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Chapter Six
World music or migrant music?

the global networks of popular music performance

Barbara Bradby and Bart Put
This chapter stems from a moment in November 2005 – not long into our research project on migrant music in Ireland – which became a turning-point in our thinking about the topic. Focusing on how new music was entering public, urban spaces, we were looking at concerts and promotion of musics ‘other’ than the two mainstreams of popular music in Ireland (on the one hand, mainstream English-language rock and pop, and on the other, Irish traditional music). The boundaries of what we were looking at were slippery and far from clear, and we were already aware of a dichotomy between music-making within diasporic sub-cultures, and events aimed at a wider public, more often promoted as ‘world music’.

The moment occurred when it became clear in the course of interviewing a central promoter of world music concerts in Dublin that he was completely unaware of the up-coming concert by a leading ‘world’ musician, Koffi Olomidé. This was despite the fact that the concert promoter clearly knew and admired Olomidé’s music, and despite the fact that Dublin is still in some ways a very small place.

The incident immediately clarified and blurred the dichotomy outlined above. The reason the concert promoter was unaware of Olomidé’s visit was that it had been organised by a Congolese entrepreneur, operating out of a small African shop in north inner-city Dublin, which, as well as food, sells videos of African musicians. This is a working-class area, thought of as one of high street crime, and one that middle-class Dubliners would rarely have occasion to visit. The shop windows were plastered with posters for Olomidé’s concert, and tickets were only available from there. Promotion locally was through word of mouth, and through posters in the city centre and in African shops in Dublin. In the event, this meant that the concert was predominantly attended by people from Congo and other African countries resident in Dublin (we talked to people from Tanzania and from South Africa there). The event took place in a Dublin north city centre hall, whose name, the SFX, indicates its Roman Catholic origins (St. Francis Xavier). This venue was once used for punk and hard rock bands, but is now only intermittently used for concerts. It has a stage, auditorium and bar, but no seating. The absence of intermediaries and the relatively downmarket choice of venue meant that tickets were relatively cheap for such a global star (€30 euro if bought from the shop, €35 at the venue).

So here was a musician being promoted as a star of African music, playing to a diasporic African audience. But he was also a world musician, one who might just as well have come through a circuit of organisation and promotion of world music. The incident therefore revealed the lack of overlap between the social networks set up by the diasporic Congolese and those maintained by a well-versed world music promoter. It also pointed to the social gap between the middle-class Irish and ‘cosmopolitan’ audience for world music, which was in the event absent from the concert, and the diasporic audience, linked in some tenuous way by the music to a homeland, in an event that was invisible to the mainstream of Irish society. 

In this chapter we investigate the relationship between these two ideas: on the one hand, the way in which the incident points up the vital importance of social networks in the construction of an event (in this case, its construal as world music or migrant music); and on the other, the hierarchical relationship between the two circuits, which implies an analysis in terms of social structure. We deliberately link networks and structure in this way because the concept of network is so frequently taken to imply a flattening out of social hierarchies. The following is a recent example, from research on military planning models in Sweden: 

Society as a whole — its organisations and institutions — are slowly but surely changing from vertical to horizontal in terms of how interaction is conducted and perceived. A large hand is being put on hierarchal societal structures, firmly pressing them downwards into increasingly flattened networks (Mannberg 2005, 409).

We are particularly uneasy about this association between networks and the abolition of structural hierarchy, not just because it does not seem valid in relation to migrant groups in contemporary Ireland (Lentin and McVeigh 2006), but because of the long history of research on social class and on political elites which shows how critical social networks are to the formation and maintenance of social and political power. When Mills set out to study ‘each of several higher circles’ in 1956, his metaphor is very close to that of the network, and his description still resonates today:

The inner core of the power elite consists, first, of those who interchange commanding roles at the top of one dominant institutional order with those in another: the admiral who is also a banker and a lawyer and who heads up an important federal commission; the corporation executive whose company was one of the two or three leading war material producers who is now the Secretary of Defense; the wartime general who dons civilian clothes to sit on the political directorate and then becomes a member of the board of directors of a leading economic corporation (Mills 1956, 288).

