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      Quite a number of major North American universit ies have ethnomusicology 

programmes, many housed within departments of music.[1]  To date, however, 

UCLA is unique in having the only independent Department of Ethnomusicology 

in the United States. 

  

History 

           Ethnomusicology has an unusual ly long history at UCLA, which has been a 

major pioneer in the f ield as it exists today in North America[2]: the wel l-known 

scholar Mantle Hood[3] arrived here to teach in the music department in 1954, 

eventual ly establ ishing an Institute of Ethnomusicology in 1961, at which he 

promoted the concept of “bi-musicality”—i.e. that scholars can and should 

become competent performers of the musical tradit ions they research.  Thus 

someone brought up to play Euro-American classical music who wishes to 

research music of Indonesia or West Afr ica should also learn to play it  

competently.  A brochure for the Institute issued in 1967 l ists a stunningly wide 

array of performance courses: in music of Bali, the Balkans, China, Ghana, India, 

Japan, Java, Korea, Mexico, Persia, the Phil ippines, and Thailand, with many of 

these classes taught by special ists from the countr ies concerned.[4]  This 

tradit ion of performance courses has continued to the present day; whi le the 

cultures represented have changed somewhat, we st i l l  of fer more than ten 

dif ferent classes per year.  Outstanding instructors include Chi Li,  a graduate of 

the China Conservatory of Music, who was formerly erhu soloist for the National 

Tradit ional Orchestra of China; and international ly known North Indian virtuosi 

Shujaat Khan (sitar) and Abhiman Kaushal (tabla).[5]    

      At the same time, right from the earl iest days, performance and 

heavyweight scholarship have gone hand in hand: for example, during the 

1960s, famed American musicologist Charles Seeger[6] was assoc iated wi th the 

Institute as a research musicologist, whi le from 1968 to 1983, the dist inguished 

Ghanaian scholar J.H. Kwabena Nketia served as a professor.[7]  After the 

dissolution of the Institute of Ethnomusicology in 1974, ethnomusicology 

became a programme within the Department of Music, but since 1989 it has 

been an independent department under the School of Arts and Architecture.  In 

the early 21s t  century, UCLA’s ethnomusicology programme is recognized as one 
of the leaders in the f ield in North America.  Students benefit not only from the 

academic and performance offerings here, but also from our location in Los 
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Angeles.  One of the most dynamic and ethnical ly diverse cit ies in the world, LA 

offers many local research, performance, outreach, and training opportunit ies. 

  

Ethnomusicology at UCLA Today 

           Today we offer graduate studies leading to the M.A. and Ph.D. in 

ethnomusicology[8] or systematic musicology,[9] and an undergraduate major in 

ethnomusicology[10] that divides into two main tracks: a general, world music-

focused stream, and the more recent jazz studies programme, establ ished in 

1996 by renowned jazz musician Kenny Burrel l  “with the goal of producing 

students who wi l l  emerge as outstanding jazz performers with a strong 

academic foundation.”[11]  At the undergraduate level,  the f i f teen or so 

students we accept each year take a mixture of academic, music theory, and 

performance classes; at the graduate level,  for which we general ly have an 

annual incoming class of f ive to ten, most students continue with performance in 

their chosen tradit ion(s) while pursuing their academic work.[12] In addit ion, 

many of our undergraduate lecture c lasses are open to students from al l  over 

the university, and often have enrol lments of several hundred.[13] 

           Graduate students take most of their courses in the department, but also 

have to take at least some classes from other departments (such as 

anthropology, history, world arts and cultures, musicology, etc.), in order to 

broaden their knowledge in what is, after al l ,  a highly interdiscipl inary f ield.  

UCLA’s strengths in area and ethnic studies are part icular ly helpful here: we 

have interdiscipl inary centres for areas including China, Japan, Korea, 

Southeast Asia, South Asia, the Near East, Europe/Eurasia, and Afr ica,[14] and 

for certain ethnic groups within the United States: African Americans, American 

Indians, Asian Americans, and Chicanas/os.[15]  These centres offer many 

activit ies and in some cases grant, internship, or employment opportunit ies to 

interested students, al lowing them to connect with faculty and fel low students 

in a great range of d isc ip l ines who nevertheless share an interest and expert ise 

in the cultures and languages concerned.   

