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Europea: Ethnomusicologies and Modernities
Series Editors: Philip V. Bohlman and Martin Stokes

The new millennium challenges ethnomusicologists, dedicated to studying the music of
the world, to examine anew the Western musics they have treated as “traditional,” and
to forge new approaches to world musics that are often overlooked because of their de-
ceptive familiarity. As the modern discipline of ethnomusicology expanded during the
second half of the twentieth century, influenced significantly by ethnographic methods
in the social sciences, ethnomusicology'’s “field” increasingly shifted to the exoticized
Other. The comparative methodologies previously generated by Europeanist scholars to
study and privilege Western musics were deliberately discarded. Europe as a cultural area
was banished to historical musicology, and European vernacular musics became the
spoils left to folk-music and, later, popular-music studies.

Europea challenges ethnomusicology to return to Europe and to encounter its dis-
ciplinary past afresh, and the present is a timely moment to do so. European unity
nervously but insistently asserts itself through the political and cultural agendas of
the European Union, causing Europeans to reflect on a bitterly and violently frag-
mented past and its ongoing repercussions in the present, and to confront new chal-
lenges and opportunities for integration. There is also an intellectual moment to be
seized as Europeans reformulate the history of the present, an opportunity to move
beyond the fragmentation and atomism the later twentieth century has bequeathed
and to enter into broader social, cultural, and political relationships.

Europea is not simply a reflection of and on the current state of research. Rather, the
volumes in this series move in new directions and experiment with diverse approaches.
The series establishes a forum that can engage scholars, musicians, and other interlocu-
tors in debates and discussions crucial to understanding the present historical juncture.
This dialogue, grounded in ethnomusicology’s interdisciplinarity, will be animared by re-
flexive attention to the specific social configurations of knowledge of and scholarship on
the musics of Europe. Such knowledge and its circulation as ethnomusicological schol-
arship are by no means dependent on professional academics, but rather are conditioned,
as elsewhere, by complex interactions between universities, museums, amateur organi-
zations, state agencies, and markets. Both the broader view to which ethnomusicology
aspires and the critical edge necessary to understanding the present moment are served
by broadening the base on which “academic” discussion proceeds.

“Europe” will emerge from the volumes as a space for critical dialogue, embrac-
ing competing and often antagonistic voices from across the continent, across the
Atlantic, across the Mediterranean and the Black Sea, and across a world altered in-
eluctably by European colonialism and globalization. The diverse subjects and inter-
disciplinary approaches in individual volumes capture something of—and, in a small
way, become part of—the jangling polyphony through which the “New Europe” has
explosively taken musical shape in public discourse, in expressive culture, and, in-
creasingly, in political form. Europea: Ethnomusicologies and Modernities aims to
provide a critical framework necessary to capture something of the turbulent dynam-
ics of music performance, engaging the forces that inform and deform, contest and
mediate the senses of identity, selfhood, belonging, and progress that shape “Euro-
pean” musical experience in Europe and across the world.



To my parents, Auriol and Peter,
and my children, Magdalene, Chloe, and Finn



Vurria chi la mo voce
Trapanassi ogni muntagna
Ch’ella ghjugnissi in Niolu
Risuna pe la Balagna
Ch’ella varcassi lu mare

E le fruntiere di Spagna.

I should like that my voice

Should pierce through every mountain
That it should reach the Niolu

And resound throughout the Balagne
That it should cross the sea

And the frontiers of Spain.

—Santu Casanova, “U Lamentu di Spanettu”



Editor’s Foreword

Mediterranean islands have played a significant role in our discipline, shap-
ing the way we think about what constitutes “our music,” its history, and its
others. If the number of conferences on islands in recent years is anything to
go by, they also constitute an emerging paradigm in studies of musical glob-
alization. They invite a particular kind of thinking about movement and dis-
location, about the centers and peripheries of nations and empires, about (in-
accessible, “traditional”) interiors and (vulnerable, cosmopolitan) coasts,
about fragile ecologies in swirling seas of change. They provoke questions
about the idea of Europe, about music culture, and about ethnography: the
very questions that have preoccupied us from the outset in Europea. Caroline
Bithell has responded with a book as polyphonic and intricately wrought as
its subject matter.

It is also a book about Corsica and France, about the politics of culture that
has articulated this quasi-colonial relationship, and about the European space in
which this politics increasingly develops. This has a long history. When
Rousseau championed Corsican independence, it became a point of reference
for the European intelligentsia, a romantic site of struggle between local au-
thenticity and the expanding empires. “One day this little island will astonish
Europe,” he once wrote. Eighteenth-century travelers habitually understood
Corsica in these terms, seeing a prefiguring of the ethnic-nationalist struggle of
periphery against center that would later consume the continent. Enduring and



x ~~ Editor’s Foreword

politically significant ideas about culture were forged during this struggle. These
bear on Corsican musical practices, institutions, and exchanges in complex
ways. Bithell’s book suggests new critical angles on the cultural politics of the
new Europe.

It will also introduce many readers to the Corsican groups that have ex-
plored Corsican vocal polyphony with such style, imagination, and commit-
ment in recent decades: A Filetta, Voce di Corsica, Les Nouvelles Poly-
phonies Corses, I Muvrini, Canta u Populu Corsu, Donnisulana, Jean-Paul
Poletti and his Choeur 'Hommes de Sarténe, and many others. Caroline
Bithell draws on over ten years of fieldwork, a deep and affectionate knowl-
edge of the island, and a musician’s ear for the intricacies of this remarkable
but (in the Anglophone world, at least) somewhat neglected music. We have
here, then, a detailed critical ethnography, a celebration of Corsican musical
culture, and an invitation to think European music afresh.

