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Sites of Convergence
a letter from the editor
Welcome, dear readers, to the sixth
volume of SEM Student News,
devoted to the topic “digital
ethnomusicology.” To begin, a few
questions: What kinds of spaces do
you converge in? Where do you
loiter? Where are your sites of
interaction, contemplation, and
procrastination? Is it in a grad
lounge, a coffee shop, a friend’s
basement, a kitchen? And while in
these locales, are you also in another
world, a digital world, consuming,
uploading, downloading, or wading
through the likes of Facebook,
YouTube, JSTOR, or Soundcloud? I
have to admit that by modern
standards I may be a bit of a luddite.
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Or at least a semi-luddite, who owns
an iPhone 3G with outdated apps
and who doesn’t sync anything (the
cloud freaks me out). I’m a moderate
Facebooker, and I do depend on the
Internet for my daily routine—emails, Young and the Restless
updates (don’t judge), hockey scores,
guitar tabs, the Māori online
dictionary, and the sea of online
academic literature that makes up a
substantial part of ABD life as I gear
up to write my dissertation. And if
my research were about the Internet?
I can only imagine how the hours
spent digitally would multiply.
As I write now, I am “in the field” in

Auckland, Aotearoa New Zealand
and working on this volume with
contributors spanning from here to
Hawai‘i to Arkansas to England to
Bali. So when I consider my own
sites of convergence, this newsletter
is forefront on my mind. As a
publication only available online,
whose calls for submissions and
announcements happen largely over
the SEM listservs and Facebook, it
makes immediately visible the
influence of the digital world in our
academic work.
And as I begin to think of life postPhD and prepare to enter the job
market, I am flooded with questions
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Letter from the Editor
... continued

about how my digital presence will
further influence my professional life.
LinkedIn, Facebook, Academia.edu
—how should we be using these sites
as young professionals? Should our
teaching plans incorporate digital
technologies, and to what extent?

adopt it in productive, creative, and
meaningful ways—particularly in the
education sector—is rapidly
escalating. We may be among the
first generation of scholars entering
the job market with these kinds of
questions.

which their lives as learners,
teachers, researchers, and writers are
affected by the Internet. We hope
you enjoy this volume, and we invite
you to continue these discussions in
our own online forum, the “SEM
Student News” Facebook page. 

While the question of technology in
academia may not be new anymore,
our need as young professionals to

To begin to address these issues, in
this volume you’ll hear from students
and scholars about the many ways in

By Lauren E Sweetman (New York
University)

SCC Update

a letter from your committee
By Adam Hall (University of Oklahoma)

Hello to all from SEM’s Student Concerns Committee (SCC). The committee had a strong presence at the 2012 SEM
conference in New Orleans last fall, with a well-attended and highly successful roundtable on publishing. At the student
meeting we brought on three new officers to fill vacancies on the committee, and the SCC has had quite a productive year
thus far, with many new projects starting to take shape. Part of this includes fostering a greater online presence for the group,
with a comprehensive website around the corner that we expect to have up and running this summer. The new site will have
a blog that will serve as a forum through which we can share research and fieldwork stories, ask questions, provide advice,
and converse with each other about our work and concerns. We also plan to rely on Facebook and listserv announcements to
reach more and more students. We are working hard to connect all of us, globally, in order to cultivate community and the
sharing of ideas.
	
  
We are happy to announce some additional changes to the committee itself. As the direct representative of the SEM
student body, we are working to make the student voice more prominent within the society. Along that vein, we have some
exciting news that will potentially affect all student members of SEM. On the recommendation of the SCC, the SEM board
of directors has approved the formation of a new section of the society called the Student Union (SU). All students will be
members of the SU, and the executive board of this new section will replace the SCC. This allows for a more inclusive
student organization that enables members to participate in projects for the society and to connect with colleagues from
across the nation. As part of the formation of the SU, the current committee is making plans for an online nomination
process to fill a new position of member-at-large. Please be on the lookout for details on the nomination process and
additional information on the SU coming through our various networking sites and the SEM listserv.
	
  
Finally, Ian Goldstein and Elizabeth Whittenburg Ozment, both highly effective and esteemed SCC co-chairs,
retired their positions at the SEM conference. We thank them for their dedication to young and developing
ethnomusicologists over the last four years and for being strong advocates for making SEM Student News a reality. We wish
them well as they continue to excel in life and in their careers as scholars, professors, and musicians. 

YOUR SCC:
Justin R. Hunter, Chair (top left)
University of Hawai‘i at Mānoa, jrh7806@hawaii.edu
Jessica Getman, Vice Chair (top right)
University of Michigan, Ann Arbor, jgetman@umich.edu
José R. Torres-Ramos, Vice Chair (bottom left)
University of North Texas, josetorres9@my.unt.edu
Adam Hall, Secretary (bottom right)
University of Oklahoma, arhall@ou.edu
Society for Ethnomusicology ©
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The Limits of Digital Ethnography
in a lo-fi world

By Benjamin Tausig (New York University)

The prospect of digital ethnomusicology is as tempting as digital technology itself. It
gleams with promises of instant connectivity, informational abundance, and images and
sounds transmitted with gorgeous clarity. And indeed, much human communication today is interceded by devices that
simulate immediacy. Musical fandom blooms on discussion boards, songs stream from the cloud, and work is
kickstarted rather than patronized or talent-scouted. Ethnographers are correct to be drawn to this intercession as an
important domain for new research.
This essay, which is cautiously contrarian, does not dispute the urgency of an ethnomusicological engagement
with ontologies of musical telepresence. Rather, it warns against uncareful theorizations of digital interaction as a fully
reified place. Technological communication comes laden with metaphors that hinge on the spatial—users “visit” web
“sites,” “park” domain names, hang out in chat “rooms,” and so on. Moreover, the early history of Internet discourse
is bluntly redolent of colonialism, with its talk of resource-rich virgin territories in need of state and corporate
governance.
Such metaphors have been justly critiqued. Technology writer Evgeny Morozov points out the policymaking
folly of creating equivalencies between the walls and curtains of the Cold War and the political contours of the global
Internet (2011). To imagine electronic borders in geospatial terms, Morozov suggests, is to map an extremely complex
and dynamic network of relationships onto the already creaky infrastructure of national borders.
Ethnomusicologists should know better than to go down this path. There has been no shortage of prominent
writings in the past twenty years that powerfully describe the shortcomings of an area studies paradigm in our field
(see, for example, Witzleben 1997 and Stokes 2008). The decision to subdivide music by region or country is at best
arbitrary and at worst an imitation of aggressive techniques of Euro-American statecraft. Music (qua practice), like the
human societies that activate it, does not move like matter; it cannot be bottled or vacuumed or blueprinted. Nor is
music ineffable, but territorial classifications put us on the wrong effing track.
What happens when we reify the presence of music in digital “space,” much as we have with music in
geopolitical space? During my research on Red Shirt protest music in Thailand, the use of digital devices was
common, but I was struck by the uneven character of my friends’ use of such mediating forms. Some stepped nimbly
through what we might call the cosmopolitan web, filming sing-alongs and strategically posting them on Facebook,
YouTube, and Vimeo. Others trawled the comparative underworld of serithai.net and uddtoday.net to grab the latest
tracks by Esompo Palui and Bae Bangsanaan with achingly slow connections on their mobile phones. SMS updates
announced concerts, ad-pocked web boards were rumor mills about the health and legal status of musicians, and
storage lockers allowed opportunistic CD vendors to earn a living reproducing albums. None of the tools employed by
a broadly defined Red Shirt musical community were “places,” as such; rather, they were layers of affordances imposed
on an already richly layered community. These tools influenced connection but did not flatten class, ideology, or gender
politics. Nor was access to them remotely democratic given cost and other barriers. To conduct research “at” a given
digital “site” would therefore have been to beg the question of the limits of the site itself.
To be effective and relevant, digital ethnomusicology must be understood not as an ethnomusicology of
practices in a digital realm, but as an ethnomusicology of practices that interpolate techniques of telepresence into
existing networks. It must be theorized in these terms. Not only that, but it must also be understood as a process in
need of its own situation-specific ethnographic inquiry; the category of the digital remains as unfixed and subject to
assumption as the category of the musical.
I hope I have not made the reification of digital space into a straw man. In truth, digital ethnomusicology is
too new of a public concern to have methodological habits, which is precisely why it is under discussion in this
newsletter. However, given historical tendencies and the ways that other scholarly and political communities have
approached digitality as a series of spatial metaphors, the warning is worth issuing preemptively. 
References:
Morozov, Evgeny. 2011. The Net Delusion: The Dark Side of Internet Freedom. Jackson, TN: Public Affairs.
Stokes, Martin. 2008. “Afterword.” In The New (Ethno)musicologies, edited by Henry Stobart, 207–216. New York: Scarecrow Press.
Witzleben, J Lawrence. 1997. “Whose Ethnomusicology? Western Ethnomusicology and the Study of Asian Music.” Ethnomusicology 4
(2): 220–242.
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The State of the Field

