Sounds as signs.

On the role of musical instruments in multicultural Sweden.!

I ntroduction

In February 1990 the Swedish "Immigrants Culturaht@r" (Invandrarnas
Kulturcentrum, IKC) celebrated its 20th annivershyyorganizing a
folklore show in the Stockholm City Hall. Artisteoin well over 20
different nations payed tribute to the organizatgrperforming their
traditional music and dance to an audience congisti members of the
organization, friends and relatives of the artiatg] not least important,
specially invited celebrities of the Swedish culurureaucracy. In this
article, I will take this event, a well rehearsedr@stration of the new
ethnic diversity of Multicultural Sweden, as a pganh departure for a
discussion of music and musical instruments asanmef dramatizing
and giving symbolic form to ethnic diversity andltraulturalism?

The Immigrants Cultural Center, founded 1970 by igrated artists and
intellectuals, is a small and rather insignificarganization. But its 20
years of existence marks off a period of greatagdificant changes in
the Swedish society. Up to the 1970s the imagenafden that Swedes
liked to present to themselves as well as to ofheas that of a very
homogenous country, indeed one of the most homagemoEurope.
Today, in newspapers, magazines, books, TV and ratlithe information
channels which together constitute "the public deb&weden is often
rhetorically represented as a multicultural soci&tye equation may seem
simple enough: as immigrants and refugees havenfomore numerous

during the last 20 to 25 years, the variety of pedanguages, styles,
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genres, and entire cultures have increased. Thismhas led to the
transformation of Sweden from "monocultural" to 'ltraultural”.

But is it really all that simple? The questions atbSweden as a
multicultural society are many and difficult. Whatmulticulturality? Is it
only, as some maintain,a rhetoric phrase, formdl&éie obscure political
reasons?.If not, in what realms of the Swedish societthis new social
and cultural diversity being enacted? How, wherd\ahen does the
diversity become visible, relevant and meaningitich are the
expressive forms that people make use of to foregtahemselves as
culturally or ethnically different?.

Theoretical discussion

My interest here concerns the expressive formswafrsity. However, a
study of how diversity is organized necessarilp atsplies a theory of
how social categories arise and are maintaine@dusecsocial organisation
requires and is based upon social categorisatigrafyroach is based on
the view that social categories are results of dexngnd continual
negotiation processes. The different parties in#dIw interactioriry to
interpret the impressions they get of one anotitdhe same time as they
try to control the impressions that they themsebyjgs. It is not at all
certain that any actual accord arises. The interactan continue as if all
the parties were in agreement about how one showddrstand one
another, even if that is not actually the casesTinplies not only that one
Is someone, equally orecomesomeone, as a result of interaction taking
place within given interpretive contextsfeames(Goffman 1974). The
frames provide important guidelines for how therattion is to be
interpreted. By being placed in a specific frameate categorisations

become more relevant than others.
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From this follows that cultural, social, ethnicasy other type of identity
have to be displayed, enacted, or expressed in s@yé¢o become
relevant in everyday social life. One may have tdesmwted feelings of
group identity (ethnic, regional, national etc)t Buhese feelings are not
expressed publicly in an appropriate form, they imaye little importance
for the way in which one is regarded and treatedimportant
methodological implication of this is that studassocial and cultural
diversity must derive from observations of intei@ctn specific
situations, where attention is paid both to whatasially done and said
and to how the interaction is framed and assigneanmmg. Especially
important to study are situations where the agégm@ismiselves have chosen
to present and dramatize their social and culdifdrences, in word and
deed. An example of such a situation is the foklcavalcade organized
by the Immigrants culture center in Stockholm 1990.

