ elements of the music itself, Western music’s modern image was chiefly based on non-musical features. Arguably, it was the first music to benefit from modern innovations that originated in the West. The musical features themselves were less significant than the fact that they were presented to the world as a rational system, including staff notation, equal temperament, and other elements of standardization. Its tonal system, moreover, was claimed to be based on science. Above all, it was modern, because it was played in modern spaces and for modern purposes, as the case of Japan illustrates. The military served to defend the nation and to expand its borders, while at the same time uniting men from all social classes in one institution and imbuing them with a sense of national purpose. Universal schooling, too, served as a powerful unifying force and to transform the nation’s young into citizens. School auditoriums could also serve as concert venues. The concert, another modern institution imported from Europe, was potentially a shared space, where performers and composers of Western music, and performers and (performer-) composers of traditional musics could meet and their musical worlds could connect.116

			The encounter with Western music, while certainly not the only impulse, transformed indigenous musical cultures in several ways.117 Modernizing indigenous music could take the form of standardizing intonation on the basis of equal temperament; publishing scores in staff notations or in indigenous notation modified with reference to it; rationalizing music theory, or subjecting it to Western performance practices. Modernizing could involve ‘classicizing’ indigenous music by defining a canonized repertoire, formalizing teaching, creating a sharp distinction between recognized specialists and amateurs, and treating it as absolute by separating it from its social context. Finally, where different musical traditions existed, indigenous music could be invented as a new category, bringing together previously separate musical worlds, as was the case with ‘Japanese music’ (hōgaku) in Japan. Thus, standards that originated in the West are no longer exclusively Western. Nor is European art music: it is particularly firmly established in East Asia.118 

			In one of the most powerful Western countries, on the other hand, the assimilation of European art music and the high prestige it was accorded were not a given: the United States of America’s musical history in the nineteenth and early twentieth centuries is in several respects remarkably similar to that of Japan. 

			

			
				
						1	Yukichi Fukuzawa, ‘On De-Asianization by Fukuzawa Yukichi, March 16, 1885’, in Meiji Japan through Contemporary Sources, ed. Tokyo The Centre for East Asian Cultural Studies (Tokyo: The Centre for East Asian Cultural Studies, 1972), 179.


						2	Shigeaki Saegusa, Kyōten dōchi kurashikku (Tokyo: Kino Bukkusu, 2014), 2. Saegusa’s questions are also part of the text on the book’s sleeve (obi).


						3	Saegusa, Kyōten dōchi kurashikku, 26–27, 32–33, 38–39. Saegusa uses the word hatsumei, a term that implies both ‘invention, contrivance’ and ‘cleverness’.


						4	Sebastian Conrad, What is Global History? (Princeton: Princeton University Press, 2016), 6–11. Conrad distinguishes three types of global history; the one based on the notion of global integration is narrower than the other two.


						5	Conrad, What is Global History?, 68–69. Conrad uses the introduction of Western clocks to Japan as an example.


						6	Saegusa, Kyōten dōchi kurashikku, 80–81. For a detailed treatment of the period, see Harich-Schneider, A History of Japanese Music. 


						7	For the broader history of the period, see Jürgen Osterhammel, The Transformation of the World: A Global History of the Nineteenth Century, trans. Patrick Camiller (Princeton: Princeton University Press, 2014); John Darwin, After Tamerlane: The Rise & Fall of Global Empires, 1400–2000 (London: Penguin Books, 2007).


						8	See, for example, Hans-Ulrich Wehler, Modernisierungstheorie und Geschichte (Göttingen: Vandenhoeck & Ruprecht, 1975). For Japan, see Sheldon Garon, ’Rethinking Modernization and Modernity in Japanese History: A Focus on State-Society Relations’, Journal of Asian Studies 53, no. 2 (1994), https://doi.org/10.2307/2059838; Sebastian Conrad, Hans Martin Krämer, and Tino Schölz, eds., Geschichtswissenschaft in Japan: Themen, Ansätze und Theorien (Göttingen: Vandenhoeck & Ruprecht, 2006).