Mills stresses that his power elite is not formed through conspiracy (though it may in practice conspire) (293), and that it is not a ‘club’ formed through friendship ties (287); the members of the elite have contacts with some other branches of power, but do not all have contact with each other (289). He distinguishes the elite from a hereditary social class (13), seeing the latter as a ‘fixed’ social structure, and implying the greater fluidity of the elite, even though family background (225) and connections (167) are an important component of its organisation. In short, Mills’ elite is neither a social class, a community, nor a group, but, we argue, his ‘higher circles’ share many of the characteristics that make up the contemporary metaphor of the network.

One of these network characteristics is the fact that not all the connections between members and functions are visible to the wider public.
 More recently, Bourdieu’s (1984) influential analysis of the roles of social and cultural capital in reproducing the elite in France produces an analogous account of the invisible links and interchanges that go to make up and reproduce class power.
 Bourdieu’s subtle synthesis of the approaches of Marx and Weber in Distinction seems lost in the US literature on social capital, which attempts to resituate the concept within a Durkheimian framework. For example, in the discussions of Coleman and of Putnam in Portes (1998) and Lin (1999),  Portes analyses a confusion between the consummatory (collective norms and social control) and instrumental motivations of social capital, while Lin analyses instrumental (productive) versus expressive (reproductive) uses. Both authors recognise the relationship of networks to hierarchy and social exclusion: for Portes, this is one of the downsides or ‘negative consequences’ of sociability and social capital (1998, 15); while Lin enthusiastically asks whether cyber-networks can ‘break the dominance of elite classes and differential utility in social capital’ (1999, 47).

Networks and social capital have also figured prominently in the literature on migration over more than half a century. Social anthropologists have both studied networks (Long 2001) and utilised them as a research method (Ross and Weisner 1977), while sociologists have seen the uncovering of the operations of social networks as a counterweight to purely economic theories of migration. Sassen’s work provides an effective reiteration of this point: 

The power of network chains is such that entry level openings are frequently filled by contacting kin and friends in remote foreign locations rather than by tapping other available local workers (Sassen 1995, summarised in Portes 1998, 13).

In employment studies, the examples of monopolisation of building work and jobs as policemen and firemen in New York by Italian, Irish, and Polish ethnic groups are well known (Waldinger 1995). Similarly, the literature on ethnic businesses and city enclaves is replete with examples of community involvement in providing initial capital, contacts, and labour for such enterprises (Portes 1998, 14). Chua’s work on ethnic-minority ‘market-dominant’ elites shows how links between ethnicity and economic capital have been central to innumerable national ethnic conflicts around the globe, but can be criticised for its lack of a social networks analysis which could have explained the dominance and mobility of these same elites (Chua 2002). 

In all this work, we are critical of the frequent lexical interchangeability of ‘structure’ and ‘networks’. While networks may have different shapes (or ‘morphology’ – Castells 2000), to simply assimilate them into structures loses sight of their demarcating characteristics of amorphousness and fluidity by comparison with the old geological metaphors of stratification and structure. What we propose, however, is that networks are frequently related to structures. In some of its versions, social capital theory proposes such a relationship. We remain sceptical of the proposition, stemming from organisational sociology, but commonly extended to the whole of contemporary society, that the growth of networks of itself implies a ‘flattening out’ of social hierarchies.

Transcontinental gift exchange in the musical event

With this theoretical framework in mind, we turn to the typology of global networks, or ‘transnational connections’, to use Hannerz’s term (1996) and to a body of academic work which challenges the association of cosmopolitanism with liberal-democratic theory and the European Enlightenment. As Holton (2002, 153-4) points out, this dissociation and the concurrent attempt to study cosmopolitanism as a sociological phenomenon allows us both to see cosmopolitanisms as multiple and locally rooted, and to recognise that a cosmopolitan outlook is not solely the prerogative of Western (or Northern) culture. Hannerz himself proposed a tripartite distinction between cosmopolitans, locals, and transnationals (1992, 252), seeing contemporary cosmopolitanism as connected with elite, internationally mobile, professional occupations, who are ‘willing to engage with the Other’, and contrasting this with transnational labour migrants and refugees, who create a ‘surrogate home... with the help of compatriots’ (Hannerz 1992, 248, cited in Werbner 1999).