           The range of countr ies and cultures in which our graduate students pursue 

research is extremely wide: at present, we have people working in Afr ica, many 

different parts of Asia, several European countries, Latin America, the Middle 

East, and North America.  For example, I currently have advisees working in 

Xinj iang; Taiwan; the Chinese diaspora to America, Southeast Asia and the 

Pacific; Mongolia; Burma; Thailand; the Phil ippines; Bali; Japan; and Korea.  

Whi le some students are insiders to the cultures they research, others are not,  

so that they have to acquire both cultural and l inguist ic competence to carry out 

their work.  The range of topics chosen is also very wide, including 

rel igious/ritual music and theatre, secular music and theatre, tradit ional music, 

popular music, music in urban areas, issues of identity, modernity, diaspora, 

etc., with a concomitantly wide set of theoretical interests.  Appended to this 

paper is a set of  d issertat ion summaries written by several  of  our students who 

have just completed, or are just completing, their Ph.D.s, to give readers an 

idea of the breadth of subject matter and approaches taken.[16] 

      Most of the core full-time academic faculty members have a principal 

geocultural area of research, but they also bring other ski l ls and experience to 

their teaching.[17]  For example, A.J. Racy is a distinguished performer as well 

as scholar of Middle Eastern music, and a composer; Jacquel ine Cogdell  DjeDje, 

the current chair of the department, and a special ist in music of West Afr ica and 

African Americans, has served as a panel ist for the Folk Arts Program of the 

Nat ional Endowment for the Humanit ies; Steve Loza, whose research focuses on 

Latin American music, is a member of the Grammy Awards National Screening 

Committee; Cheryl Keyes is a special ist on African American popular music who 

has also consulted extensively for legal f irms on copyright and other issues 

relat ing to hiphop art ists; Tara Browner brings her experience as a part ic ipant 

in American Indian powwow dancing, and as a professional t impanist and 

percussionist, to her work; Timothy Taylor, who is currently working on a history 

of music in advertising, straddles the ethnomusicology and musicology 

departments; and Anthony Seeger’s previous employment as head of the 

Indiana University Archives of Tradit ional Music, and later of the record company 

Smithsonian Folkways, al lows him to offer popular courses on archiving and the 

music industry, in addit ion to those on the Americas.  I am a special ist in 

Chinese music, but have also developed an expert ise in grantsmanship (the 

writ ing of grant appl icat ions to fund study and research), which I teach as an 



annual course—something that is essentia l  for scholars and students in North 

America, where much funding for our work is highly competit ive, and offered by 

a panoply of government agencies and pr ivate foundations.  

  

The Ethnomusicology Archive and Other Facilities 

           One of the department’s greatest strengths is the f ine Ethnomusicology 

Archive, the third largest of i ts kind in the United States, which was establ ished 

in 1961 as part of the Institute of Ethnomusicology.[18]  Collecting both f ield 

and commercial recordings from around the world, the Archive has two 

permanent professional staff  and several  part-t imers, including some students, 

who cover technical needs and cl ient services.  It is an invaluable resource for 

faculty and student research, but also serves the general  publ ic and 

part ic ipates in numerous outreach activit ies (a few of which are outl ined 

below).  Its plans for the future include a greater emphasis on restorat ion of 

historical recordings.  The current archivist, John Vall ier, cooperates with 

Anthony Seeger in running a popular course, “Audio-Visual Archiving in the 21s t  
Century,”  concurrently l isted for graduates and undergraduates.[19]  John 

Val l ier also runs a weekly internet radio show, “Sounds from the Vaults of the 

Ethnomusicology Archive,”  to bring the col lect ions to wider notice.[20] 

         Other important assets of the department include a research laboratory 

with audiovisual, computing, and electronic equipment, which is currently being 

updated, and benefits from the oversight of professional electronics technician 

David Martinell i[21]; the publ ications programme, which publ ishes an occasional 

journal, individual monographs, and audio-visual products, and offers interested 

students useful  professional experience in edit ing and running such an 

enterpr ise[22]; and a huge col lection of musical instruments from around the 

world, many of which are used in our performance classes.[23] 

      These faci l it ies also offer part-t ime employment opportunit ies to graduate 

students wanting broad professional training; otherwise, most of the f inancial  

aid open to them comes in the form of non-working fel lowships, and, principally, 

service as teaching assistants to professors running large lecture courses in 

subjects such as music of the world and the development of jazz.   We put al l  

graduate students through courses to ass ist  them in learning how to teach, and 

how to use technology in their teaching; as a result  of this,  on graduation they 

are equipped with very up-to-date ski l ls in pedagogical technology.  