						9	Carol Gluck, ‘The End of Elsewhere: Writing Modernity Now (AHR Roundtable)’, American Historical Review 116, no. 3 (2011): 676, https://doi.org/10.1086/ahr.116.3.676 Part of the following is also based on Margaret Mehl, History and the State in Nineteenth-Century Japan: The World, the Nation and the Search for a Modern Past (Second edition with new preface) (Copenhagen: The Sound Book Press, 2017 (1998)).


						10	Gluck, ’End of Elsewhere’, 676–77.


						11	Christopher Goto-Jones, Modern Japan: A Very Short Introduction (Oxford: Oxford University Press, 2009), 10.


						12	Volker H. Schmidt, ‘How Unique is East Asian Modernity?’, Asian Journal of Social Science, no. 39 (2011), https://doi.org/10.1163/156853111X577596; Osterhammel, Verwandlung der Welt, 1281–83; Christopher Alan Bayly, The Birth of the Modern World 1780–1914: Global Connections and Comparisons (Malden, MA: Blackwell, 2004); De Ferranti and Tokita, Music, Modernity and Locality, 10–12; Goto-Jones, Modern Japan: A Very Short Introduction, 7–10; Garon, ‘‘Rethinking Modernization’.


						13	See George Akita, Evaluating Evidence: A Positivist Approach to Reading Sources on Modern Japan (Honolulu: University of Hawai’i Press, 2008), 118–24.


						14	The biwa is a type of plucked lute; satsumabiwa is a modern style of the instrument in its own right.


						15	Kazushi Ishida, Modanizumu hensōkyoku: Higashi Ajia no kindai ongakushi (Tokyo: Sakuhokusha, 2005), 24–37.


						16	Sudipta Kaviraj, ’An Outline of a Revisionist Theory of Modernity’, European Journal of Sociology 46, no. 3 (2005): 498, 500, https://doi.org/10.1017/S0003975605000196


						17	Gluck, ’End of Elsewhere’, 679, 681.


						18	Ibid., 679.


						19	See Mark Lincicome, Imperial Subjects as Global Citizens: Nationalism, Internationalism, and Education in Japan (Lanham, MD: Lexington Books, 2009), 1–29; Mark Ravina, To Stand with the Nations of the World: Japan’s Meiji Restoration in World History (New York: Oxford University Press, 2017), 9-10. Ravina introduces the term ‘radical nostalgia’ to describe the ‘invocation of the distant past to promote radical change in the present’, although he adds that this kind of discourse had precedents in the Tokugawa era.


						20	Gluck, ’End of Elsewhere’, 681. 


						21	Bayly, Birth of the Modern World, 10. Gluck refers to an ‘aspirational modernity’: Gluck, ’End of Elsewhere’, 677.


						22	Margaret J. Kartomi, ’The Processes and Results of Musical Culture Contact: A Discussion of Terminology and Concepts’, Ethnomusicology 25, no. 2 (1981): 246 n.10, https://doi.org/10.2307/851273


						23	In addition, the embassy included students who stayed abroad, among them six girls. See introduction in Kunitake Kume, The Iwakura Embassy 1871–73: A True Account of the Ambassador Extraordinary and Plenipotentiary’s Journey of Observation through the United States of America and Europe, ed. Graham Healey and Chushichi Tsuzuki, trans. Graham Healey, Martin Colcutt, Andrew Cobbing, P. F. Kornicky, Eugene Soviak, Chushichi Tsuzuki, 5 vols., vol. 1: The United States of America (Kamiyakiri, Matsudo, Chiba: The Japan Documents, 2002).


						24	The expression bankoku to gotaiji appears twice in the haihan chiken order of Meiji 4 (1871). 7.14 about the abolition of the domains and the establishment of prefectures. See Dajō ruiten 1 (Available on the website of the National Archives: http://www.archives.go.jp/ayumi/kobetsu/m04_1871_04.html).