This distinction is challenged by notions of ‘discrepant cosomopolitanisms’ (Clifford 1997). Zubaida’s analysis of the creation of metropolitan centres by historical empires, and hence cosmopolitan, de-rooted outlooks among subject populations provides sociological evidence of this cosmopolitanism of the subaltern (Zubaida 1999, cited in Holton 2002). Werbner’s anthropological case-studies of the global, social networks of migrant workers are used explicitly to contest the implied hierarchy of Hannerz’s cosmopolitan over the mere ‘transnational’ (Werbner 1999). In this sense, the transnational is the creator of ‘home from home’, hence doubly rooted, rather than transcending locality through cosmopolitanism.

Several writers on globalisation and cosmopolitanism have noted the rise of ‘world music’ (Inglis and Robertson 2005), and have used it to exemplify their differing theories: while some see it as source of intercultural harmony (Leymarie quoted in Inglis and Robertson 2005: 169),
 others see it as evidence of ‘banal cosmopolitanism’ or the global interpenetration of lifestyles (Beck 2004), or as evidence of cultural hybridisation (Holton 2002). Still others have sought to critique this idea of music as an instrument of progressive cosmopolitan politics by precisely emphasising the way in which this ‘cosmopolitan appeal’ is played out as a marketing strategy by music industry actors (Haynes 2005), or by pointing to the class-based (and hence exclusionary) nature of a ‘cosmopolitan’ musical taste (Bryson 1996).We have noted that in this literature there nevertheless exists a consensus on what sorts of music should (and should not) count as world music. As a result, the musical activities of migrant communities have largely been absent from the debate, presumably because they are more often associated with boundary making than boundary breaking. Indeed, when dealing with music in this context, theoretical vocabularies tend to shift towards notions of ‘(imagined) community’ (Lornell and  Rasmussen 1997) and ‘alternative space’ (Gross et al 2002). Here music becomes a primary means ‘by which the ‘cultural baggage’ of ‘home’ can be transported through time and space’, a crucial element in the expression and constitution of ‘the diasporic experience’ (Connell and Gibson 2003, 61), and so on. The representation of migrant musicians in this literature as focally concerned with place, and with nostalgic notions of home; hence, in terms of the Werbner’s debate with Hannerz, into transnationals rather than cosmopolitans. 

As a theoretical typology, transnationals and cosmopolitans are defined in relation to each other. While signifying (albeit, each in different ways) global, social networks, they therefore articulate a structure. It is easy to fall into the trap of reading off a moral hierarchy of values from the occupational hierarchy in which transnationals and cosmopolitans are placed. If we return to the example of Congolese (‘African’, ‘world’) music in Dublin from which we started, the marginality of the small, inner-city shop that promoted this concert, compared with the established enterprise of an Irish world music promoter, is part of a similar hierarchy which is reflective of the position of African migrants in the social structure of Ireland today. We believe it would be wrong to read off from this structural positioning anything about the cosmopolitan or transnational nature of the social networks around the concert, particularly if a hierarchy of values is implied by these terms. One feature, in particular, of the interactions between audience and star/band on that night provides a useful starting-point for analysing what kind of globality was being enacted through the musical event, and we now go on to a description of that feature as it was observed by us in the course of the concert.

The audience on the night consisted mainly of what looked like young to middle-aged African men and women, the young people in particular being very stylishly dressed. Most prominently, men in pin-striped zoot suits and carrying metal-topped canes, walked arrogantly about, while others lounged in wide linen or cotton suits in white or other pale shades (both of these sartorial styles being associated with colonialism in the tropics). Groups of young women gathered, wearing very bright-coloured, revealing tops and skin-tight trousers and high heels. In general, the audience was boisterous and most people were dancing in some form to the music once it began. A few men seemed very drunk, even early into the night, and later on, fighting broke out and the Gardai (police) were called.
 From about an hour into the concert (which lasted from about 10.30 pm till 3 am), audience members managed from time to time to gain access to the stage to present gifts to the star. While we ourselves were not familiar with this activity, it became apparent that it was an expected and ritual part of the musical event. Some of these audience members overstayed their welcome on the already crowded stage (Koffi had a band of around eight or ten musicians with him and about the same numbers of dancers alternating around different musical numbers) and were ejected by bouncers. 