  

Wider Contributions to the Field and Community Service 

      UCLA’s contr ibutions to the wider f ie ld of ethnomusicology continue to be 

substantial.   Inf luential graduates of the Ph.D. programme have included 

several  wel l-known scholars who have gone on to establ ish the f ie ld at  other 

universit ies—for instance, José Maceda (1917-2004), the pioneering 

ethnomusicologist of the Phi l ippines, who completed his Ph.D. in 1964, founded 

the Department of Asian Music at the University of the Phi l ippines, and trained 

later generations of Phi l ippine scholars.[24]  Not al l  Ph.D. graduates have 

fol lowed a conventional route through academia: Daniel Sheehy, for example, 

who graduated in 1979, has had a dist inguished career with government 

agencies, becoming staff ethnomusicologist and director of Folk and Tradit ional 

Arts at the National Endowment for the Arts, before succeeding Anthony Seeger 

in 2000 as director of Smithsonian Folkways Recordings.[25]  Similarly, Nora 

Yeh, whose Ph.D. was awarded in 1985, is now an archivist at the American 

Folkl i fe Center, Library of Congress.[26]   Some students who choose to stop at  

the M.A. also go on to success in related areas—one recent M.A. graduate, for 

instance, is Nicholas Bergh, who is an expert in historical f ield recordings and 

current f ield recording techniques, and is pursuing a career in sound recording 

and restorat ion.   

           Our graduate students are always very act ive in presenting papers at 

national and international conferences (including at the International Counci l  for 

Traditional Music in Fujian, in January 2004), and several faculty members are 

heavily involved in professional organizations in the f ield.  At present, Timothy 

Rice, former chair of the department, is president of the Society for 

Ethnomusicology, while I am a vice-president of SEM, and Anthony Seeger is 

secretary-general of the International Counci l  for Tradit ional Music, whose off ice 

is currently situated in our department.   

      Outreach activit ies occur both at local and at international levels.  The 

department offers numerous lectures and publ ic concerts throughout the 



academic year, in particular the annual spring festival of world music.  In 

addit ion, many of our undergraduate and graduate students take part in 

programmes to teach world music in Los Angeles-area schools,  and our 

Ethnomusicology Archive has spearheaded two recent init iat ives to work with 

musicians of the local Fil ipino American and African American communities,[27] 

as well  as participating in the international Central Asian Archiving Project.[28]  

      Individual faculty members, too, pursue signif icant avenues of community 

service and international exchange.  For example, emeritus professor Nazir Al i  

Jairazbhoy was a prime mover in founding the Archives and Research Centre for 

Ethnomusicology in India in 1982.[29] In addit ion, he and Amy Catl in, his wife 

and co-researcher (a visit ing faculty member at UCLA), produce educational 

v ideos based on their f ie ldwork in India and elsewhere, to plug a s ignif icant gap 

in world music educational resources[30]; recently they have also been involved 

in projects to assist the Afr ican-Indian Sidi community with cultural preservation 

and economic development.  I frequently participate as interpreter, translator, 

and general intermediary for Chinese musicians and scholars travel l ing abroad—

most recently, for the twenty-two Yunnanese music ians who performed in the 

Amsterdam China Festival in October 2005.  Along similar l ines, in 2000, Steve 

Loza col laborated with CENIDIM, the national centre for music research in 

Mexico, to bring a series of concerts and lectures on different world music 

tradit ions to Mexico City, where such programmes have been much less common 

than in the United States.   The department as a whole is a lso fortunate to have 

international visit ing scholars with us from time to t ime, either teaching or 

conducting independent research; from China, we welcomed Profs. Zhang 

Xingrong and Li Wei of the Yunnan Art Institute in 1999, and currently host Dr. 

Liu Yong of the China Conservatory of Music. 

  

Addendum: Ph.D. Dissertation Summaries by Recent Graduate and Soon-to-

Be Graduates 

1.  Gina Andrea Fatone, Ph.D. 2002, currently assistant professor of music at 

Bates College, Maine. “Making Hands Sing: Vocal-to-Motor Transfer of 

Melody Within Classical Scottish Highland Bagpiping and Selected Asian 

Instrumental Traditions in North America.” 