						25	Niigata-ken, ed., Shin Niigata-kenshi: Shiryō hen 14 (Kindai 2: Meiji ishin hen II) (Niigata: Niigata-ken, 1983), 931–32. See Margaret Mehl, ‚’Verbote der Bon-Tänze in den Präfekturen Kashiwazaki und Niigata (1872/73)’, in Wege zur Japanischen Geschichte: Quellen aus dem 10. bis 21. Jahrhundert in deutscher Übersetzung, ed. Anke Scherer and Katja Schmidtpott (Hamburg: Gesellschaft für Natur-und Völkerkunde Ostasiens, 2020).


						26	Osterhammel, Verwandlung der Welt, 13. Bayly, Birth of the Modern World, 10–11. 


						27	Garon, ’Rethinking Modernization’, 350.


						28	Tobias Janz and Chien-Chang Yang, ‘Introduction’, in Decentering Musical Modernity: Perspectives on East Asian and European Music History, ed. Tobias Janz and Chien-Chang Yang (Bielefeld: Transcript, 2019). The authors discuss Dipesh Chakrabarty, Provincializing Europe: Postcolonial Thought and Historical Difference, on pp. 26–30. 


						29	Most of the following is based on Jürgen Osterhammel, ‘Globale Horizonte europäischer Kunstmusik, 1860–1930’,’ Geschichte und Gesellschaft 38, no. 1 (2012): 97–99, https://doi.org/10.13109/gege.2012.38.1.86 See also Michael Fend, ‘Witnessing a ‘Process of Rationalisation’? A Review-Essay of Max Weber’s Study on Music’, Max Weber Studies 10, no. 1 (2010), https://doi.org/10.15543/MWS/2010/1/9; Max Weber, ‘[Zur Musiksoziologie] ’, in Max Weber: Zur Musiksoziologie (Nachlaß 1921), ed. Christoph Braun and Ludwig Finscher, Max Weber Gesamtausgabe (Tübingen: J. C. B. Mohr (Paul Siebeck), 2004 (1921)).


						30	Weber did not cite his sources in detail, but most have been identified. See Christoph Braun and Ludwig Finscher, eds., Max Weber: Zur Musiksoziologie (Nachlaß 1921), Max Weber Gesamtausgabe (Tübingen: J. C. B. Mohr (Paul Siebeck), 2004 (1921)). 


						31	Johnson, Out of Time: Music and the Making of Modernity (Oxford: Oxford University Press, 2015), 11, https://doi.org/10.1093/acprof:oso/9780190233273.001.0001 


						32	Ibid., 312.


						33	Tobias Janz and Chien-Chang Yang, ’Introduction’, in Decentering Musical Modernity: Perspectives on East Asian and European Music History, ed. Tobias Janz and Chien-Chang Yang (Bielefeld: Transcript, 2019), 22.


						34	Johnson, Out of Time, 47–49. (Quote on p. 49.)


						35	The Eroica was premiered by the orchestra of the Tokyo Academy of Music, under Gustav Kron. Previously, the first movement had been performed under August Junker: Tōkyō Geijutsu Daigaku Hyakunenshi Hensan Iinkai, ed., Tōkyō Geijutsu Daigaku hyakunenshi: Ensōkai hen 1 (Tokyo: Ongaku no Tomosha, 1990), 281, 351,517. For a treatment of Beethoven’s reception in Japan, see Minoru Nishihara, ‘Gakusei’ Bêtōven no tanjō (Tokyo: Heibonsha, 2000).


						36	Julian Johnson, Who Needs Classical Music? Cultural Choice and Musical Value (New York: Oxford University Press, 2002), xiv. (Introduction to the paperback edition, 2011). Johnson refers to Lawrence Kramer, Why Classical Music Still Matters (Berkeley and Los Angeles: University of California Press, 2007); Joshua Fineberg, Classical Music, Why Bother? Hearing the World of Contemporary Culture through a Composer’s Ears (New York: Routledge, 2006); Carolyn Beckingham, Moribund Music: Can Classical Music be Saved? (Brighton: Sussex Academic Press, 2009). Another is Ian Hewett, Music: Healing the Rift (New York: Continuum, 2003).