your views, your visions, your voices
By Hilary Brady Morris (University of Illinois, Urbana-Champaign)

When considering the intersections of music, the Internet, and digital technologies, there are many different avenues one
can pursue. In my MA thesis (2012), I investigated the relationships between American popular musician Jason Mraz and
the most active members of the “Official Jason Mraz Discussion Board,” Right Kind of Phrase. Through this case study, I
worked to understand what online social networks—especially musical ones—do and mean for their members. I
conducted both virtual and traditional fieldwork over the course of several years by participating in online interactions and
attending public and private concert gatherings.
Though this may now be changing, I initially experienced resistance within the field of ethnomusicology to the
kind of research I was conducting. Some didn’t take the research seriously, as though it was not as important as
geographically situated field work or could not provide meaningful and far-reaching results for the field as a whole. Some
contended that the people involved in this and other online groups did not share bonds as strong as those in traditional
face-to-face relationships. In the end, however, I found that Mraz’s music and persona, in concert and online, worked to
generate a set of values and practices that fostered social cohesion among this subset of his listening audience. The use
of computer-mediated communication enhanced, rather than detracted from, this cohesion. This resulted in a social
scene for the members in which Mraz’s music, after providing the initial platform for contact, became secondary to the
relationships built in this online community. As such, computer-mediated interaction became an additional variable in the
modes of interaction as a means of asserting and maintaining individual membership in this musical collective.
For this issue on digital ethnomusicology, we asked students: “How has the digital world influenced your
research, and to what effect?” From Facebook to calendar syncing to streaming lessons online, these students’ stories
show us how our work as ethnomusicologists has and continues to change in response to the Internet.

KATHRYN ALEXANDER (UC
Riverside): The Internet was a central
research tool for my MA thesis. Using
Facebook as a research site, I interacted
with a music community whose members
were reproducing their formerly offline
musicultural world by re-collecting memories, ephemera,
and stories and enacting their younger personalities. They
did this on Facebook pages and in messages, posts,
“friending” practices, and sharing. At times, I experienced
difficulty gaining the trust of community members. This
might be related to the age of the community itself: I was
working with a generation who learned the Internet later
in life and tended to exercise caution regarding interactions
that could move off the Internet and into an in-person, or
even phone, interview. I had only one venue in which to
show myself as trustworthy, and interactions were much
more singularly focused (on information sharing or on an
interview) than acquaintanceships that originate offline (in
which case, potential informants have much more
information about you as a person because they can see you
in physical space, not just in cyberspace). Facebook and
YouTube made my MA thesis possible. Facebook presented
a community that was in the process of reaggregating itself
online after a decades-long hiatus in the offline world. Both
Facebook and YouTube provide a wealth of research
material and contacts. In the course of reading the
literature in preparation for writing, I found that the first
wave of research on music cultures on the Internet focused
on “reality” and “virtuality”—whether things happening
online were actually “real.” While it productively shaped
my thinking, I found this area of scholarship to make
limiting assumptions about online interactions by
Society for Ethnomusicology ©

portraying them as a sideshow to more ethnographically
rich “real world” interactions. With so much living
happening online, though, I found it more productive to
speak of “online” and “offline,” which distinguishes
between the two theaters of interaction without valuing
one above the other. This also allows for the possibility of
better understandings of the movement between these two
spaces. I have experienced only enthusiasm from my
professors and colleagues about my Internet work. I was
lucky enough to work with Dr René Lysloff, who was a
tremendous resource in guiding the project. I think projects
that combine historical ethnomusicology with Internet
research will benefit the current literature. Focusing on
informal networks of music enthusiasts, scene members,
and the communities found on social networking sites (like
Facebook and Tumblr) will provide new perspectives on
how the Internet and music cultures interact. We should
ethnographically investigate the online presences of music
venues, bands, fans, and so on. People are doing life online,
and we miss huge pieces of culture by not investigating the
Internet as deeply as we do the offline world.
LAUREN FLOOD (Columbia Univ.):
Practically speaking, while much of my
fieldwork on experimental sound
technologies involves attending live
concerts, events, and workshops, I do
absolutely all of my planning online. This
planning involves searching for events, emailing participants, following up on interviews, and
locating audiovisual examples, among other tasks. For
instance, when I discover new venues that seem to host
continued on next page...
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The State of the Field
... continued