Martin Stokes
The University of Chicago
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Readers’ Notes

Musical Examples

Since music samples are now readily available via the World Wide Web, it
was not deemed imperative to include a CD of musical examples with this
book. Numerous websites carry MP3 files containing extracts from the al-
bums of contemporary groups. At the time of writing, two excellent starting
places are www.musicorsica.com (the website of the regional Centre de
Musiques Traditionnelles) and www.musicorsica.net (both accessed 18 July
2006). Many of the groups’ own websites carry both musical and photo-
graphic archives. General sites with links to those of a range of individual
groups, both professional and amateur, include www.corsemusique.com and
www.corsica-isula.com (accessed 18 July 2006). Typing the name of any
group into a search engine will bring up a wealth of material.

Useful selections of different genres of traditional song can be found
on the discs Musique Corse de Tradition Orale (Archives Sonores de la
Phonothéque Nationale, Paris, 1982; field recordings by Félix Quilici), Cor-
sica: Traditional Songs and Music (Jecklin-Disco, 1990; field recordings by
Wolfgang Laade), and Canti Corsi in Tradizioni: Canti, Nanne, Lamenti,
Voceri, Paghjelle a Capella (Fonti Musicali, 1989). A set of transcriptions of
representative traditional melody types and polyphonic arrangements ac-
companies their discussion in chapter 2.

XV
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Corsican Names and Terminology:
Orthographic and Regional Variants

Christian Names

It is common practice for Corsican children to be registered at birth with a
French Christian name, which is then used on official documents. These French
names often continue to be used on a day-to-day basis, but with their Corsican
equivalents being preferred in cultural contexts (including CD liner notes and
publications). As a general principle,  have used the names by which people are
more usually known or which they have used in their interactions with me,
but have retained the alternative forms when referring to material in which
these forms are used. Thus the following pairs of names (for example) will often
refer to the same person: Michel/Mighele, Jean-Pierre/Ghjuvan-Petru, Jacques/
Ghjacumu, Frangois/Francescu/Cecce, Benoit/Benedettu.

Place Names

Alternative spellings and pronunciations also exist for the names of many
Corsican towns and villages. For ease of locating the places referred to in the
text, | have opted (with some reluctance) to use the standard spellings found
in most maps and guidebooks. Alternative versions favored by many Corsi-
cans more accurately reflect local pronunciation, with, for example, a final
“u” where Italian would have an “0”; in some cases, the existence of more
than one Corsican spelling is accounted for by the lack of a standardized or-
thography. Local spellings and other variants sometimes found in publica-
tions or disc notes are given below. These variants occasionally appear in my
text when I am quoting from interviews as well as from printed material.

Ajaccio, Aiacciu

Asco, Ascu

Bocognano, Bucugnanu, Bucugna
Bonifacio, Bonifaziu, Bunifaziu
Bozio, Boziu

Bustanico, Bustanicu
Calenzana, Calinzana
Cargese, Carghjese

Cervione, Cervioni

Col de Prato, Bocca di u Pratu
Corbara, Curbara

Corte, Corti

Fiumorbo, Fiumorbu



Folelli, Fulelli

Francardo, Francardu
Giunsani, Giunssani, Giussani, Ghjunsani
Guagno, Guagnu

fle Rousse, Isula Rossa
Isulaccio, Isulacciu
Lampugnano, Lampugnanu
Lumio, Lumiu

Moncale, U Mucale

Murato, Muratu

Muro, Muru

Nebbio, Nebbiu

Niolo, Niolu

Occhiatana, Occhjatana
Patrimonio, Patrimoniu
Pianello, Pianellu

Pioggiola, Pioggiula, Pioghjula
Poggio di Venaco, Poggiu di Venacu
Ponte Novo, Ponte Novu
Porticcio, Purticciu

Porto Vecchio, Porti Vechju
Propriano, Prupria

Querciolo, Querciolu

Rusio, Rusiu

San Lorenzo, San Lurenzu

Readers’ Notes

—~~  xvii

Santa Lucia di Mercurio, Santa Lucia di Mercorio, Santa Lucia di Mer-

curiu
Santa Maria Poggio, Santa Maria Poghju

Santa Reparata di Balagne, Santa Riparata di Balagna

Sarteéne, Sarte
Sermano, Sermanu
Speloncato, Speluncatu, Spiluncatu
Taglio, Tagliu

Tallano, Talla

Venaco, Venacu
Venzolasca, Venzulasca
Vescovato, Viscuvatu
Vero, Veru

Vico, Vicu

Zicavo, Zicavu



xviii -~ Readers’ Notes

General
There is no single standard or official orthography for the Corsican language.
While there is broad concensus about many aspects of Corsican orthography,
the polynomic principle of Corsican spelling allows for many features of lo-
cal or regional pronunciation to be reflected in orthography. Consequently,
there is no one “correct” spelling for every word. In addition, nondialectal us-
age is variable, for example, regarding the use of accents and apostrophes and
the doubling of consonants. This situation inevitably leads to apparent in-
consistency. In the case of Corsican terminology used in the text, alternative
spellings and regional variants are noted in parentheses at the first mention.
Thereafter the most common variant is retained, although alternative
spellings may again appear in quoted material.

I am grateful to Alexandra Jaffe for her general advice and for her help
with the formulation of the above note.