						37	Johnson, Out of Time, 245; Hewett, Music: Healing the Rift, 23, 120; Fineberg, Classical Music, Why Bother? Hearing the World of Contemporary Culture through a Composer’s Ears; Beckingham, Moribund Music: Can Classical Music be Saved?, 71. Fineberg is himself a noted composer.


						38	Rinko Fujita, ‘Music education in modern Japanese society’, in Studies on a Global History of Music, ed. Reinhard Strohm (London: Routledge, 2018).


						39	Yumi Aikawa, “Enka” no susume (Tokyo: Bungei Shunjū, 2002), 16162. 


						40	Hiroshi Watanabe, Nihon bunka modan rapusodi, (Tokyo: Shunjūsha, 2002).


						41	Yūko Chiba, Doremi o eranda Nihonjin (Ongaku no Tomosha, 2007), 173.


						42	Tim Blanning, The Triumph of Music: Composers, Musicians and Their Audiences, 1700 to the Present (London: Allan Lane (Penguin), 2008), 111–14.


						43	Blanning argues that these values even inform leading jazz and rock artists of the late twentieth century: Blanning, Triumph, 114–21.


						44	Ibid..


						45	For the global reach of military music, see Martin Rempe, ‘Cultural Brokers in Uniform: The Global Rise of Military Musicians and Their Music’, Itinerario 41, no. 2 (2017), https://doi.org/10.1017/S0165115317000390 


						46	See, for example, Maiko Kawabata, ‘Virtuoso Codes of Violin Performance: Power, Military Heroism and Gender (1789–1830)’, 19th-Century Music 28 (2004), https://doi.org/10.1525/ncm.2004.28.2.089


						47	Blanning, Triumph, 85–6; Cook, Music, 19–21.


						48	Johnson, Out of Time, 132.


						49	Amateurs have received less attention than professional musicians. For a brief commentary on amateur concerts in England, see George Bernard Shaw, ‘A ladylike tremolando in Richmond’, in Music for Love, ed. Christopher Driver (London: Weidenfeld & Nicolson, 1994 (1890–94)).


						50	Blanning, Triumph, 163–65.


						51	Ibid., 84, 85–89.


						52	Blanning does not treat professionalization; nor does he take into account the enormous variations in status between a rock star (such as Brian May) and, for example, a freelance classical musician. For the latter, see Stephen Cottrell, Professional Music-Making in London: Ethnography and Experience, SOAS Musicology Series, (Aldershot: Ashgate, 2004). Or, for a more graphic account: Blair Tindall, Mozart in the Jungle: Sex, Drugs and Classical Music (London: Atlantic Books, 2005). 


						53	Wilfried Gruhn, Geschichte der Musikerziehung: Eine Kultur- und Sozialgeschichte vom Gesangsunterricht der Aufklärungspädagogik zu ästhetisch-kultureller Bildung, second ed. (Hofheim: Wolke, 2003), 98–99.


						54	Nancy Reich, ‘Women as Musicians: A Question of Class’, in Musicology and Difference: Gender and Sexuality in Musical Scholarship, ed. Ruth A. Solie (Berkeley: University of California Press, 1995). See also Martin Rempe, Kunst, Spiel, Arbeit: Musikerleben in Deutschland, 1850 bis 1960 (Göttingen: Vandenhoeck & Ruprecht, 2020).


						55	Reich, ‘Women as Musicians’, 133; Kawabata, ’Virtuoso Codes’. 


						56	Blanning, Triumph, 191-97; Rempe, Kunst, Spiel, Arbeit, 94–112.


						57	Johnson, Out of Time, 142, 145–48. Johnson’s italics.


						58	Blanning, Triumph, 196–97.


						59	For discussion of the piano, see, for example, James Parakilas and E. Douglas Bomberger, Piano Roles: Three Hundred Years of Life with the Piano (New Haven: Yale University Press, 1999).