research-related events, I add them on Facebook in order
to keep up with their calendars. When I write about a new
musical instrument or related technological invention, the
inventor will often provide a video demo on YouTube or
Vimeo that I can use as an example in conferences and
presentations.
The most frequent concern I’ve encountered with
this online portion of my research involves how much to use
the Internet to learn about people and events in addition
to or in place of face-to-face interaction. If I’m
interviewing someone, how appropriate is it to delve into
their online persona(s) ahead of time? How much
information am I comfortable sharing with the online
world about my life and research? If a live event is
inconvenient or impossible to attend, to what extent can
online information about that event suffice? I think one of
the challenges current researchers face is in developing the
judgment to determine when the Internet can help or
hinder their work. When is it a necessary enhancement or
even the best way—or the only way—to gather
information? And when might it just prompt less-informed
research that is better served by personal experience?
On the positive side, I believe the major benefit
that comes with increased internet connectivity worldwide
is the ability to incorporate more diverse viewpoints into
fieldwork projects. For instance, in the model of spending a
year or so in a particular fieldwork site (or even in many
multi-sited projects), the logistical importance of place can
trump other concerns due to grant structures as much as
research goals. In my own work, I have chosen New York
and Berlin as my primary field sites because they offer
myriad opportunities for participant observation on my
topic over long spans of time. Yet I often meet people
stopping through events in these cities, only to learn that
they live in distant locations that are not reasonable for me
to visit. Not everyone can physically travel to find
interlocutors in geographically isolated areas—but e-mail,
voice and video chats, and other online tools can help
include those voices in our current and future work.
ROHAN KRISHNAMURTHY
(Eastman School of Music, Univ. of
Rochester): The Internet undeniably
mediates the lives of many in academia.
Research, teaching, communication,
applications, SEM newsletter entries, and
libraries are all facilitated by the Internet.
As many of us are aware, higher education is also
undergoing a transformative shift from residential to
distance learning, owing to advances in Internet-based
teaching. The virtual shift is, somewhat expectedly, also
affecting music and music education, including ancient
musical traditions such as my specialization, South Indian
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classical Carnatic music. Although online music education
is becoming increasingly prevalent, there is a need for
literature that critically analyzes its scope and impact.
My dissertation explores the impact of virtual music
lessons in the context of Carnatic percussion. I conducted
ethnographic research in Chennai, India, last year and
collaborated, in person, with some of the most eminent
performer-teachers who endorse online education. Virtual
lessons typically take place in real time over free, netconferencing software such as Skype and Google Hangout.
Although virtual music lessons simulate the face-to-face
learning experience, it is presently impossible to recreate
the holistic experience of learning in person.
Technological limitations such as inferior audio/video
transmission and audio/video latency (which prevents
users from performing simultaneously) are reminders of
the differences between virtual and face-to-face training.
What has led to the rapid rise in virtual music
lessons in Carnatic percussion? In general, online
education can save time and money since teachers and
students can interact from their homes. Online education
also broadens access to teachers and students, who can
now connect regardless of their geographic location. In the
context of Carnatic percussion, it is noteworthy that many
of the online students are young, second-generation
Indian-Americans who are encouraged to pursue Carnatic
music by their immigrant parents as a form of cultural
retention. Virtual music lessons thus constitute a significant
cultural link between the Indian diaspora in the United
States and Carnatic music teachers in the Indian
homeland. Eminent performer-teachers in India can also
remain connected to their students outside of India, and
global economics often make online lessons mutually
beneficial for teachers and students. Globalization operates
in multiple directions and, in this case, arguably reinforces
Chennai as the center of Carnatic music, which compels
us to rethink previous notions of globalization as a oneway and homogenizing force from the “West to the Rest.”
The Internet has become an indispensable tool for
many, yet we may benefit from taking a step back and
contemplating how it is affecting personal and professional
work and relationships. How are the Internet, new digital
technologies, and online education going to affect the
future of musical traditions such as Carnatic music and the
education industry as a whole? Will the name of the field
have to change once more, to e-thnomusicology?
ALLEN RODA (Metropolitan
Museum of Art): By most standards,
my fieldwork was “traditional” in the
sense that it involved a lot of face-to-face
discussions and practical hands-on
training with my primary interlocutors.
continued on next page...
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This certainly could not have been replicated via the
Internet. However, Internet communications, particularly
Skype, Gmail, Gchat, and Facebook have greatly facilitated
continued and, importantly, spontaneous interactions since
my return to the United States and have in many ways
extended my fieldwork indefinitely. When a question arose
or I was unclear about a particular point or technique
while writing up my dissertation, I could simply call or chat
about it and never had to guess. I have used webcams to
get advice on tuning or how to finish a particular
application, although the connection speeds in Uttar
Pradesh, India, still make video conferencing difficult.
While the telephone has always facilitated this type of
long-distance communication, the extremely low cost of
programs like Skype and Gchat and their the ability to
alert me or my interlocutors that the other is available have
allowed for much more impromptu communication than I
ever would have imagined possible by phone. I am
frequently “pinged” by my interlocutors for advice on how
to set up a PayPal account or how to make adjustments to
their blogspot.com website. The informal interchange of
tech support and follow-up research has strengthened our
bonds and provides excuses for us to stay in touch. I often
had brief conversations about whichever chapter I was
working on at the time in these sporadic and unplanned
virtual conversations.
The other important aspect of my online research
involved the monitoring of online forums in which
musicians discuss the relative merits of different styles of
instruments. These forums gave me access to a much
broader population of musicians and allowed me to extend
my research beyond the geographical confines of my field
site. I don’t see either of these phenomena as
methodologically problematic, perhaps because they form
supplementary material for my ethnography rather than
the primary source. I fully expect experiences like these to
become increasingly commonplace. The differences
between “online” and “offline” are growing smaller every
day—if they even still exist. I doubt I will ever stop seeing
updates from instrument makers in India in my newsfeed,
and that doesn’t bother me at all.
JUSTIN SCHELL (Univ. of
Minnesota): The Internet has been an
indispensible part of the entire life-cycle
of my project, We Rock Long Distance,
which looks at the lives and music of three
Minnesota hip-hop artists, with roots that
reach far beyond the Land of 10,000 Lakes: the Ghanaian
MC, M.anifest; the Hmong MC, spoken word poet, and
community activist, Tou SaiKo Lee; and the “Sota
Rican” (Minnesota Puerto Rican) MC and singer, Maria
Isa. Since I first contacted these three artists on MySpace
six years ago, the project has grown to encompass both my
Society for Ethnomusicology ©

dissertation for the Comparative Studies in Discourse and
Society Department at the University of Minnesota and a
feature-length documentary. One of the most important
elements of the project has been traveling with these artists
to their original “homes” of Ghana, Thailand, and Puerto
Rico, while at the same time looking at how having
multiple homes complicates the very idea of home itself.
Throughout the entirety of the project, I have
been creating media, most often video but also photos and
audio, that then circulates through the very media
diasporas I’m studying. Through things like YouTube
analytics and comments, tweets, and Facebook discussions,
I’ve been able to trace how various questions of belonging,
race, gender, ethnicity, and nationalism are played out
online. In many ways, though, I am retracing alreadyexisting paths of diasporic media circulation, especially
those of cassettes: these could be the cassettes that
M.anifest's grandfather, J H Kwabena Nketia, would send
back to Accra while teaching at Pittsburgh; the cassettes of
Naughty By Nature brought by friends living in the
Ghanaian diaspora that provided M.anifest’s first exposure
to hip-hop; or the cassettes that Hmong families in Thai
refugee camps would send either to families living in other
refugee camps or to those who had been resettled in the
United States after the Vietnam War. The circuits of
media production and reception that I study and in which
I participate through We Rock Long Distance are just a new
chapter in a long history of media diasporas.
Beyond research, though, the Internet is playing a
crucial role in the publication and distribution of We Rock
Long Distance. Given that the two parts of the project are
intertwined, it made sense for there to be hefty amounts of
media in the dissertation, yet ProQuest requirements are
not amenable to video and audio beyond that of a
supplementary DVD or CD. I was determined to have this
media be part of the text itself. While done every day on
blogs, Tumblrs, and the like, it took a large number of emails, phone calls, and, yes, in-person visits to different
graduate school administrators to figure out how this could
be done. The end result is an online version of my
dissertation, which is publicly viewable at http://
z.umn.edu/wrld.
Finally, given the many avenues for online
distribution and the possibility of distributing the film
wholly online without any physical media, whether
through monetized channels like iTunes or given away for
free on YouTube or Vimeo, I intend to travel back to
Ghana, Thailand, and Puerto Rico to screen We Rock Long
Distance for those who are in the film itself. This, of course,
will require much transcription, translating, and dubbing,
but the goal is to hear the variety of receptions and
interpretations of the film, continuing conversations
started with that first MySpace message six years ago. 
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Dear SEM,
Now that the digital world is
permeating everything we do as
researchers, teachers, and
scholars, how does it figure into
your work?
TREVOR HARVEY: The overwhelming
majority of my fieldwork takes place
within digitally-mediated spaces: online
discussion boards, voice-over IP
applications, virtual worlds, digital audio
workstations, and Web-based
communities. When I entered graduate
school ten years ago to study
ethnomusicology, I didn't have a specific
geographic focus in mind. My musical and cultural
interests were broad and diverse. But I knew that I was
interested in musical communities that blurred the
distinctions between musician and audience. As a result, I
was drawn to studying participatory musical cultures.
Digital worlds, including the localized personal spaces of
home-based music makers and the online collaborative
sites of recreational musicians, provided an opportunity to
explore my interests within musically diverse, multinational
communities.
At a recent conference, while discussing my
research activities with colleagues, I was asked, somewhat
tongue-in-cheek, “Is there really anyone on Second Life
anymore?” I have become somewhat accustomed to such
questioning of the cultural vitality of the online virtual
world where I have conducted fieldwork since 2007, and
such perceptions have grown in recent years as the initial
hype in the mid-2000s that surrounded Second Life and
other virtual worlds has waned within the popular press
and public discourse. Nonetheless, digital spaces,
meditated by music and communication technologies,
continue to provide fertile ground for peer-to-peer,
recreational musical activities. For many, digital
technologies have indeed democratized musical
participation, enabling “hidden musicians” within the
world of amateur musicking.
As with many other ethnomusicologists, I try to
apply concepts learned from my research to my teaching
activities. Throughout my fieldwork, I frequently witness
how digital technologies can mediate both individual and
collective musical experiences. By incorporating digitally
based projects into my courses (particularly with non-music
majors), I try to leverage what is for many students a
familiar realm of communication and production (personal
computers, smart phones, social media, etc) to engage
them in musical activity that they may otherwise resist
without the support of these digital tools. Twitter-based
Society for Ethnomusicology ©