How should we analyse such a ritual procession of gifts to this famous African musician in the context of a concert in Dublin’s north inner city? As a performative act, we would argue that it is not reducible to a notion of creating home from home. As some of the very few non-African members of the audience present, there was certainly no feeling that this was some quaint or exotic ceremony put on to give us a flavour of the far-away African village. Performed as it was within the context of the introduction of Olomidé as the ‘king of African music’ and the participation of the audience vocally in this praise of the star and his creation as the greatest, we see the ceremonial procession and gift-giving as both constitutive and performative of a global, social network. The audience at the event, as we have already indicated, was international (a quality that is obscured by its designation as ‘African’, but which is understandable in terms of the promotion of ‘African’ music to the world). The processional gift-giving traversed the global space between Ireland and the Congo, between Europe and Africa, and between audience and star as linked through space via the music of this musical event. Given the outsider status of the Congolese in Dublin, and of Africans in Ireland more generally, we analyse this event as a performative ‘cosmopolitanism from below’.

Returning to the lack of awareness of the world music community about this event – one which they might have been expected to flock to and which might have received a lot of exposure in the mainstream media if it had been staged by the concert promoter in question – we argue that this shows the importance of social networks in defining and constituting a musical event as of a certain genre. The lack of overlap between the networks, as we have pointed out, was (only) bridged by chance by our own research. This incident enabled us to see that for many events of an inter-cultural, sub-cultural, or ‘world’ nature, there are always two potential audiences, and there are different ways in which promoters approach the two constituencies. In what follows, we explore these issues in relation to our observation of further world music concerts in Dublin during 2005-6. We then consider how our initial distinction between the two types of audiences, or ‘constituencies’ (to use Gerd Baumann’s term, 1992) breaks down in the social interactions of the concert, and we end with some further comments on the implications of this work for theories of global networks.

World music concerts in Dublin: Trans-national interruptions

Our initial delineation of a distinction between the ‘transnational’ networks of diasporic musical activities and the ‘cosmopolitan’ network of world music, breaks down once again when we look at further world music concerts in Dublin. As a city becomes more cosmopolitan, in the sense of having incoming migrants from many parts of the world, it becomes more likely that a concert marketed as world music will attract a dual audience, composed not just of the middle-class audience for world music, but also of members of the diasporic community representing the country of origin of the visiting artist or band. The artist may then have to perform some sort of balancing act in appealing to the two constituencies, and the constituencies themselves may enter into the performance in ways that involve a dialogue, not just with the artist on stage, but also with the other part of the audience.

The most striking exemplar of this process during our fieldwork was at a concert by Rachid Taha in November 2005. His first concert date, early in November, was cancelled at the last minute, amid rumours of visa problems (Taha is Algerian and resident in France). A group of Spanish fans whom we talked to outside the Vicar Street venue that night were cheerfully unsurprised by his non-appearance – he has a reputation for living out the dissolute lifestyle of rai music – and showed us photographs of concerts of his that they had attended in Spain and France. However, the event was successfully mounted at the end of the same month, and the Vicar Street venue was full. This is a venue in many ways symbolic of Celtic Tiger Ireland. Situated on James’s Street, in the heart of medieval Dublin, close to Guinness’s Brewery and a stone’s throw from the Brazen Head – the ‘oldest pub in Dublin’, and once a fine traditional music venue – it has a sleek-lined bar that radiates affluence and is separate from the auditorium, which consists of a large dance-floor usually set up with small, round tables and seating, surrounded by fixed, low-tiered seating at the outside and an upper circle of seating above this. There is table service during concerts. In class terms, therefore, it is decidedly middle-class in comparison with the SFX venue.