						60	Quoted in Blanning, Triumph, 181.


						61	For the Orpheus motive, see Johnson, Out of Time; for Japanese performance, see Tōkyō Geijutsu Daigaku Hyakunenshi Hensan Iinkai, ed., Tōkyō Geijutsu Daigaku hyakunenshi: Tōkyō Ongaku Gakkō hen 1 (Tokyo: Ongaku no Tomosha, 1987), 541–52.


						62	Blanning, Triumph, 201.


						63	Blanning, Triumph, 197–204; Christiana Lubinski and Andreas Steen, ‘Travelling Entrepreneurs, Travelling Sounds: The Early Gramophone Business in India and China’, Itinerario 41, no. 2 (2017), https://doi.org/10.1017/S0165115317000377 For Japan, see Kerim Yasar, Electrified Voices: How the Telephone, Phonograph, and Radio Shaped Modern Japan, 1868–1945 (New York: Columbia University Press, 2018), 83–113, https://www.degruyter.com/document/doi/10.7312/yasa18712/html 


						64	Philip V. Bohlman, World Music: A Very Short Introduction (Oxford: Oxford University Press, 2002), 23–34, 64–69, 140–43.


						65	See Shuhei Hosokawa, ‘In Search of the Sound of Empire: Tanabe Hisao and the Foundation of Japanese Ethnomusicology’, Japanese Studies 18, no. 1 (1998), https://doi.org/10.1080/10371399808727638; Seiko Suzuki, ‘“Kagaku” to shite no Nihon ongaku kenkyū: Tanabe Hisao no gagaku kenkyū to Nihon ongakushi no kōchiku’ (Ph.D. Doctoral thesis, University of Tokyo, 2014). For more on the term hōgaku, see Chapter 3.


						66	Bohlman, World Music, 64–69.


						67	Blanning, Triumph, 231–300, 284–85. Blanning also treats ‘people’ and ‘sex’ under this heading.


						68	Celia Applegate, The Necessity of Music: Variations on a German Theme (Toronto: University of Toronto Press, 2017), 70–99; Blanning, Triumph, 284.


						69	Bob van der Linden, ‘Non-Western National Music and Empire in Global History: Interactions, Uniformities, and Comparisons’, Journal of Global History 10 (2015): 433, https://doi.org/10.1017/S1740022815000212


						70	van der Linden, ’National Music’, 438. The dissemination of Western music in the context of European expansion and its influence on the negotiation of local identities is also covered by Nicholas Cook, ‘Western Music as World Music’, in The Cambridge History of World Music, ed. Philip Vilas Bohlman (Cambridge: Cambridge University Press, 2013), https://doi.org/10.1017/CHO9781139029476


						71	Osterhammel, ‘Globale Horizonte‘, 111.


						72	van der Linden, ‘National Music‘, 440. See also Osterhammel, ‘Globale Horizonte’.


						73	van der Linden, ’National Music’, 438.


						74	Ibid., 450–53.


						75	van der Linden, ’National Music’, 446–49.


						76	Karl Signell, ’The Modernization Process in Two Oriental Music Cultures: Turkish and Japanese’, Asian Music 7, no. 2 (Symposium on the Ethnomusicology of Culture Change in Asia (1976), https://doi.org/10.2307/833790 


						77	Signell, ’Modernization Process’, 81


						78	van der Linden, ‘National Music’, 455. For Latin America, especially Mexico, see also Helmut Brenner, ’Absorption und Adaption als Faktoren traditioneller Music in Lateinamerika’, Archiv für Musikwissenschaft 62, no. 1 (2005), https://doi.org/https://www.jstor.org/stable/25162318


						79	van der Linden, ‘National Music’, 453–55. Van der Linden’s focus is on Brazil and Samba; see also Hermano Vianna, The Mystery of Samba: Popular Music and National Identity in Brazil, trans. John Charles Chasteen (Chapel Hill and London: The University of North Carolina Press, 1999). For Tango, both in and outside Argentina, including Japan, see Marta E. Savigliano, Tango and the Political Economy of Passion (Boulder: Westview Press, 1995).