At SEM Student News, we try to address
the most pressing issues facing our student
body. Want to get advice from our network
of peers, colleagues, and mentors? E-mail
us your questions at
semstudentnews@gmail.com.
By Lauren E Sweetman (NYU) w/ respondents Profs.
Trevor Harvey (Univ. of Iowa), Carol Muller (Univ. of
Pennsylvania), Yona Stamatis (Univ. of Illinois,
Springfield), and Jason Stanyek (Oxford Univ.).

fieldnote journals, ethnographic podcasts, collaborative
wikis, and GarageBand-based remix projects are some of
the activities I’ve assigned to encourage my students not
only to investigate musical worlds but also to explore their
own musicianship. While digital technology can present
exciting opportunities for individual, collaborative, and
public engagement in ethnomusicology, its usage, whether
in the field, as the field, or within the classroom, also
presents opportunities for critically examining
contemporary digital cultures.
CAROL MULLER: In a
current Wikipedia article, digital
media are defined as “the
creative convergence of digital
arts, science, technology and
business for human expression,
communication, social
interaction and education” (“Digital Media,” 15 May
2013).
Without doubt we live in exciting but challenging
times, and these times produce responses celebratory and
anxious, or just ambivalent. We are provided with new
technology, possibilities, and capacities so regularly it gets
harder and harder to remember where we were even a
year ago. The questions are: how do we creatively integrate
these new capacities into our lives as ethnomusicologists,
and what are the implications of these interventions for
our field?
Those of you who know my work in field
methods, in teaching using resources like Google maps,
and in online learning—both conventional and through
Massive Open Online Courses (MOOCs)—probably
expect me to say that ethnomusicology has much to gain
from innovations in digital media. This is less so in the case
of the contemporary archive. Here I raise questions about
the possibilities that digital media present for the
ethnomusicological archive. For it is, in my view, the
archive that is most profoundly transformed by the
technological advances that digital media represent. And it
is perhaps the digital archive that has the greatest impact
on the work that we have done, on what we are able to
imagine, and on what we will do in the future. As such, in
what follows, I describe three ways in which the archive has
been transformed in my ethnomusicological life.
continued on next page...
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Seminar in Field Methods Training: Here we address
issues of equity and access to knowledge produced by
ethnomusicology students in partnership with communities
by providing publicly accessible archives of research about
these communities. Initially this was through complicated
web page construction, incorporating images, video clips,
transcripts and audio clips of interviews, and so forth;
recently we have begun to use the blog formats of
Wordpress and Tumblr to increase the ease and speed of
representation, so the availability of the archive is quicker
for the community.
Introductory Classes in the Music of Africa and World
Music: Here we have used Google Maps technology to help
students bring a country or style of music alive through the
mapping of musical styles, biographies, and diasporic
travel. Students are exposed to the growing archival
resources from Smithsonian Global Sound, to the Pitt
Rivers Museum sites, to the International Library of
African Music. What was once delivered in small numbers,
and accessible to a very small number of library users, is
now increasingly available to the world at large either free
or with the swish of a credit card.
Online Education: Teaching online to paying and
non-paying students around the world introduces students
and communities to a wide range of musical styles. In
regular courses, we use digital resources that a university
library pays a licensing fee to use; while in MOOCs we
draw on the growing number of free-access resources, both
popular and academic—Youtube is one of several. These
digital media and web technologies enable individuals and
communities to engage with each other about music from
all parts of the world through social media, through the
channels of these courses, and through a wide range of
other venues. We are confronting questions about
ownership, cultural boundaries, access, and compensation
that we never really dreamed possible a decade or two ago.
While we can see the benefits of digital media for
our field, there is no way of knowing where we will end up,
say in the next decade. There can be little doubt that
digital media are opening up the world of music to the
world at large in ways that do require ethnomusicologists
to engage in these processes and consider the implications
for our field. This is imperative as we consider the
changing nature of the archive: while we may celebrate
global access, we need to reflect equally on matters of
sustainability and durability. How will the massively
produced global archives of twentieth and twenty-first
century music making endure and remain useful, even
technologically accessible, for ethnomusicologists fifty years
from now? Who ultimately will become the gatekeepers for
global access and knowledge about music of the world’s
peoples?
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YONA STAMATIS: Regular
interaction with a wide range
of digital media technology is
a reality for the contemporary
ethnomusicologist. This
becomes strikingly obvious
during graduate student
fieldwork preparation when one makes difficult choices
about which technology to cart along to the field.
Unfortunately, most ethnomusicology graduate programs
do not offer sufficient digital media instruction, and
students end up spending too much time struggling to
master technology. My advice to current graduate students
is to: (a) start your exploration of digital media choices
early; (b) take advantage of your university technology
support services; (c) take the time to master the digital
media you have chosen to take to the field. Nothing is
more frustrating than realizing you forgot to turn on the
microphone during an important interview!
When I first traveled to the field in 2007, I had
expected somewhat minimal engagement with the digital
world. After all, the Greek rebetika musicians with whom I
worked rejected the presence of technology in every
possible way: they declined offers for recording contracts,
turned away television crews, and even refused to amplify
their instruments during performance. But I quickly
realized that I was reliant upon digital media in nearly all
phases of my research, from recording to archiving to
writing. And rest assured that this reliance continues at an
accelerated pace now that I am an assistant professor of
ethnomusicology. My classrooms are outfitted with rapidly
changing whiteboard technology, and I even teach courses
entirely online.	
  	