  

      This cross-discipl inary study explores the nature and eff icacy of a type of 

cross-modal music learning I call “vocal-motor transfer”  which is prevalent 

within instrumental music pedagogy on a cross-cultural scale.  In vocal-motor 

transfer, vocal rendit ions of music to be played on an instrument are learned 

through vocal ization prior to, or concurrent with, the development of motor 

ski l ls necessary for instrumental transference. Melodies are encoded by means 

of a mnemonic vocable inventory which may consist of purely symbolic syl lables, 

or vocables bearing varying degrees of isomorphic resemblance (along several 

dimensions) to intended instrumental sounds.  What makes this learning 

process so effect ive? I pursue this quest ion from several perspect ives, 

approaching it  ethnographical ly through the perceptions of practit ioners within 

selected tradit ions in North America, as wel l  as through the appl icat ion of 

materials from discipl ines outside music (including cognitive science and 

language evolution). The ethnographic port ion of my study includes several 

components: 1) my own learning experience within one tradit ion (canntaireachd, 

a form of vocal notat ion used by Scott ish Highland bagpipers to teach the 

classical repertoire cal led pìobaireachd), 2) observation and experience of 

pìobaireachd instruction within the Scott ish stronghold of Atlantic Canada, and 3) 

documentation of vocal-motor transfer within two Asian tradit ions as taught in 

the United States (Japanese gagaku and North Indian instrumental music).  I 

conclude there is clear ethnographic support for exist ing empirical data 

regarding the role of auditory feedback mechanisms and other mental 

representations of music (including imagined singing and imagined hearing) in 

vocal-motor transfer. I also interpret vocal-motor transfer as an embodied form 

of cross-modal learning, and, based on evolut ionary theories of language, 

consider the possible role of an evolut ionary interact ion between vocal and 

manual gesture in the eff icacy of this learning process.  Further dialogue 

between musicians and cognit ive scientists is c learly needed to i l luminate this 

topic.   Overal l ,  this study contr ibutes to an understanding of the nature of 

musical instruction and how the mind processes information in the pedagogical 

process—issues of importance to ethnomusicology and other f ie lds of research. 



  

2.  Chiung-Chi Chen, Ph.D. expected December 2005.  “From the Sublime to 

the Obscene: The Performativity of Popular Religion in Taiwan.” 

  

      This dissertation examines the continuity and changes in performing arts in 

popular rel ig ion over the last three decades in contemporary Taiwan through 

ethnographic f ieldwork. Performances, especial ly music and theatrical forms, 

have been intr icately associated with and have played an act ive role in 

construct ing popular rel igious culture; they have also been shaped by prevai l ing 

rel igious practice. Drawing on theories of performativity enunciated by theorists 

Michael Taussig, Judith Butler, and Maurice Bloch, this dissertation focuses on 

two drast ical ly contrast ing types of performances at Taiwanese temple 

fest ivals: one is tradit ional moral iz ing r itual opera that can be traced back at 

least  to the 17 th  century and, although having undergone enormous change in 
its performance practice, is st i l l  vigorously performed; the other is str iptease 

shows accompanied by contemporary Taiwanese pop music, which emerged in 

the early 1980s and became ubiquitous not only at temple fest ivals but also at 

weddings and funerals throughout the 1980s and 1990s.  

           I analyze these performances as modes of social act ion in which meanings 

are mult iple, variously interpreted by participants and spectators. By 

contextual iz ing these performances and their transformation over t ime, I 

suggest that we cannot reduce them to merely a moral degradation. Rather, i t  

is potential ly more cr it ical  to see the phenomenon as an unspoken social  

cr it ique of the rough and chaotic transit ion to capital ist and industrial society in 

Taiwan. The analysis draws on original f ie ldwork research conducted among 

musicians, temple patrons, theatr ical troupes, and worshippers in Taiwan during 

the years 1995-1999 and in 2002-2003. In addit ion, periodicals, newspapers 

and historical documents are used to construct the trajectory of transformation 

over time.  

  

3.  J. Martin Daughtry, Ph.D. expected 2006. “‘Émigrés from Atlantis’: 

Russian Bards Crossing the Soviet/Post-Soviet Divide.”  