Relevances thus an important key word. Anothewisibility. As Fredrik
Barth argued in his now classical introduction Ethhic groups and
boundaries" (1969), ethnic groups can be seensafisef contrastive
boundary maintaining processes. One such procedsatsBarbara
Kirshenblatt-Gimblett has called "cultural foregnaling”, by means of
which the groups stress their internal differen@@sshenblatt-Gimblett
1983). But not all differences are equally usefulhe struggle for social
recognition, and it is not possible to make altlefm visible. In every
society you may find certain types of behaviourtaia types of situations
and arenas that are utilized more than otherssygal social and cultural
differences. By using a limited number of forms amades of expression
within certain given frames, different groups amatlegories in a society
will find themselves standing side-by-side on addetpecificsocial

scenes and arenas. They thereby not only becortevisr one another,
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but also comparable, their internal differencesigpeemporarily reduced.
These activities and arenas function as the negelsaakgroundagainst
which the differences may be made visible.

It is the society at large that defines these gmjeite activities and arenas
through which the groups can display their distireatiess. Whatever
forms of music and dance the groups understangeasdawn, when
striving for social recognition as distinctive gpsu'with their own
cultures", they have to adapt to the forms usetheymajority of such
groups already recognized. As a consequence youinthgroups that
maintain their traditional forms of music and dafmetheir own purposes,
at the same time as they develop new and othersftrat can be used to
present themselves to the society as a whole. Anatiportant
consequence is that the "ethnic scene" develomsfiepeational profiles:
The many immigrant groups in Sweden may considamselves Non-
Swedish, but when compared to the same immigrantpg in other
countries it is not difficult to see that they imny respects have become
typically Swedish

In the foregrounding processes that makes socthtalural diversity
visible, by foregrounding the boundaries betweaupgs of various kinds,
forms derived from culture's expressive domainsnsteehave received
special importance, forms which emphasize bodys, &ges, smell taste,
rather than the mind and intellécit the center we typically find food,
clothes, decorative art, visual symbols such agsfland of course songs,
dances and instrumental music. (cf eg Klein 1986hénblatt-Gimblett
1992). Studies in western Europe and USA convirgislgow that it is by
arranging events with "typical" food, dance, music;typical” clothing
and with certain "typical" symbols strongly foregnuled, that

ethnic/social/cultural identity most often is pubji presented. The
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groups thereby acquire or are ascribed a set @atiged "trademarks”,
which both concretely and symbolically summarizésiit means to
belong to a certain group.To a high degree ethatiegorisation thus come
to depend on the competence of certain specificesgpre specialists to
present and perform such trade-marks and brandgaaciivities in the
right way. This is an important reason wdythenticityhave become such
a central concept for immigrants in Sweden, whgimgrto find ways of
presenting their relative differences to the Swedes

In this nexus of strongly typified forms of publiaiiramatized diversity
dance and music seem to play a crucial role. Taer®f course many
reasons for this. One concerns the rapidly incngasktent and
importance of music and dance in society as a widie abundance of
radically different forms, styles, and genres, Hota and mediated, has
enabled individuals as well as groups to express éve finest nuances of
existing social and cultural differences throughsrawand dance.
Furthermore, in Sweden, as in many other Westeuntoes, using music
and dance for boundary maintaining purposes i®nlytaccepted, but
often also requested and required.

Another, but related, factor, as ethnomusicologieakarch from many
parts of the world has shown, is that music ancea&eem to possess a
special capability of simultaneously giving riseatod becoming the
expression for social solidarity and conveyingifegd of group identity.
Music and dance are multivalent expressive systaaisan be charged
with multiple meanings, emotions, and values onyndifferent levels
simultaneously. By dancing and singing togetheopjecan experience a
strong feeling of identity and communality with@awter needing to be
confronted with the question of whether they hawglang else in

common besides these experiences and the musaaaied which were
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their source. This perhaps helps to explain whgnaay groups in Sweden
(as in many other countries), spend so much timex,gy, and money on
music-making and danciridt is not difficult to find examples of groups
that not only use music and dance as their mostritapt, or even only,
communal activity and group symbol, but that ardt Isolely on the fact
that members enjoy the same kind of music and dance

Not all types of music and dance, however, lendeves easily to
foregrounding diversity. Some types are considévdak "everyones and
noones", such as for example the music of MozathBand Beethoven,
Frank Sinatra and Ella Fitzgerald, the BeatlestardRolling Stones etc
etc. Other are more closely linked to a commonomaiti or ethnical
heritage and therefor considered as distinctivetgnidal® To these
belong most types of folk music and dance and smirtieeir popular
derivations

But even not all types of folk music and dance lsamsed to display
cultural differences. This again has do with costive character of the
processes involved. The types actually used aressadly formed and
framed by the perceived differences between thenapf a society and
all the different minorities and ethnic groups.