From our slightly tiered seats at the back of the hall, we could see people dancing among the table-seating, including quite a large contingent of apparently North African people nearer the stage, and a group of apparently Irish people doing a plausible approximation of ‘belly dancing’ towards the back of the hall and nearer to where we were sitting. This second group made their knowledge of and enthusiasm for the music and dancing evident in their own performance, so projecting an ‘insider’ knowledge of the culture being performed on stage. Such a performance is usually, in our experience, meant to display to other audience members that one was has actually been to the place being invoked by the music on stage, in this case, North Africa.

The music was a mixture of loud, hybrid rock-rai pieces, with interludes of softer pieces played on traditional stringed and percussion instruments. The languages of the songs were mainly Arabic and French, with Taha addressing the crowd incoherently, mainly in French, but with some broken English. As the crescendo built towards the end of the night, (which was obviously going to be Taha’s hit version of the Clash’s ‘Rock the Kasbah’), a group of the North African dancers invaded the stage, waving the Algerian flag and singing along in Arabic. There was some attempt to remove them from the stage, but two women remained on, dancing for the star on stage, but also for the whole audience, in what is known in Ireland as ‘belly dancing’ style. They were stunning to watch, and added greatly to the sense of excitement and crescendo on stage and in the audience.

In this event, then, the majority audience was white and middle-class, composed of Irish and other Europeans attending a concert promoted in a world music context in Dublin. The minority, but vocal and visible audience, was a diasporic one, probably mainly Algerian, given the crowd around the flag,
 but presumably including other Arabic speakers resident in Dublin. The event was an occasion where that diaspora made its presence felt, through the obvious national symbol of the flag, but also through the use of Arabic and the bodily displays of dancing, so that there was a sense in which a dialogue of performance took place between the two segments of the audience. In Gerd Baumann’s terms, there was a play with and shifting of the boundary between insider and outsider, or between the two ‘ritual constituencies’ (Baumann 1992). While we, as part of the world music audience, initially felt at home, as regular gig-goers at this venue and at events organised by these promoters, we were rapidly positioned as outsiders to the exchanges of Algerian symbols and Arabic language which grew in intensity to quite literally take over the space towards the end of the gig. This is not simply a reversal of positioning in relation to group boundaries, however. It is also a subversion of the social hierarchy between host and migrant society, whether defined in socio-economic or ethnic-racial terms. Such a subversion is only made possible through the kinds of networks established by diasporic audience members, both before and during the event itself, and between them and the star. These networks, we would argue, have density in an emotional sense, compared with the looser affiliations and lesser emotional display of world music followers.

The irony of this kind of shift is that it is those positioned theoretically as cosmopolitans because of their willingness to engage with the Other, who actually understand least about what is actually going on. Here the issue of language becomes critical. Since observing the Taha event, we have focused more explicitly on switches in language-use at world music events. In three very different concerts in 2006 – those of Portuguese fado singer, Mariza, world music stars Amadou and Mariam from Mali, and Swedish folk group, Frifot – different ‘ritual constituencies’ (Baumann 1992) were constituted through the languages used to communicate with the audience by the artists. However, this is not simply a one-way process of communication. The language used by artists is affected by ways in which groups present in the audience form networks on the night and attempt to extend those to encompass the star.

Mariza introduced her (Portuguese-language) songs and addressed the audience in English for most of her show, with the usual mixture of banter and explanation of the music, how she had learnt it, what the songs were about, and so on. Audiences in Ireland, are, we like to think, noisier, warmer and more interactive than audiences in the UK or elsewhere. It is very much part of the concert experience to act out this self-perception, and to call out for songs, showing one’s appreciative knowledge of the artist’s recorded repertoire and assuring them that they have a fan-base in Ireland. There is also a strong tradition of humorous heckling. On this occasion, audience members were calling out for songs towards the end of Mariza’s set, the song-titles being in Portuguese, and some of them being asked for also in Portuguese. In response to this heckling, at one point, she herself clearly addressed the Portuguese present, excusing herself first in English, with words to the effect that ‘Now I’m going to sing one for my Portuguese friends present’, and then continuing in Portuguese. We heard afterwards from the promoter of the concert that he interpreted this as the singer expressing her annoyance at the heckling Portuguese. For us, it seemed more like a moment of intimacy and validation for the Portuguese-speakers present. As non-Portuguese speakers we were positioned as spectators to this episode, even though we could partake in the emotion and the excitement of the creation of this little piece of ‘home’. Once again, the switch had taken place, and the positions of the two ritual constituencies were being gently nudged in relation to each other through the triple dialogue taking place and the creation and utilisation of new, global networks among and between audience and star.