  

      This is a dissertat ion-in-progress that invest igates a genre of  Russian-

language sung poetry that enjoyed great popular i ty among the Soviet 

intel l igentsia in the years after Stal in’s death. This genre, cal led avtorskaia 

pesnia (commonly translated as “authors ’ songs”), and its practit ioners (cal led 

“bards”) were not off ic ial ly recognized by the Soviet authorit ies. The result ing 

unofficial, “semi-underground” status lent an air of subversion to the music 

that, along with its intimate lyrics and Spartan musical accompaniment on a 

single guitar, contrasted starkly with “official”  genres of  the post-Stalinist 

per iod. The result ing opposit ional ideological  charge was seen as so central  to 

avtorskaia pesnia ‘s  identity that many practit ioners predicted that the genre 

would quickly wither away in the wake of the Soviet Union’s 1991 demise. More 

than a dozen years later, these predict ions have fai led to material ize: 

avtorskaia pesnia cont inues to be performed and patronized throughout the 

Russian-speaking world. 

      Using a combination of historiographic, ethnographic, and musicological 

methods, this dissertat ion seeks to map the changes and cont inuit ies that have 

obtained as the producers and consumers of  avtorskaia pesnia have negot iated 

the tempestuous waters separat ing the pre-perestroika Soviet era from the 

current “post-Soviet”  per iod. Chapter one discusses the epistemological  

quest ions (“What is  avtorskaia pesnia?”  “Is i t  a genre or something else?” 

“What are its def ining characterist ics?”) that have been the col lect ive 

obsession of the music ’s supporters and detractors for the past f i f ty years. In 

this chapter, the interdiscipl inary discourse on genre, def ined by Hans Jauss as 

a  “horizon of expectat ions,”  is employed to both i l luminate the avtorskaia pesnia 

community’s attempts to def ine i tsel f  and to suggest a way out of the c ircular 

reasoning that characterizes much of i ts debates. In this chapter, I examine the 

debate over genre in three domains: (1) Russian theoret ical discussions of 

avtorskaia pesnia; (2) the less formal discursive f ield generated by performers 

and fans; and (3) the metaphorical “debate” that is  enacted by the songs 

themselves. 

           Chapters two and three deal with the phenomenology of performance in the 

Soviet and post-Soviet eras, respectively. Here I employ ethnographic “ thick 



description” and f ine-grained musicological  analysis to give the reader a sense 

of the evolving dynamics of avtorskaia pesnia performance, and thus, the 

changing ways in which performance helps art iculate the community’s complex 

and often contradictory att itudes about aesthetics, ethics, pol it ics, economics, 

history, power, and class. Chapter four gives similar treatment to avtorskaia 

pesnia as it is performed in contemporary émigré communities in the United 

States. 

      The concluding chapter, entitled “The Aesthetics of Attenuation,”  is  an 

attempt to provide a new theoretical frame for understanding musical tradit ions 

that persist in the wake of cataclysmic sociopol it ical change. As the 

practit ioners of avtorskaia pesnia crossed the Soviet/Post-Soviet divide, they 

developed a profound ambivalence toward their music that was deeply l inked to 

their att itudes toward the quickly-receding Soviet past and the chaotical ly-

emerging post-Soviet present. At the same t ime, the relat ive sal ience of the 

genre sharply dropped, as post-Soviet audiences became deluged with the host 

of foreign and homegrown musical styles that state censorship had previously 

suppressed. The introduction of market capital ism placed further strains on, and 

opened up new opportunit ies for,  the post-Soviet bards. Al l  of these changes 

occurred at a fragi le historical moment when people’s  att i tudes toward the 

Soviet Union, that massive “Atlantis”  from which they were al l  temporal 

“émigrés,”  were being ref igured. In attempting to understand the way in which 

this unofficial Soviet music has come to signify, albeit in an attenuated form, in 

the post-Soviet era, the dissertat ion provides a platform for the discussion of 

other instances in which “yesterday’s music”  struggles to make sense in 

radical ly new environments. 

  

4.  Guilnard Moufarrej, Ph.D. expected December 2005. “Music and the Ritual 

of Death among the Maronite Christians of Lebanon.” 

  

      My dissertation examines the development of music and ritual in the funeral 

tradit ion of the Maronites, a Lebanon-centered indigenous Christ ian community 

in communion with the Roman Cathol ic Church. In the late twentieth century, 

modernizat ion, global izat ion, emigration, the Lebanese war (1975–1990), and 

other factors combined to alter many aspects of the r itual.  

I address several issues, including the impact of pol it ical, economic, and social 

changes in Lebanese society on the pract ice of the r i tual; the role of laments 

and canticles in creating a communal feel ing among the participants; the 

response of the Maronite Church to cultural global izat ion; and f inal ly, people’s  

att i tudes towards death and how they are changing in accordance with changes 

in lifestyle. 