  
JASON STANYEK: There are times
when an essay or book, recently read,
curls up inside us and lies dormant
until it stretches out and emerges into
some present or another, often with
impeccable timing, to inflect our nowcurrent work. I first encountered
Simha Arom’s 1976 article “The Use of Play-Back
Techniques in the Study of Oral Polyphonies” around
1997 while TA-ing for Andrew Weintraub’s “Music of
Africa and the African Diaspora” class at UC San Diego.
At the time, I was taken with the sly, experimental method
Arom employed to disarticulate the dense ensemble
textures produced by the musicians he was working with in
the Central African Republic. In a very reductive nutshell
(I’m leaving out much here), he achieved this by recording
each musician separately and subsequently bouncing
isolated, individual tracks between two analog tape
recorders until an accreted version of the whole was
continued on next page...
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reassembled. It seemed an especially elegant technique to
someone like me who had been an avid “bouncer” as a kid,
with many days and nights spent layering guitar parts by
using precisely the same two–tape recorder technique as
Arom. A little later, a TASCAM four-track found its way
into my hands, and then, in the late 1990s, some
prototypical digital recording platforms and portable
digital recorders. Those premillennial moments were
heady days for musical digitality (in 1999 Ricky Martin’s
“Livin’ la Vida Loca” became the first number-one hit in
the United States entirely produced with Pro Tools). They
were frustrating times, too (anyone who used digital audio
workstations during that period will remember the
frequent and irritating crashes and reboots and the sinking
feeling that came with the realization of a loss of crucial
data). In that turn-of-the-century environment, with new
digital affordances becoming ever more ready at hand,
Arom’s missive from a quickly receding analog past struck
a chord.
Fast forward to 2008 (and in the forwarding hear
not the squeaky shrill of an engaged cassette but the jittery
iterative skips produced by a laser skimming a CD or the
scrubbed, noisy horizontal scroll through a Pro Tools
waveform): Michael Tenzer and John Roeder asked me to
write a chapter for their edited volume Analytical and CrossCultural Studies in World Music, and in December of that year
I found myself in the north zone of Rio de Janeiro doing
fieldwork. That’s when Arom uncurled himself and found
me again. Like Arom, I had a vital need—one that was
epistemological as well as musical—to centrifugally spin
dense sonic textures out into their component parts.
Tenzer and Roeder requested that my chapter
focus on a single song, and I chose one of my favorite
pieces from the repertoire of samba-pagode, “Sorriso
Aberto,” by the composer Guará (Guaraci Sant’anna). I
had long been interested in what might be called pagode’s
micro-sonic dimensions—the barely perceptible timbral
residua of instrumentalists’ hand motions—and I knew
that, to achieve any sort of micro-sonic analysis of pagode,
I would need to record all of the instrumental parts of a
given performance separately. My intent was to use my
laptop (with Pro Tools and Digital Performer installed), my
trusty MOTU 828 firewire interface, and a selection of
microphones to do a multitrack recording of a live pagode
performance at Tia Doca’s terreiro (“yard”) in Rio’s
Madureira neighborhood and then later transcribe all the
parts. The plan didn’t work. The live setting was too noisy
and rendered any kind of sonic isolation between
instruments impossible.
A more clinical environment was needed, and in
early January 2009, Tia Doca’s son Nem agreed to
assemble the musicians in his group and meet me at
Estúdio Copacabana, in Rio’s south zone. We made digital
audio and video recordings of nine instrumental parts, and
Society for Ethnomusicology ©

from these recordings Fabio Oliveira and I later created a
meticulously detailed “full score” (Fabio eventually
coauthored the chapter in Tenzer and Roeder’s volume
with me). But we went one step further. Thinking back to
Arom, and imagining what a digital version of his analog
method would be, I had the idea to create an interface that
would function as a virtual “roda” (the circular space in
which pagode is often performed). Brian Lehrer, one of
Tenzer and Roeder’s research assistants at the University of
British Columbia, was able to build the interface, which
allows users to view and hear each instrument of the
pagode ensemble individually or in any combination, with
the placement of the videos in the interface approximating
the way the musicians typically arrange themselves around
the table at Tia Doca's terreiro. Using the interface in
tandem with the full score helps readers to disambiguate
the performance’s various sonic layers, both on the macrolevel of ensemble playing and on the micro-level of the
distinct strands making up each instrumental part.
Our research on pagode eventually appeared as
“Nuances of Continual Variation in the Brazilian Pagode
Song ‘Sorriso Aberto’,” a chapter in Tenzer and Roeder’s
above-mentioned volume, with the virtual roda interface
housed on Oxford University Press’s password-protected
site. For those who care to give the virtual roda a whirl, I’ve
posted a streaming version here: https://
www.music.ox.ac.uk/virtualroda/ (Flash Player required).
Arom’s article is still very much worth a read: it’s
absolutely fascinating from technological and
methodological standpoints, and its detailed transcriptions
reveal a certain efficaciousness of his “play-back
technique.” At its essence though, the article is about
Arom’s exceedingly intimate relationship with a particular
sound world and the technical manoeuvres he utilized to
help him listen as deeply as possible into the fabric of that
world (perhaps an intimation—a decidedly sonic one—of
the “intimate turn” that musical anthropology has taken of
late; see Feld’s 2012 Jazz Cosmopolitanism, Bigenho’s 2012
Intimate Distance, and Dueck’s forthcoming Musical Intimacies,
among others). Ethnomusicology knows all kinds of
intimacies, some of them inter-human, for sure, but others
involve sounds, technologies, places, or ideas. The virtual
roda represents an attempt—realized through currently
available digital devices and platforms—to create the
possibility of an intimate listening encounter with pagode’s
micro-sonic worlds. 
If you are a professional in ethnomusicology (or a
related discipline) who is passionate about
mentoring students, we need you! To be a
respondent in a future Dear SEM column, please
contact our editor at semstudentnews@gmail.com.
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The Rise of the MOOC
where do we go from here?
By Dustin Dennis Odell Wiebe (Wesleyan University)

I can recall a time not too long ago
when my inbox was regularly
inundated with spam from online
universities trying to sell me on the
virtues of an Internet-based education. Flexible hours,
zero commute time, and low tuition fees were the main
selling points, but the institutions involved had yet to be
taken seriously within academic circles, and few of the
degrees offered met the rigorous requirements of
university job search committees. Fast-forward a few years
and we appear to be on the cusp of a major shift in how
the masses—and more importantly, the marketplace—
perceives online education.
Top-tier research institutions (including Harvard,
Princeton, and Yale) are now making some of their wares
available through the World Wide Web. Massive Open
Online Courses (MOOCs) are generating tremendous
buzz in the education industry, with the Stanford
University initiative Coursera (www.coursera.org)
emerging as the most popular of the MOOC platforms.
Just over a year after its official launch in April 2012,
Coursera now has over 3.5 million registered users and 70
partner post-secondary institutions. It is also the only
major provider currently offering music courses in
conventional university formats. A wide variety of musical
subject areas are covered, including ethnomusicology (eg,
“Listening to World Musics,” University of Pennsylvania),
music history (eg, “The History of Rock and Roll,”
University of Rochester), music pedagogy (eg,
“Fundamentals of Rehearsing Music,” University of
North Carolina, Chapel Hill), and composition (eg, “Write
Like Mozart: An Introduction to Classical Music
Composition,” National University of Singapore). Next to
mathematics and the hard sciences, music is among the
better-represented subject areas in the Coursera catalog,
with a total of seventeen music-related offerings.
From a financial perspective, one of the appealing
qualities of MOOCs are their scalability. With an initial
investment estimated around $50,000, an institution has a
packaged product that can be administered multiple times
to a virtually unlimited number of students with relatively
low overhead costs—a savings that can be passed on to
users. Given the rapidly inflating cost of education around
the world, it is easy to understand why MOOCs appear an
attractive alternative. Many pundits are predicting that in
the coming years cash-strapped colleges will turn to
MOOCs to help ease the budgetary strain. While this
bodes well for universities and students, what does this
mean for those of us looking to land that sweet tenure
track job after graduation?
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Numbers don’t lie, and the simple fact is that
there are more people graduating with PhDs in
ethnomusicology than there are positions available at
universities. Even those of us lucky enough to find work at
a college often need to settle for the adjunct rather than
tenured track; a situation that could be further exacerbated
by the growing MOOC trend. If, however, established
institutions are starting to increase their use of technology
in order to stay relevant in the marketplace, so too can
individuals. The sky’s the limit for entrepreneurs in any
emerging industry,
and online
education is no
“We appear to be on the
exception.
cusp of a major shift in
Examples of
how the masses—and
entrepreneurially
more importantly, the
driven online
marketplace—perceives
music education
online education.”
platforms are
beginning to
emerge, including
recent startups like the Wajahat Khan Academy of World
Music. Founded by the London-based sarod virtuoso
Ustad Khan, the academy utilizes Khan’s professional
website (www.wajahatkhan.com), Skype, and a YouTube
channel to disseminate educational content such as music
lessons, master classes, and concerts. Khan is also an artistin-residence at the School of Oriental and African Studies
(SOAS), University of London, and his multiple positions
embody a rising trend toward professional diversification
resulting from a recent economic climate in which
financial security often cannot be generated through music
education or performance alone.
While there will always be an important place for
ethnomusicologists in established post-secondary
institutions, it’s time we as a community of music scholars
and musicians start thinking outside the tenured box. The
fact that nearly five percent of Coursera courses teach
music, with thousands of students registering for each
course, suggests that there is a great desire—and market—
for online music education. Some of us will likely be the
instructors of MOOCs in the future, and that’s fantastic,
but for those who don’t get the opportunity and still want
to teach, smaller scale, entrepreneurially driven initiatives
are and will continue to be the answer. What the next
generation of ethnomusicological education looks like is up
to us, and our ability to effectively and creatively respond
to these changing trends will dictate the future growth of
our field. 
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Material Student Bodies
in a digitized academic world
By Beezer de Martelly (UC Berkeley)