On these occasions, the major other languages being used have claims to being world ones – French, Portuguese, and Arabic. Hence the irony of the world audience being excluded from the moments of diasporic intimacy, or the interruption of the cosmopolitan space by the transnational community. Cosmopolitanism is, in practice, severely limited by inadequate multilingualism. In the economic sphere, rapidly shifting growth centres mean that the days of ethnocentric cosmopolitanism based on the old imperial languages – now being whittled down to a monolingual English global culture – may yet be reversed. In cultural matters, language becomes even more symbolic of difference and of home.

Swedish, by contrast, has no pretensions to being a world language. Yet, at the concert by folk group Frifot, there was also a moment of Swedish-language intimacy. This was in a smaller, pub venue, with a crowd of only around 50 people. Language issues were referred to frequently in the spoken introductions (in English, of course) to sung pieces, since clearly we, the non-Swedish speakers in the audience, did not understand what the songs were about. Leana, the singer, gave us a potted summary in English of the lyrics of some of them, which helped. But at one point she did address a remark to the audience in Swedish, and there was a quick interchange with members of the audience. Then she went on to say, in English: ‘The Swedish ambassador will translate everything afterwards, outside the pub [pause] or inside the pub. [jokingly amidst laughter]’. Only at this point did it become clear to us that there were several Swedish people in the small audience, at the same time making evident the Swedish government support for the tour, which was part of a cultural interchange called ‘Facing North’. After the event, the Swedish ambassador, his wife, and other Swedish people present mingled and chatted to the crowd, some of whom were buying CDs from members of the group. The remark quoted above is exemplarily intercultural in intent, indicating the openness of the Swedes, both as cosmopolitan multi-linguists and as connoisseurs of others’ culture, in this case the Irish pub. As soon as the Swedish network is brought to the surface by the switch into the Swedish language between songs, the remark goes on to disavow the exclusivity implied by such a network. Such a disavowal is clearly well-intentioned, but in social terms, rings slightly hollow in the context of the small, polite, white, middle-class audience present at this south-side Dublin pub venue (Whelan’s of Wexford Street).

Finally, at the concert by Amadou and Mariam, like that of Rachid Taha, there were again three languages in use: some rather halting introductions in English by Amadou himself, who particularly towards the end of the concert, tended more towards communication in a heavily accented French. (‘Maintenant, nous allons chanter tous ensemble!’)  But many songs were also in an indigenous Malian language. This was an event in a big theatre venue, with a fairly mixed audience, shortly after the pair had been awarded the BBC World Music Award in February 2006. Once again, we were conscious of the two audiences, but also of the blurring between them: the white middle-class, not-so-young audience (we heard English as well as Irish accents around where we were sitting), alongside Africans, who were equally middle-class-looking in appearance (these were not the zoot-suited young people of the Koffi Olomidé concert) so that we have no way of knowing if they knew these stars from an African context, or a European world music one, or a mixture of both. Once again, one could feel the otherness of French being spoken in Dublin as a public means of communication, particularly an African-inflected French invoking in this context the postcolonial importance of Paris as centre and propagator of world music. Seated high up in the gallery of Dublin’s large Olympia Theatre, and missing some of the French introductions to, and words of, songs, we could certainly feel less than cosmopolitan in relation to the diaspora audience present, who created some sense of transnationalism, even at this concert by 2006 icons of world music.

In this switching, the world music audience become locals, those addressed by the star in the ritual hailing, ‘Hello, Dublin!’ (even though many of them, socially, may not be Dubliners or Irish). It is diasporic audience members, particularly those with trinlingual fluency, who are positioned as the globalists in this encounter, and whose presence once again makes us locals aware of a global network of inter-continental migrants, centring on the stars on stage.