To sum up, what interests me are those expressiwesfof behaviour that
make categorisation in terms of ethnic and otherasgroupings relevant,
expressive forms that in one way or another sesv@/mbols for such
groups, and the arenas where such behaviour igp®asd appropriate.
The main keywords for my studies are not 'roo&sitage’ ‘cultural
identity' or any other phrase that implies thatu is a specific
commodity or something inscribed in the individutisough socialisation.
Instead the keywords are 'visibility' 'relevancel &competence’, which

gives more room for investigation into how behaviand artefacts, such
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as music, dance and musical instruments, are lsiag strategically to
create and maintain boundaries between groups, tfas position in
society at large, to fight for social recognitiqulitical rights etc. With all
this in mind, let me now return to the folklore shm Stockholm City
Hall, and look at some examples of the role of sisuas signs, how music
and musical instruments can be used as a meanprassing "we are

different, we are an ethnic group, we have our oulture".

The event

"Welcome to the famous Blue Hall of the StockholityElall. The
Immigrants Cultural Center celebrates its 20th aensiary by giving an
INTERNATIONAL FOLK MUSIC -SONG- DANCE -CAVALCADE
with hundreds of artists from various countries!".

As advertised in newspapers and on posters all$takholm, the
festival of the IKC was held in "the famous BluellHavell-known all
over Sweden and in many other countries as theoh#ike illustrious
Nobel prize winner banquets. Built for receptiomfionour of visiting
politicians and statesmen, this hall is one ofrtiest formal and
representative in Sweden. It is large, splendiquesitely decorated, with
an almost dignified overall character. However iegsive it may be, from
an acoustical point of wiew the hall is close @wisaster, thus not at all
suited for an "international folk music- song-dancavalcade". However,
for the leaders of the IKC there were strong symshbhnd strategical
reason for disregarding the miserable acoustiaadlitons. The message
sent was obvious: "Yes, we are immigrants, but aweshthe same right to
the formal and representative arenas of the Swesdisiety as anybody

else".
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But to the researcher, observing this event fradis&ance, there was yet
another important symbolic message implicit. Theckiholm City Hall,
crowned as it is by three golden crowns (a natisgalbol of Sweden),
can be seen as a concrete representation of Swaedestate and nation,
the Sweden that surrounds, defines and also nestitae possibilities of
the many different ethnic groups to create and taaira culture of their
own in their new home-country. Whatever kinds td the they would
want to build for themselves, whatever expressovm$ they would want
to use to communicate their cultural differencestteers, the immigrants
in Sweden have to adjust to the given limits ofgbherounding society. As
already mentioned, a consequence of this is thahvplerforming their
diversity, the ethnic groups not only become dédfdrin one respect or the
other, they at the same time become less differethtmore Swedish.

The main overall frame and keyword for the evens vepresentatiorAll

the groups were given 10 minutes each to reprélseimtnation or ethnic
group in the way the found best. The first to efiterstage was a group
announced as "Barozda - Hungarian music ensendaasjsting of five
young men dressed in jeans and large white sHiascommon European
"folklorical" type. During rehearsals this groupdhapened with a set of
dance melodies from Transsylvania. But the chairofahe IKC, himself
originally from Hungary, then requested them toyamething "more
typical and representative" of Hungary. Respondintipis request the
band chose to perform a setugfrosdance songs from Transdanubia, on
hurdy-gurdy, violins, &ontra (bratsch) and a double-bass. A main reason
for imposing this change of programme on the maagiwas that they
made a too generally "Eastern European” impresdi@ssed up as they
were in clothes which Western European folk musgianost likely would