“There are political risks to being clear about the end you
Theses politicians are sneaky, too. In California,
have in mind,” said Christopher Edley, dean of the
the narrative goes something like this: “The state has
University of California and a strong proponent in the
trimmed public education budgets for years. In order to
push toward online education, in a January meeting of the
maintain our educational system, we can either raise
UC Regents (Regents 2013). Perhaps, Dean Edley. But I
tuition indefinitely, or we can save money by going online.”
have to ask, for whom is transparency a political risk? Stay
What’s missing, according to Bob Samuels, president of
a little longer—I have a few more questions.
the University Counsel-AFT and lecturer at UCLA, is an
Here’s another: at the same time that the online
analysis of how the politicians who are now calling for
craze has feverishly swept California higher education,
massive financial investments in online education are the
City College of San Francisco, the
very same people who have slashed
nation’s second largest community
education budgets for years, bringing
“At the heart of this debate
college, is being threatened with losing
us to this crisis (Samuels 2013b). And of
its accreditation—that stamp of
course, online education is presented
is serious conflict over the
approval that enables, among much
through the rosy rhetoric of “cost
purpose of education itself:
else, students to obtain federal financial
efficiency” and “increased access,”
is education a one-way
aid—unless the school submits to a
saying nothing about the devaluation of
affair that involves
number of “restructuring” measures to
academic labor, the significantly
transmitting a fixed body of
its democratic governance, limits the
restricted notion of “education,” or the
knowledge from one
mission of its course offerings, and
disruption of the social life of campus
narrows the definition of who
communities. What seems to be
source to another, or is it
constitutes a “legitimate” student
emerging is a two-tiered system of
something much more
(Yancey 2013; Avila 2011; SSTF 2012).
education: those who can afford to
collaborative, horizontal,
I wonder how these issues might be in
learn and build relationships with
and creative?”
dialogue with parallel changes at the
classmates face-to-face and profit from
University of California and California
the many benefits of being physically
State University (CSU) systems.
present at a college campus, and those
One potential source of answers lies in who is
who can’t.
calling for these changes. Silicon Valley as well as the Gates
What’s more, under the UC Regents’ (read:
and Lumina foundations have provided massive funding
California billionaires’) governance, like other large
both for the accreditation bodies that hold power over
universities, UC has been operating much like a hedge
academic institutions and for the bourgeoning online
fund for years, engaging in increasingly risky business with
education industry (Beno 2012; Hepler 2013). Moreover,
borrowed money (Samuels 2010). The Regents approved a
there exists a kind of revolving exchange program of
$6.9 million loan to UC Online, a for-profit online school
personnel among financial lending institutions, the
that benefits from the successful branding of the brick and
corporate funders of online education projects, and the
mortar UC. These funds were borrowed from the already
academic administrations at the institutions education
broke system while student fees have more than tripled in
entrepreneurs are courting (Saskal 2009; Lederman 2012;
the past decade (Gollan 2011); while it took a massive,
Yancey 2013). This technology boom seems to have put a
statewide effort to pass the much needed and much
curious spell over Governor Brown and other high-level
watered down Proposition 30 to help fund education (and
California politicians capable of fundamentally reshaping
$10 million in Proposition 30 funds have already been
higher education through legislation and budgetary
poured into the risky UC Online venture); and while
measures. There’s even talk of shifting the first two years of
funding for libraries, classes, and other services like daycare
education at UC and CSU entirely online (in other words,
programs have been eliminated or trimmed to the bone;
the courses many of us grad students teach), in effect
when national student debt topped $1 trillion last year.
creating an internal associate’s degree with which some
After students from China and the military—two groups
lucky students could transfer into the brick and mortar
UC Online targeted heavily—failed to materialize, the
schools (Regents 2013). Who would write the letters of
university has thus far only been able to recoup 0.0014
recommendation for these transfer students, I wonder?
percent of its loan. This leaves many wondering what will
Who would be able to attest to students’ character, their
happen if UC Online’s business model fails and it is never
thoughtful classroom contributions, their many visits to
able to repay this debt back to the university. Conversely, if
offices hours? Who could claim to know them in any
online education succeeds, what will happen to all of the
meaningful sense?
campus buildings financed in large part from skyrocketing
student debt?
continued on next page...
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Material Student Bodies
... continued

To be sure, UC Online is just one project among
many on which various members of the UC
administration, Governor Brown, and numerous other
public and private institutions are working under the
moniker “20 Million Minds,” or 20MM. Founded by
billionaire (ranked #328 in the Forbes 400) and buyer of
“distressed” California commercial real estate Gary
Michelson, 20MM is a curious organization, indeed. In a
January 20MM-sponsored conference entitled “Rebooting
CA Higher Education,” entrepreneurs presented one
potential face of what they term “disruptive technology” in
the 20MM mission statement, revealing how the
organization hopes to “debundle” traditional curricular
development (20MM 2012). Instead, online education
entrepreneurs promoted an assembly line approach to
education in which “one person would design a course,
another person would present the course, another person
would market the course, and none of these people would
be involved in research, community service, or shared
governance” (Samuels 2013a). And what about learning?
As Audrey Watters notes, at the heart of this debate is

serious conflict over the purpose of education itself: is
education a one-way affair that involves transmitting a
fixed body of knowledge from one source to another, or is
it something much more collaborative, horizontal, and
creative (Watters 2013)? At present, however, it seems like
Governor Brown and the Regents are not very interested
in such questions, already referring to the UC system as “a
venerable institution being upended by digital
change” (quoted in Asimov 2013). Disruption, indeed. Is it
really inevitable, though?
As the lure of online education intoxicates more
and more high-level members of school administrations,
financiers, and local and federal politicians, and as these
interests become ever more deeply linked, it is all the more
pressing for us to turn our energies in the direction of
online education. The University of California academic
student workers’ union (UAW 2865) is heading into
contract negotiations this spring, and many of the
questions raised above will be at the forefront of our
bargaining concerns. 
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Connecting Ethnomusicologists
social media and digital scholarship
By Justin R Hunter (University of Hawai‘i, Mānoa)