Conclusion

In this chapter we have explored through our data the way in which definitions of music as ‘world music’ or as ‘migrant music’ can be shown to depend on the type of social networks in which that music is contextualised. Our opening example of the concert put on by the Congolese in Dublin pointed up how a world musician could be recontextualised as a transnational or migrant one, and as such, his presence could be quite invisible to the allegedly cosmopolitan audience for world music. The two networks simply had no ‘bridging points’ (to use the terminology of social network analysis). As well as demonstrating the practical limitations of a cosmopolitanism founded in the old imperial cultures, then, the example also demonstrated theoretically the relevance of social networks to the definition of the musical event.

We would argue that up until now, the academic literature on world and migrant music, rather than questioning this distinction or exploring it as socially constructed, has tended to enshrine it. This is not least because world music and migrant music have been taken up through different disciplinary perspectives. Theorists of globalisation have been particularly interested by world music as a cultural manifestation of what they believe is going on in the economic and social spheres. While they draw varied conclusions, they have shown an implicit consensus on what sort of music should be included in their discussions. As noted above, this consensus tends to exclude the musical activities of migrants; these latter being more the province of ethnomusicologists, who have generally focused on the music itself and the musicians who make it.

The sociologist Howard Becker (1985) defined an ‘art world’ as the social network of all those whose cooperative activities produce the work of art.
 We have found this theorisation inspiring in conceptualising musical events, even if daunting to research in practice, both because such a network extends in so many different directions, and because many activities take place simultaneously. In our research to date we have made a start on this potentially infinite research project by focusing on two areas of the social network around a musical event, namely, promoters and audiences. Our initial example shows that crucial to the definition of music as world or migrant are the social networks within which it is produced, promoted, and received. Our research on musical events promoted through agencies specialising in world music acts in Dublin shows once again that there is no simple dichotomy between world and migrant music. If the event is conceived of sociologically as an interaction, or many interactions, within the space of the concert venue – rather than simply being read off the biographies and discographies of the musicians and genres concerned – then there is evidence of both world and migrant audiences present in these contexts. The migrant audience tends to ‘interrupt’ (Silverman and Torode 1980) the (majority) world music audience on these occasions, not just literally, but in the sense of shifting the discourse through which the event is understood. It frequently does so by utilising its insider knowledge of the culture and language of the star on stage, provoking an inevitable response from the artist; but sometimes, the star him/herself will seek out and address this diaspora audience, so initiating an interaction. In these interactions, the definitions of insider and outsider shift rapidly, and segments of the audience may take over the performance and become the centre of attention for other audience members.

Once again, these audience performances and dialogues with the star are socially located in people (actors) who are a crucial part of the social network that is the musical event in Becker’s sense. They demonstrate through their performance the different social routes through which they have linked into this overall network or music world. While the star (band/performers) is a sine qua non of the event, and hence can be conceptualised as the central node of all networks, the concentric networks stretch in different directions, and can pull the star in different ways during the actual event. We have argued that both world and migrant audiences have plausible claims to be part of global networks brought together by and centring around the musical event.
 The relationship between these networks is, however, complex, and cannot be conceived of as the hierarchy of cosmopolitan over transnational, as has often been implied.

In terms of the discussions of social networks from which we started, we would argue that if the sociology of migration, ethnic entrepreneurship, and so on, has always emphasised the social networks of migrants as a counterweight to purely economic theories, this should not imply that dominant social groups do not also maintain power through networks. A long tradition in mainstream sociology, of which we would argue that C. Wright Mills and Pierre Bourdieu are important examples, has argued just this, albeit through different terminology. Furthermore, we would argue that within contemporary theories of globalisation, cosmopolitanism has been seen as a key characteristic of the cultural capital which the dominant professional elites are able to turn into social and economic capital. However, the value-loading of this term, with its inevitable connotations not just of the superiority of universalism over particularism, but also of a certain Eurocentric conservatism in terms of cultural tastes,
 means that it has sparked a backlash on the part of anthropologists, concerned to show that people other than the elite professional classes partake also of cosmopolitan values and lifestyles, albeit expressed in very different employment, languages, locations and cultural practices. Our chapter situates itself in some sort of alignment with this movement that has attempted to reclaim cosmopolitanism for excluded classes, ethnicities, and people. However, we also recognise that the value of networks over social structure as a metaphor for society consists in its ability to account for the fluidity and changing positions of the complex web that is social interaction. For us, that fluidity is shown in our research precisely through the changing relationships of the networks constituted in musical events vis-a-vis the ‘structures’ (hierarchy) and ‘groups’ (exclusions) of society viewed as a macro phenomenon.