not use at formal representative events like tsg)g violins of different
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sizes, instruments that belong to the most comni@atl o, Europe,
therefor simply not distinctive enough as a markohgarianess; and
performing instrumental dance tunes of a type mldy@h by the
Rumanians and Hungarians of Transsylvania. Giversgecial
circumstances of the performance,.this "indistiratiess" was something
that both the chairman and the musicians must haga aware of. A
solution which was possible for both parties toeagon was to perform
songs in a more "classical Hungarian" folk musytestwith the hurdy-
gurdy at the center of the stage and of the mtit&ce the hurdy-gurdy
was foregrounded as a more specific and typisalal and audial sign of
the 'folk' or group that was to be representeghiort, a kind of Hungarian
"brand-name”

The second group showed a similar case. The Estgnaaup "Erl
Kassari", consisting of some twenty members of goamnd middle age,
performs Estonian folk dances and folk music ityéeghat to most
people in Sweden is very similar to that of mose8wh and Finnish folk
dance groups. The Estonians also use the sam@kinstruments (mainly
accordions and violins) to accompany their danaed,basicly the same
type of folk costumes as their Swedish and Finn@mterparts. As a
result, when performing their Estonian songs anttédsa the members of
this group often find themselves having troubl®éeéaecognized as
Estonian. But their are ways to solve this prob&erd one is to foreground
thejauram, a stick with bells attached which is beaten rhytally at the
floor. This instrument, once played in differentsiens all over Europe,
was appropriated and nationalized as "typicallypgisin" during the first
half of this century and has today become a "tradek" for many
Estonian folklore groups. Thus, in "Erli Kassaristfprmance of Estonian

quadrilles and round dances at the Blue Hall, degm, played by one of
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the leaders of the group, fulfilled two equally ionfant roles, that of a
musical instrument and that of an ethnic symbohaak of Estonianess.

A little later on in the programme the Turkish nushsemble "Sameyda"
entered the stage to perform first a semi-classurad and then a well-
known song about Istanbul, "Kiz sen Istanbul'uresgrdesen”, belonging
to a genre of modern urban popular music. The narsdad deliberately
chosen not to play Turkish folk music on Turkiskkfmusic instruments,
as they formerly often had dohen similar occasions, nor did they want
to perform in Turkish folk costumes. Rejecting sereotyped standard
image of Turks in Sweden as "simple and ignoraatasts from
Anatolia", they instead tried to create an imagéefthemselves as a kind
of "classical chamber ensemble”, by wearing blaskders, white shirts
and and black ties; by performing seated on claremged in a half
circle; by placing a music stand in front of theger; and by performing
Turkish semi-classical and modern urban populanenii$ie intended
message to the audience could be summarized asar&\Veurks, but we
are not the kind of Turks you think we are. Weraglern, educated,
urban, we know how to read music and the musiclagip as good as
any western classical music!" But the musiciane &isew that a large part
of the audience probably would nevertheless haeuliies to categorize
them as other than "generally Middle Eastern", thvadl because of their
choice of instrumentgjanun ud, clarinetanddarbuka. Although being
used in Turkey these instruments are not considesagpical of Turkey,
neither in Turkey nor in Sweden. But in the ensentbére was also
another instrument, a Ciimbus bowed tanbur, a modaikish derivation
of an old classical instrument, which by the mwsisi, and most likely
also by most other immigrants from the Middle Baste easily could be

recognized as typically Turkish. Here this instraieecame a kind of
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"brand-name" for the Turkishness of the ensemhla,similar way as the
hurdy-gurdy and the jauram for the Hungarian anoiian ensembles.
Still later in the cavalcade the "S6dra BergensaBgtor", a group from
Stockholm consisting of some 30 men and women ddegp in Russian
styled folkloric costumes, performed an arrangenoétite Russian
folksong "Bjelolitsa, kruglolitsa", accompanied bglalajkas, domras and
a bajan. Because of the balalajka's position gedal of Russianness
known to almost everybody, it was not difficult fimis group to be
recognized as Russian, even though it was annoluatbdn the posters
and by the speaker as a"Swedish orchestra". Otedbe character and
language of the song, the type of accompanimenttandlothes are of
importance here, but again, most probably it isits&uments that
visually and audially functions as the most impottsign or symbol of the
folk or ethnic group that is represented on stage.