          I employed two major research methods in investigating the Maronite 

funeral r i tual and the music associated with it: the f irst was ethnographic 

f ie ldwork that al lowed me to document the contemporary situat ion; the second 

was the analysis of histor ical  manuscr ipts and books to understand i ts 

antecedents. Inspired in large measure by the work of ethnomusicologist Kay 

Shelemay and historical musicologist Peter Jeffery, this diachronic approach of 

integrating history with ethnographic research, sti l l  uncommon in the f ield, 

offers invaluable avenues for understanding the development and current 

practice of this tradition. 

      I carried out my major fieldwork from July 2002 to July 2003. During my stay 

in Lebanon, I  attended a dozen funerals and was therefore able to conduct 

interviews in many dif ferent vi l lages, where I acquired a general idea of the 

differences and similarit ies in Maronite funeral customs. My archival research 

involved an examination of a manuscript from the year 1480 and other edited 

books of funeral l iturgy. Working on the manuscript, which is written in Syriac, a 

dialect of Aramaic, necessitated learning a dead language. My hardest chal lenge 

was to f ind a Syriac teacher, especial ly s ince only a few people are capable of 

teaching it today. 

           My status as an insider provided me with extensive access to the Maronite 

community. I was welcomed by the community and offered assistance, yet being 

involved with the community meant sharing grief and pain. I had to experience 

people ’s pain in order to understand their behavior and response to gr ief.  In 

the early stages of my research, I was reluctant to talk expl ic it ly about my 

subject in a culture that considers death taboo. Later on, as I gained more sel f-

conf idence in broaching the subject and acquired people’s respect, my task 



became easier. 

       Drawing upon Arnold van Gennep’s model of r i te of passage and Victor 

Turner’s concept of l iminality, I examined the three-stage sequence of  the 

Maronite funeral r itual in its rel igious and social dimensions, with special 

attention to the second stage―that is, the l iminal or transit ional stage. My 

analysis of the r itual benefited from the interpretive and symbolic approach of 

Cl i f ford Geertz. I also referred to practice theory, and in particular, to Pierre 

Bourdieu’s concept of habitus to show how human act iv i t ies are means by which 

human beings continual ly reproduce and reshape their social and cultural 

environments.   

  

5.  Kathleen Noss Van Buren, Ph.D. expected 2006. “Making Music with a 

Message: Arts and Community Education in Nairobi, Kenya.” 

  

      Ethnomusicologists have demonstrated growing interest in how music might 

shape as wel l  as ref lect society. My dissertat ion takes this invest igation further, 

focusing on the use of music by art ists and organizations in Nairobi, Kenya, for 

community education campaigns (such as to address HIV/AIDS, children’s r ights, 

and drug and alcohol abuse). Based on f ie ldwork in the 1990s and 2004, my 

dissertat ion is entit led “Making Music with a Message: Arts and Community 

Education in Nairobi, Kenya.”  Issues I consider include: the dif fer ing roles and 

perspectives of part ic ipants in educational performances (art ists, sponsors, 

target audiences); historic precedents for contemporary efforts; strategies for 

communicat ion and education through the arts; and the benef its and chal lenges 

of communicating about specif ic issues such as HIV/AIDS through the arts. My 

work in Nairobi involved: interviews with participants in educational programs; 

audio and video recording of performances; part ic ipation in arts ensembles; 

volunteer work with community organizat ions focused on issues such as 

HIV/AIDS and children’s r ights; and col lection of media and print materials on 

music and education campaigns. 

          My research reveals an ongoing batt le between music ref lect ing and music 

shaping society. Whi le a number of art ists and organizat ions in Nairobi are 

drawing upon music for educational purposes, performances are frequently 

unpol ished and uses of music only secondary (for instance, l i tt le t ime is spent 

developing performances and music is used only to attract audiences, whi le 

other arts convey the key messages). Furthermore, individuals who bel ieve 

f irmly in the abil ity of music to promote social change and who carefully 

construct performances in order to communicate to audiences are l imited in their 

abil ity to impact audiences by a number of social, cultural, and polit ical factors 

( including perspectives on music in Kenya and on part icular issues such as 

HIV/AIDS, as wel l  as a prevai l ing dependence on donors). 