In many ways, we truly live in a different world from the
site is to create an open access community for research.
early days of our field. Today, ethnomusicology has
Following a trend for sharing research without the wait or
widened its scope and reach to include the seemingly
limitation of peer-reviewed publication, this site allows
limitless boundaries of the expanding digital world.
users to upload papers and presentations for either online
Through digital resources we can now conduct our entire
viewing or as downloadable PDFs. Some critics warn
studies virtually, hear esteemed scholars present webinars
against infringement of research, but the principle of open
from across the world, and connect in ways that our
access attempts to bypass this concern and hopes for an
predecessors never dreamed of. In that light, I think back
open forum for academic communities. A feature included
to Jaap Kunst’s Ethnomusicology from the
for users is the ability to track the way
1950s; along with Kunst’s writings on
people find, use, and discuss your work.
the field, scholars from around the
As on Facebook, a user “follows”
“How we interact with the
world reported on ethnomusicological
disciplines, research methods, and
digital world will influence
activities and coursework available in
connects with others users. These
our futures and possibly
their regions and individual institutions.
networks of information, along with
come to define our work
Today, this type of information is easily
uploaded materials to the account, are
down the road.”
found online. A browser search for
then searchable online. For instance, as
“ethnomusicology” highlights
of May, my research has been found
numerous institutions’ websites,
through searches with the following top
scholars’ blogs, and an ever-growing social media presence.
keywords: “Japanese marginalization;” “positive impacts of
Over the past decade, social media sites have
tourism;” “ethnic tourism in Hokkaido [Japan];” and
drastically changed the way we connect with the world.
“Ainu discrimination.” This information is stored and
From high school friends to international colleagues, sites
reported to me every time my profile is found via search
like Facebook, Google+, and Twitter allow us to network,
engines or Academia.edu itself. What an amazing tool to
advertise, share, find lost connections, and make new ones.
see how your research is being viewed, and hopefully
Additionally, social media has changed how we link with
appreciated, in these academic communities. This is a
products, news, and organizations. For our field, one can
fantastic way for scholars, especially young scholars and
connect in any one of the dozens of “ethnomusicology”
students, to get their research “out there” without
groups and pages on Facebook, including quite active
publishing. This sharing of research allows users to spread
pages for SEM Student News and the Society for
awareness of their work and also to make connections with
Ethnomusicology. However, it is commonly known that
similarly minded individuals in order to possibly
our relationships with Facebook “friends” can be quite
collaborate on projects.
informal. With this relaxed atmosphere, many use social
The potential of digital networking is just getting
media as an outlet for grievances and rants on political and
started. I do feel that online networks cannot replace
social issues. What implications are there for using social
attending conferences for face-to-face interaction with
media in this way? In a short amount of time, we students
other scholars, but the in-person interaction can certainly
and young scholars will be seeking employment, and it
be enhanced by social media connections. Like so many
seems obvious that our online profiles will be accessed as
writings on “technology in the field,” as soon as something
potential employers look into their candidates. Social
is written, a new, better technology comes along to
media makes it very easy to express one’s beliefs, but think
supplant the author’s suggestion. Facebook and
of how a tirade on the current political situation of the
Academia.edu may not stand the test of time, but digital
United States would affect someone’s view just by seeing
ethnomusicology is something that will only continue to
your posts on Facebook. It seems we are almost in the
grow in the years to come. How we interact with the
position of a junior faculty member gearing up for tenure
digital world will influence our futures and possibly come
—how many times have we heard, “After tenure, I will be
to define our work down the road. The negatives and
able to . . .” In a way, we have to be cautious of our online
positives must be weighed together to determine the
presence. Not to be hypocritical or apathetic to causes, but
outcome, but a digitally connected ethnomusicology has
simply to air on the side of restraint on these types of
just begun. Though we may be leagues ahead of our
informal networks.
predecessor’s technology, the heart of our discipline
But in many ways social media can be quite
remains in the connections we make with our informants,
beneficial. Of course, sites like Facebook connect us to
colleagues, and mentors. With our digital networks, the
wide range of people; other sites are a bit more targeted.
field will only continue to grow, and our studies will be
One such growing site “for academics” is Academia.edu.
better for these “new” connections. 
Launched in 2008, a primary function of this social media
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Digital Technologies and Music
hardware and habits

By Richard M Deja (University of Illinois, Urbana-Champaign)

I was in Cape Town, South Africa, at the Breathe Sunshine African Music Conference last April,
where it was said that South Africa skipped PC-based Internet and went straight to cell phone Internet usage. While this
may not literally be the case, there is an element of truth to it. Historically, cell phone communications infrastructure has
been far cheaper to put in place than landline systems and has led to the proliferation of cell phones all across the African
continent during the last twenty years. As a result, the cell phone plays a large role in how people engage the digital realm.
Many people in South Africa do access the Internet via personal computer with few obstacles, but there is a huge
portion of the population that does not. Using the Internet in South Africa can be rather expensive and often time
consuming with slow connections via USB mobile broadband modems. Smartphones tend to perform better and cost
relatively less to acquire and operate, yet with the smartphone, as with the computer, internet access is just one of its
functions. Habits regarding cell phone use tend to conform to its original intent as a communications device, with the added
versatility of a personal computer. So among many musicians it functions as a multipurpose tool for networking and sharing
content, not only via the Internet, but also through cross-platform texting applications and Bluetooth connections.
It is important to recognize, however, that there is another tier to digital consumer technology that is used by vast
numbers of people here. The conventional cell phone is still widely used in South Africa in places where the smartphone is
still cost prohibitive to acquire and operate due to local pricing and data charges. Yet, the demand for mobile and online
services like Internet banking and commerce exists among people who may not have the means to buy a smartphone. So the
question is, how can people better utilize the conventional cell phone hardware? One answer can be found in the USSD
programming code used for SMS (texting). It enables people to use the numeric keypad of a standard cell phone to access a
simple menu screen to purchase products, pay for services, or transfer money. More importantly, this platform is now being
researched and used for musical applications as a means through which people can distribute and sell music digitally.
A recurring theme in my fieldwork has been to be aware of how music consumption and technology operate across different
social groups in southern Africa. Record companies and music promoters here have to work within a hybrid economy in
which there are extreme disparities between economic realities. That said, my musician friends and I are often amazed at
how insular some music industry professionals here, and elsewhere, are. The whole world is not connected to the Internet. If
ever that happens, rest assured that there will continue to be a wide range of ways it operates in people’s lives.
Like music making, engaging the internet is locally influenced. For me, it has been important to understand when
discussing music and the Internet that the two tend to be situated within a larger realm of digital technologies and mediated
social interaction. The internet on its own is one node within that realm. Digital technologies, both hardware and software,
operate within a constellation of habits and ideas practiced by individuals from different parts of society in different places
on the planet. No matter how ubiquitous something like the Internet appears to be, local conditions will shape how and to
what extent people incorporate it into their lives. I suspect there will be a time when smartphone and similar technologies
are inexpensive enough to be accessible by all consumers across the economic spectrum, but until then it is interesting to
note the dialogue that occurs between hardware and habits and how they both inform and respond to each other within the
daily lives of individuals in different contexts. 