After the Russian group the floor was given tora¢hmember Mexican
band, singing well-known Mexican or "Latin" songsi¢h as "La
Bamba"), accompanying themselves on acoustic guitdre guitar, once a
symbol of the music culture of Spain and to a sertent also of the
Spanish speaking Latin world, today is commonlydusemany parts of
the world. Therefor, the band performed their sathgssed up in ponchos
and big sombreros, thus to completing their Mexicaage.

What is important is that all these groups havessto a small and well
codified repertoir of representative signs and syisilvhich are known to
most of the parties involved in interaction in Blee Hall, and most likely
also to a large part of the inhabitants in Swetllmg this knowledge,
“that we know that you know that we know" (cf Harm#&983), during the

evening many of the artists were able to createarmwery subtle
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meanings out of this indeed very stereotyped reperby playing with it,
ironizing about it, putting up against it and so on

There are however also groups without direct actmesach well-known
symbols. The Syrian ensemble "Tor Abdin", consgstifia folk dance
group and a small band, performing Middle Eastéyle slance music on
ud, darbuka and synthesizer, belong to a rathge lgroup of Syrians and
Assyriang , who settled in the area south-west of Stockhdlne
Syrians/Assyrians are Suryoyo, Arabic and Turksdaking Christians,
originally from Turkey, Lebanon and Syria. In thErmer home
countries, as Christians in Moslem surroundingsiy tieligion was their
main cohesive force and focus of identity. Aftettlsey in Sweden, this
group of people soon divided into two fractiong Byrians sticking to
their religion as main focus of identity, and thesirians trying to develop
a more secular ethnic identity. Within their owrctgs, both groups have
retained much of their old musical traditions, ba bne hand the sacral
liturgical music of the Nestorian church, on thkeestthe popular songs
and social dance music of their different countaeerigin (Hammarlund
1990). When being asked to participate in represmet shows of the kind
which is discussed here, the Syrians as well ag$isgrians have found
themselves facing serious problems, lacking a nthsiccould represent
them as an ethnic group in Sweden. The only mukiciwthey themselves
could regard as exclusively their own, the lituegisacral music, is of
course out of question for use outside the Nestarmurches. The profane
folk and popular music used at their social eveatmot be considered
typically Syrian/Assyrian, since it is the sameeyy music that most
Turks and Arabic speaking people in Sweden listehdance to. So for
the reason of establishing themselves as an egnoiup among other

ethnic groups in Sweden, which of course is of gseaial, political and
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economical importance, the Syrians/Assyrians sirhplye had to invent a
new type of folk music and folk dance for repreaéiié use. This have
been done in Sweden from the late sixties, andhtpertant thing about
this music and dance is of course not only thattypical of
Syrians/Assyrians, but that it is typical of Swed@nented as it is to meet
the demands of the Swedish society. Still howeveich of the problem of
becoming ethnically distinctive persist, as coutdsleen by the
performance of the "Tor Abdin" in the Blue Hall.8re is simply no
instrument, no singing style or musical genre thahe such a context
could create an exclusively Assyrian sound, thesgmting the ensemble
from being categorized as Turks, Arabs or somerddmel of "Middle
Easterns".