      Born and raised in Cameroon, West Africa, my interest in Africa, in African 

arts, and in issues such as HIV/AIDS is personal as wel l  as academic. As I have 

pursued undergraduate and graduate studies in the United States,  I  have 

sought ways in which to contribute back to l i fe in Africa both academical ly and 

practical ly. Researching the use of music for community education has offered 

me a unique opportunity to further academic knowledge about Afr ican 

performance and also to contribute practical ly to the l i fe of African communities. 

Focusing on issues such as HIV/AIDS has enabled me to col laborate in the f ield 

as wel l  as in scholar ly discussions with others who are try ing to understand and 

hopeful ly to help counter some of the greatest chal lenges affect ing Afr ican 

communit ies and the world today. 

  

6.  Chuen-Fung Wong, Ph.D. expected 2006. “Music Making and Cultural 

Identity among the Uyghur in Modern China.” 

  

      My research concerns the musical cultures of the Uyghur (re-romanized in 

Mandar in Chinese as “Weiwuer”) people in the Xinj iang Uyghur Autonomous 

Region. I f irst came across Uyghur music in the transcription course I took at 

the Chinese Univers i ty of  Hong Kong, where students were ass igned to 

transcribe an incomprehensibly elaborated melody from a classical Muqam suite. 

My curiosity about Uyghur music, however, was not thwarted by this somewhat 

negative experience. I was lucky enough to attend a concert by the Xinj iang 

Muqam Ensemble at the Hong Kong Arts Fest ival 2000, featuring selected 

excerpts from the On Ikki Muqam suites. I  was enthral led not only by the 



beautiful ly crafted instruments but also by their sonorous t imbre, sophist icated 

melodic modes, and vigorous rhythmic patterns. These init ial encounters 

brought me to prel iminary f ieldtrips to Urumchi and Kashgar in the summers of 

2002 and 2003.  

        Back at UCLA, in order to prepare for the required language ski l ls for future 

f ieldtr ips, I spent two years studying modern Turkish in the Department of Near 

Eastern Languages and Cultures. To equip myself  with a sol id musical 

background in Central Asian and Middle Eastern music, I also played the 

Egypt ian end-blown f lute  nāy in the Near Eastern music ensemble directed by 

Professor Al i  J ihad Racy at UCLA, and the Central Asian transverse f lute ney in 

the Los Angeles-based Gul istan Dance Theatre. Then I went on another two 

longer f ieldtrips to Xinjiang during the academic year 2004-05, when I studied 

Uyghur language at the Xinj iang Arts Col lege and the seven-string plucked lute 

rawap under Professor Al im Qadir. I also conducted numerous interviews with 

local musicians and scholars, attended various performances from staged 

concerts to rural meshrep, and made copious f ield recordings. Entit led “Music 

Making and Cultural Identity among the Uyghur in Modern China,”  my 

dissertat ion studies the dynamic relat ionship between music making and the 

construction of ethnic identit ies among the urban Uyghur in the capital city of 

Urumchi. It investigates the musical practices and cultural meanings in an urban 

setting, including the revital ization of traditional musical forms, tourist-or iented 

musical performance, the popular music industry, and the modernization of 

classical and rural music performance. I i l lustrate how music making has played 

a central role in the process of identity formation, through the interactions 

between historical discourses, ethnicity, cultural policy, and social l i fe. I 

conclude the dissertation by theorizing the postcolonial pol it ics of marginal ity 

and periphery and its broader s ignif icance to the study of ethnomusicology as a 

whole. 
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[2] In the fol lowing historical outl ine, I have drawn heavi ly on the relevant 

sect ion of the department website (http://www.ethnomusic.ucla.edu); on 
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in his home country of Ghana, where he founded and acted as f irst director of 
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Because of shortness of space, I  concentrate in this paper on the 

ethnomusicology programme.  Systematic musicology offers a scientif ic/empirical 

stream that includes music perception and cognit ion, acoustics, analysis of 

t imbre, etc., taught by Roger Kendall; and a phi losophical stream that highl ights 

music aesthetics, sociology of music, semiotics, hermeneutics, and crit ical 

theory, taught by Roger Savage.  In practice, many students in each programme 

f ind it  useful to take courses in the other. 

[10] http://www.ethnomusic.ucla.edu/degreeprograms/ugethno.htm#description 
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further year of coursework, and then doctoral exams, f ield research, and writ ing 

up that are l ikely to take three more years—i.e. four in total beyond the M.A.  
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[15] http://www.gdnet.ucla.edu/iacweb/iachome.htm 
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