						80	Faye Yuan Kleeman, In Transit: The Formation of the Colonial East Asian Cultural Sphere (Honolulu: University of Hawai’i Press, 2014), 4–5, 7, https://doi.org/10.1515/9780824838614 


						81	The following is based on Heinrich Geiger, Erblühende Zweige: Westliche klassische Musik in China (Mainz: Schott, 2009), 17–41.


						82	Geiger, Erblühende Zweige, 36–38. See also Sheila Melvin and Jindong Cai, Rhapsody in Red: How Western Classical Music Became Chinese (New York: Algora, 2004).


						83	Midori Takeishi, Ongaku kyōiku no ishizue: Suzuki Yonejirō to Tōyō Ongaku Gakkō (Tokyo: Shunjusha, 2007), 77–89; Mehl, Not by Love Alone, 87–90.


						84	Hiroshi Abe, Chūgoku no kindai kyōiku to Meiji Nihon (Tokyo: Fukumura Shuppan, 1990), 86, 100.


						85	Geiger, Erblühende Zweige, 26–27, 32, 33.


						86	Yi meiyu dai zongjiau shuo, Geiger, Erblühende Zweige, 35.


						87	Geiger, Erblühende Zweige, 40.


						88	Ibid., 40–41.


						89	Angela Hao-Chun Lee, ’The Influence of Governmental Control and early Christian Missionaries on Music Education of Aborigines in Taiwan’, British Journal of Music Education 23, no. 2 (2006). 


						90	Patricia E. Tsurumi, Japanese Colonial Education in Taiwan, 1895–1945 (Cambridge, Mass.: Harvard University Press, 1977), 17.


						91	Much of the following is based on Jin-Ah Kim, ‘Transfer und Aneignung. Europäische Kunstmusik in Korea’, Asien 143 (April 2017), https://asien.asienforschung.de/wp-content/uploads/sites/6/2018/01/143_abs_Kim.pdf


						92	Hermann Gottschewski and Kyungboon Lee, ‘Franz Eckert und “seine” Nationalhymnen. Eine Einführung‘, OAG Notizen, no. 12 (2013), http://www.oag.jp/images/publications/oag_notizen/Feature_II_-_Kimigayo.pdf 


						93	Kim, ’Transfer und Aneignung’, 51; Henry Johnson, ’A Modernist Traditionalist: Miyagi Michio, Transculturalism, and the Making of a Music Tradition’, in Rethinking Japanese Modernism, ed. Roy Starrs (Leiden: Brill, 2012), 256–57.


						94	Gottschewski and Lee, ‘Franz Eckert’.


						95	Kim, ‘Transfer und Aneignung’, 53–55.


						96	Yūichi Iwano, Ōdō rakudo no kōkyōgaku: Manshū – shirazaru ongakushi (Tokyo: Ongaku no Tomosha, 1999); Melvin and Cai, Rhapsody in Red, 100–02; Yasuko Enomoto, Shanhai ōkesutora monogatari: Seiyōjin ongakukatachi no yume (Tokyo: Shunjūsha, 2006).


						97	Geiger, Erblühende Zweige, 43.


						98	Margaret Mehl, Not by Love Alone: The Violin in Japan, 1850–2010 (Copenhagen: The Sound Book Press, 2014), 140–59.


						99	Ben Okano, Metteru Sensei: Asahina Takashi, Hattori Ryōichi no Gakufu, Bōmeisha Ukurainejin shikisha no shōgai (Tokyo: Rittōmyūjikku, 1995).


						100	Junko Iguchi, ’Osaka and Shanghai: Revisiting the Reception of Western Music in Metropolitan Japan’, in Music, Modernity and Locality in Prewar Japan: Osaka and Beyond, ed. Hugh De Ferranti and Alison Tokita (Farnham, Surrey: Ashgate, 2013). The role of the Russian musical community in the Kansai area, however, has yet to be examined in detail.


						101	Iguchi, ’Music, Modernity and Locality’, 286–87.


						102	Yuiko Asaba, In between the ‘Continents’: Japanese Tango Musicians in China,1920s-1940s. Talk given at Oxford International History of East Asia Seminar (online), 25 May 2020.