Notes
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� This relatively low price has provoked envious discussion amongst fans of Olomidé located in other European countries. (see postings on africambiance.com/forum/viewtopic.php?t=1266, accessed 19 January 2007, now accessible only through cache from Google search ‘Koffi Olomide in Brussels’ .)


� As Riles (2000) notes, much traditional analysis of networks looks for something ‘hidden’ behind the surface manifestations of social life, a tradition she sees as superseded in the postmodern network which reflexively organises and produces itself.


� Portes (1998, 3) cites Bourdieu’s earliest definition of social capital, as ‘the aggregate of the actual or potential resources which are linked to possession of a durable network of more or less institutionalized relationships of mutual acquaintance of recognition’ (Bourdieu,1985, 248, italics added)


� We find Castells’ work ambiguous on this point. ‘Networks dissolve centres, they disorganise hierarchy, and make materially impossible the exercise of hierarchical power without processing instructions in the network, according to the network’s morphological rules.’ (Castells 2000, 19)  At the same time, he talks of ‘dominant networks’ (22), as well as the ‘network state’ (14) and of networks as having a ‘binary logic: inclusion/exclusion’ (15); so begging the question of who is dominated, ruled over, and excluded by networks, and where they are in the social structure of the ‘network society’.


� Such a view of music as a vehicle for cosmopolitanism (in the Kantian sense of the word) not only pervades much of the everyday and policy discourse surrounding world music (as exemplified by UNESCO), it is indeed firmly rooted in various strands of academic thinking on music. Nearly 20 years ago, ethnomusicologist John Blacking expressed the belief that acquainting oneself with different forms of musical expression would eventually make the individual ‘feel beyond the cultural trappings of the different worlds of music to the common humanity which inspired the music’ (2004 [1987], 30). Similarly, according to George Lipsitz, ‘the intercultural communication’ encoded in particular types of music offered a certain ‘hope for a better future’ (1994, 14).       


� Compare the fighting reported at Olomidé’s appearance in Brussels later in 2006 (see postings on africambiance.com/forum/viewtopic.php?t=1266 accessed 19 January 2007, now accessible only through Google cache as above.


� As observers of this display of Algerian nationalism in Ireland, it was difficult not to make the connection with the conviction for ‘terrorist activity’ two days before the concert took place, in Belfast, Northern Ireland, of Abbas Boutrab, an Algerian, described as ‘Ireland’s first al-Qaeda suspect to stand trial’ (Fitzgerald 2005).


�  ‘The artist thus works in the center of a network of cooperating people, all of whose work is essential to the final outcome’ (Becker 1985, 25). And, more recently, ‘An art world, to give a technical definition, consists of the networks of cooperative activity involving all the people who contribute to the work of art finally coming off as it finally does, using the conventional understandings they share.’ (Becker 1995, accessed at 


� HYPERLINK "http://www.georgetown.edu/faculty/irvinem/CCT794/Sources/Becker-HypertextFiction-ArtWorlds.html" ��http://www.georgetown.edu/faculty/irvinem/CCT794/Sources/Becker-HypertextFiction-ArtWorlds.html� ).


� These networks can be reconstituted through time through fan clubs, now greatly facilitated by Internet communication and websites, meaning that while dropping in and out of them is voluntary, they may be less ephemeral than was the pre-Internet audience at a musical event.


� After a recent funeral where a Phil Coulter song had been played, in an exchange with two internationally-mobile professionals, one remarked that they would like the Mozart Requiem played at their funeral, while the other rejoined that they would allow ‘no music after 1850’.