After five hours of dance and music from all ovee wvorld, the time at
last came to the last ensemble, a group of yoursyBtam an Eritrean
association in Stockholm. As so many young peamlay, these
youngsters prefer electric guitar, electric baagpphones and the drum-
set instead of the old traditional instrumentshait countries of origin.
But this preference for the modern and electricathplified instruments
creates problems. First, these instruments arearstidered as "folk"
instruments in Sweden, therefor they may not e&slysed as formally
representative at occasions like this. Secondlgost cases they simply
can't be made to sound distinctive enough of theieigroup that is to be
represented. This is well known by these youngstedstheir teachers.
Therefor they choose to foreground two "Africankig" instruments, a
small hand drum and thear, a plucked lyre used by many ethnic groups
in North-east Africa. As these instruments arelyike be recognized as
"folk" by almost anyone in Sweden, they could dsaused for strategical

purposes, as both a signal of formal representati@m ethnic group, and
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a clue to which ethnic group that is representedl tkhat was what the
Eritrean "Keih Bahri" ensemble did. Musically theuch and lyre played
no significant role at all, as they barely couldneard among the
amplified guitars, bass, saxophone and drums.dddteey played another
and, in the given context, equally important radevessual signs of ethnic
represention.

Conclusion

The roles of musical instruments as signs is comflibey can be used as
visual or audial symbols, or both. The importamghs that the symbols
are typical enough to be recognized by both insided outsiders as
representative for a specific group. And, as weehseen, it whatever
traditions immigrants bring from their former hogwuntries, whatever
forms of expression they use within their own comitias, when it comes
to publicly displaying a cultural heritage, theywhdo adhere to the forms
considered appropriate in the society at largea Assult every society
develop more or less its own forms of stereotyggulesentative music,
dance, clothes etc.

Also important to recognize is that this type oblicly presented
representative behaviour stems from a well codifegzertoir which is not
inherited or learnt through socialization in thelegears. On the contrary,
this is a repertoir transmitted trough formal tnag) rehearsals, which
implies that anyone who has access to such tramijgho is interested in
it, can learn it. Therefor, the cultural identitpdel known as "roots", one
of the most important parts of the ideology of figeethnic” ethnic, and
indeed also of "folk music", simply is not adequdte substantiate this
general point, let me again briefly return to tkaraples | have presented.
When examining the artists and their repertoiresencarefully it could be

noticed that they all share a somewhat peculiatiogl to the music and
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dance they are performing, and to the ethnic gtbap are representing.
The Hungarian ensemble "Barozda" are Rumaniareaizof the
Hungarian minority of Transsylvania. They learnptay Hungarian folk
music in Rumania, as a part of the Hungarian "ddrozese movement".
Since they for political reasons were cut of frdra tenter of this
movement, Budapest, one of their main musical ®suwas records and
cassettes. A large part of the "dance-house mussdr example their
Transdanubian repertoir, actually stems from timeeseecords as their
Swedish kontra player brought back home from Bustped learnt to
play here. Thus, it was not difficult for him tampan with the other
members of the band, since they all knew the samgss in the same
keys, with the same number of repetitions etc. Mbsthe members of the
Estonian ensemble "Ert Kassari" are born in Swedleay have learnt
their Estonian folklore through participating iretveekly rehearsals of
the Estonian associations. Many of them speak litinone Estonian and
have had, up to very recently, few other concrelations to Estonia than
folklore. The members of the Turkish group "Saméydave come
together from different corners of the musical woiThe clarinetist came
to Sweden to play jazz, but found few jobs since&k$ware supposed to
play Turkish music, which in Sweden means folk maufie ganun player
is a former saz teacher, the ud player is a gtetcher, the darbuka player
is a former folk dancer who eatrlier in his life ideological reasons
heavily opposed to the kind of popular and senssitzal music he is now
performing. All of the musicians have begun to plaig music only rather
recently, and they have learnt most of it in Sweddm® Russian choir and
orchestra consists only of Swedish members, whe hawther relation to
Russia than their affection for Russian music. [Bagler of the Mexican

band, performing in poncho and big sombrero, ide@ini. He is a man
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who likes to sing, and he successfully performs igkax, Chilean, Spanish
and sometimes also as Italian. The members ofytharffAssyrian and the
Eritrean ensembles are nearly all of them borraed in Sweden and
most of them have also acquired their competenpetimrm their
representative ethnic music in Sweden.