						103	The following is based on Lubinski and Steen, ’Travelling Entrepreneurs’.


						104	Lubinski and Steen, ’Travelling Entrepreneurs’, 284.


						105	Ibid., 287.


						106	Toru Mitsui, Popular Music in Japan: Transformation Inspired by the West (New York: Bloomsbury Academic & Professional, 2020), 159–62, https://doi.org/10.5040/9781501363894. See also Hiromu Nagahara, Tokyo Boogie-Woogie: Japan’s Pop Era and its Discontents (Cambridge, MA 2017), https://doi.org/10.4159/9780674978409


						107	Kleeman, In Transit: The Formation of the Colonial East Asian Cultural Sphere, 187.


						108	Sōgyō 1910 nen koronbia rekōdo no otakara ongaku, CC-R 2, Columbia Music Entertainment 2007, liner notes for Arirang; see also ’Senzen no Chōsen ryūkōka rekōdo’ http://busan.chu.jp/toko/fal/10.html 


						109	E. Taylor Atkins, ‘The Dual Career of “Arirang”: The Korean Resistance Anthem that Became a Japanese Pop Hit’, The Journal of Asian Studies 66, no. 3 (2007): 646, https://doi.org/http://www.jstor.org/stable/20203201 As Atkins notes, Arirang is not really one song; there are thousands of versions.


						110	The Seventh Infantry Division Association, History, https://www.7ida.us/history.asp 


						111	Atkins, ‘“Arirang”,’ 666–67.


						112	The designation as an Important Intangible Cultural Asset by the South Korean Cultural Heritage Administration reportedly ‘applies to all folk tunes called Arirang that have been handed down in local provinces across the country’. See https://world.kbs.co.kr/service/news_view.htm?lang=e&Seq_Code=113609 


						113	Cook, ’Western Music as World Music’, 89.


						114	Ibid., 79. This certainly applies to Japan, particularly to the image of Beethoven.


						115	David Schoenbaum, ’Countries and Western: The Geopolitics of Music’, The Wilson Quarterly, Winter (2015), http://wilsonquarterly.com/quarterly/fall-2014-the-great-wars/what-spread-classical-music-tells-us-about-globalization/ 


						116	Wade, Composing Japanese Musical Modernity, 10.


						117	See Cook, ’Western Music as World Music’; van der Linden, ’National Music’. My understanding of the ‘classical model’ is in part based on Ruth Finnegan, The Hidden Musicians: Music-Making in an English Town (Cambridge: Cambridge University Press, 1989), 133–36, likewise my use of the term ‘musical worlds’.


						118	Cook, ’Western Music as World Music’, 89. Whether Cook is right in describing it as ‘most strongly rooted in Asia’ depends on how ‘rooted’ is understood. Saegusa describes Asia as the new centre of classical music, but only in terms of consumption, in what he characterizes as a region where classical music is still underdeveloped (mikai). See Saegusa, Kyōten dōchi kurashikku, 170–71.


				



OEBPS/image/obp.0374.jpg
GeeiNe

i
%
35

2
\

| NI i o S

Music AND THE MAKING OF

MODERN JAPAN
JOINING THE GLOBAL CONCERT

MARGARET MEHL

=
Fé
5

B

&5
o8






OEBPS/font/NotoSerif-Regular.ttf


OEBPS/font/TeXGyrePagella-BoldItalic.otf


OEBPS/image/CC-BY-NC-ND.png
(OSO





OEBPS/image/OA_circle_text.png
OPEN
ACCESS





OEBPS/image/medium_resolution.jpg





OEBPS/font/NotoSerifJP-Regular.otf


OEBPS/font/TeXGyrePagella-Italic.otf


OEBPS/font/TeXGyrePagella-Bold.otf


OEBPS/font/CalifornianFB-Reg.TTF


OEBPS/font/NotoSerif-Italic.ttf


OEBPS/image/OBP_logo_color.png
OpenBook
Publishers





OEBPS/font/TeXGyrePagella-Regular.otf