Through these examples | have tried to show how,multicultural

society such as Sweden, music instruments maydiakew and important
roles as signs, symbols of ethnic groups. The itapbdikeywords in the
processes | have been discussing are visipibich means that the
symbols must be typical and possible to identifgash by large parts of
the society, competence&hich means that the repertoir used as formally
representative is learnt through formal trainingjch in turn means that it
is not all certain that the people performing aletthey appear to be; and
lastly relevancewhich means that whether the people performiegidrat
they appear to be or not is not a relevant questsoiong as they are
identified and categorized as such by the othessa Aonsequence,
‘authenticity', this concept so often invoked bl fmusicians and indeed
also by ethnomusicologists, becomes relevant natcagestion of origin,
but as a measure of competence, that highly elsdmbeand very specific
competence of certain expressive specialists toparand display the

right kind of symbols and signs, in the right kiofdcircumstances.
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! This is a report from the current research prdjBandsverige-social and cultural organization of
diversity in Sweden" at the Institute for folklifesearch, Stockholm University. The object of giigly
is Sweden as a multicultural society. My part igated to the expressive forms which people use to
foreground themselves as culturally or ethnicaiffecent. The main fieldwork has been conductethin
Stockholm area, where people from more than a laghdations recently have come to live together. See
Ehn 1989, Ehn et al. 1990.

2 Music as an expression of identity has since loeen a persistant theme in ethnomusicological
research (cf Bohiman 1988) A large number of stsitiave been devoted to music as a symbol for
feelings, affects and identities, individual asvesl collective, social as well as cultural. Howeve
seems that the bulk of these studies has takepetispectives of the individuals or groups thatkeiag
studied, while very few have considered the rolenasic in the social and cultural organization of
diversity in a society as a whole. In her artickeTprocesses and results of musical cultural contac
(1981) Magaret Kartomi attempts to establish a atay for such studies. In a series of articleskMa
Slobin have discussed the role of music in compiakicultural societies (e.g. Slobin 1984, 1992).
Especially interesting is his attempts to identifisic processes, such as "domestication”,
"reinterpretation” "ethnic convergance" and "replaent" (Slobin & Ronstrdm 1989). An interesting
attempt to survey the ethnic music scene of a larggern city is the "Klangbildern"-project run byakl
Peter Bauman in Berlin

% In a heated debate in leading Swedish newspapé& several influential debatants claimed that
"multiculturalism” is nothing but an attack on tBeeat Cultural Traditions of the Western civilapati
Similar ideas have recently been launched alscainynather European countries, and especially in the
Usa, where the idea of cultural pluralism havecfieattacked by conservative politicians and
intellectuals.

* These geustions are discussed and developechsti@m 1990a, 1990b, 1992a, 1992b, 1992d.

® To use Merleu Ponty's well-known distinction, yanuld say that displaying diversity is not so
much concerned with "I know" or "I can", as withd®".

® Among articles dealing with the Swedish situatime Hamnmarlund 1990, Einarsson 1990
Ronstrom 1988, 1990a, 1992d.

" Cf Spencer 1985

8 One aspect which is developed in my study of damcemusic among Yugoslavs in Stockholm
(Ronstrém 1992c). Cf also Finnegan.1986. Anothpeetsof the same problem is discussed in
Csikszentmihaly 1975.

° "Typical' has at least two aspects 1) commonlt®)alistinctive, that is "what we have but whatiyo
don’t have". Here it the second aspect that noyrmlinderlined.

19 »Sameyda" started as a Turkish folk music ensendbteong the instruments used were saz, mey
and davul, which instrument names, in a shortediory also became the name of the group.

1 Syrians and Assyrians are two fractions of theespaople, the former stressing their religious
identity, the latter stressing their profane cudtwr ethnic identity.
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