On Facebook: Part One

why you should and when you should not
By Nolan Warden (UCLA)

For those of you who hate
Facebook, keep reading. I was once
a naysayer, and while I still do not have a “regular”
Facebook account, I have found that Facebook can be an
essential research tool. As a reformed Facebook hater, I
now think of it as an implement nearly equal in
importance to the notebook and audio recorder. I was
once concerned that it would be just another drain on
precious graduate school time, but there are ways to
manage it only for research. My thoughts below focus on
the why and how of using Facebook for fieldwork. For those
of you already converted, I will also suggest that Facebook
Society for Ethnomusicology ©

should not be as central as it has become for academic
communication.
My initiation in Facebook was initially the result
of managing the account for Ethnomusicology Review after its
name change from Pacific Review of Ethnomusicology. It was
(and still is) an important promotional tool for the journal,
but not much more than that. Using it for research began
when I started my dissertation fieldwork in Mexico. It felt
odd to me at first that studying the music of the indigenous
Wixarika (Huichol) people in a very rural part of the state
of Jalisco would require me to open an account on “el
continued on next page...
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Face” (pronounced in English). It was unexpected, but as I
met new friends and research contacts, I was commonly
asked if I had an account. It quickly became apparent
that, at the very least, having an account would mitigate
my outsiderness. Being forced to say “no” when asked
whether I was on Facebook accentuated my foreignness,
and perhaps my age (a few years older than many of the
musicians I am working with). Indeed, our “informants”
want to include us in their online social lives, and denying
them that opportunity lessens our degree of participant
observation.
Facebook can also be critical for being “in the
loop” on music events relevant to fieldwork. In my
situation, many important events are only publicized or
mentioned on Facebook. In the end, this is what made
Facebook necessary for my research. Once involved, I also
realized that it is an important source of primary data.
While musicians use it to promote their groups and songs,
others can post responses that detail their feelings about
songs. For me, taking screenshots of posts and chats has
become as common as taking photographs with a camera.
Managing Facebook for research is not the same
as using it for simple online socializing. One clever solution
by a female colleague was to create two accounts with the
same name, one exclusively for research purposes that
falsely stated she was married in order to avoid constant
marriage proposals where she was working. Another
option—perhaps to avoid friend requests from high school
classmates preferably avoided—is to use a nickname only
known in your research community along with a
recognizable profile photo.
As a power tool of ethnographic research,
however, Facebook must be handled with caution. One
significant danger for the researcher is that it becomes a
time drain, insidiously expanding into family time, offline

socializing, and other work. Ironically, when I started to
write this piece, I spent an inordinate amount of time on
Facebook telling a friend about the unwritten article. One
chat soon became five, and it took me a while to extract
myself from all of the conversations. Another area of
caution is that of ethics. Facebook posts might be visible to
you, a group of friends, friends of friends, or the public in
general. In this way, it mimics statements made in “real
life” that could be said as an “off the record” aside, within
a small group, or with a microphone in a public setting.
However, because the privacy settings of your friends’
posts may vary, it may require further informed consent if
you intend to quote from posts or otherwise use them as
“data.”
Because of its ubiquity, Facebook also tends to
crowd out other channels of communication. Many people
—especially twenty-somethings and younger—think of it
as the central source for online information and
communication. It should not be, however, a singular
means of academic communication. Academics are
required to maintain e-mail accounts for university
communication. They are not required to have or check a
Facebook account. Thus, e-mail lists are still the best
option for announcing academic matters. Slouching
toward Facebook as the only means of academic
communication, simply because “everyone” is already on
it, is misguided. Assuming everyone has an account is a
type of cultural chauvinism, no matter how benign.
For those of us already on Facebook, we should be
careful not to let it blur the line too much between work
and social life. For those not on it, you should seriously
consider it as another essential tool for research. In the era
of digital ethnomusicology, Facebook is simply another
means of participant observation, one that is increasingly
indispensable for thorough ethnography. 

On Facebook: Part Two

fieldwork, ethics, and ownership
By Holly Holmes (University of Illinois, Urbana-Champaign)

Social media platforms have been
invaluable to my dissertation
fieldwork in Brazil on intersections between popular music
and politics. I will focus here on my use of Facebook as a
tool during and after fieldwork in order to raise ethical
questions about methodology, use, and ownership. In the
text that follows, I use “Friend” to mean a relationship
made and maintained on Facebook, and “Like” to mean
the act of liking Facebook content.
Upon entering the field, I noticed that ethics and
habits of Facebook use often vary by locality. My Friends
in Belo Horizonte frequently use Facebook to express
Society for Ethnomusicology ©

political engagement. Though my North American Friends
do this too, a typical status update tends not to go beyond a
paragraph or two, and a few have even threatened to
unFriend those whose posts are “too political.” Conversely,
my Friends in Belo Horizonte frequently post blog-length
status updates (three to ten paragraphs) ranging from
detailed reviews of live performances to disputes between
musicians and venues to political corruption scandals.
Reading these comment threads helped me to
monitor hot topics, formulate interview questions, and
contact potential interviewees. Researchers, however,
continued on next page...
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should reflect carefully on the consequences that could
come from their role in Liking, commenting on, or sharing
controversial content, especially on posts labeled “public.”
These types of posts are not only visible to Friends and
non-Friends alike but are also searchable by search
engines. Researchers must take into account both sides of
the coin: just as Facebook is a useful tool for networking
and understanding a community, our engagement with
Facebook is also open to scrutiny by that very community.
For example, in February 2012 a Belo Horizonte
newspaper reported that the city council president had
been misappropriating public funds at his stepmother’s
bakery. A local songwriter jumped at the chance to satirize
the scandal and went on to win best Carnaval song. The
politician in question threatened legal action based on
“moral defamation” and demanded the song’s removal
from the Carnaval competition’s website. When the
composer did so, fans flooded Facebook and SoundCloud
with the mp3 (presumably downloaded from the website
prior to its removal) and their cries of censorship. The
flurry of online activity made national headlines, and
many of my Friends posted these articles to Facebook
along with their own analyses of the scandal. Though I
minimized my own Likes, comments, and shares of the
event, anyone monitoring my photos of and attendance at
shows and social gatherings via Facebook in the following
weeks could likely infer my bias toward the composer’s
right to free speech, a stance I felt willing to take.
Ethical guidelines surrounding the use of
Facebook during and after field research are nebulous. We
may think of the Facebook content we post as “ours” and
others’ content as “public,” but on both counts, this is only

partially so. First, though Facebook states that “you own all
of the content and information you post,” the company
also states that you “grant us a non-exclusive, transferable,
sub-licensable, royalty-free, worldwide license to use any IP
[intellectual property] content you post.”1 This is
particularly disturbing for ethnomusicologists since we
often find that the lines between researcher, musician, and
friend not only blur but also blend or even dissolve. I have
observed colleagues enthusiastically post audio and video
of a song’s performance even before it ends. That content
is the intellectual property of the creator, not the
documenter, and, though I am unaware of any instances
in which Facebook has done so, it now can be freely used
and reproduced by Facebook.2 In my own fieldwork,
musicians have asked me specifically to post photos and
videos of their performances in exchange for my research
use. It is our duty as researchers, then, to read and
understand Facebook’s terms of use and to allow our
collaborators to weigh the risks against the benefits.
Second, Facebook users award each other
permission to view content by degree—such settings
include “public,” “friend,” “friend of a friend,” and
“custom.” Do we have the right to use Public comments,
photos, or audiovisual content in a journal article?3 Should
we use a screenshot of a compelling Facebook comment
thread for a conference presentation? I feel uneasy taking
advantage of someone else’s not-so-savvy privacy settings
and seek permission for any use. If content is not
designated as “public,” any reproduction is a breach of the
permission granted to you as a FB Friend. These are tough
questions indeed. Let’s keep asking them. 

Recommended Reading:
Facebook. “Data Use Policy: Information We Receive About You.” Last updated December 11, 2012. Accessed May 20, 2013.
https://www.facebook.com/about/privacy/your-info.
Facebook. “Statement of Rights and Responsibilities.” Last updated June 8, 2012. Accessed May 20, 2013.
https://www.facebook.com/legal/terms.
Law Offices of Craig Delsack, LLC. “Who Owns Photos or Videos Posted on Facebook, Instagram or Twitter?” Last updated December
21, 2012. Accessed May 20, 2013. http://www.nyccounsel.com/business-blogs-websites/who-owns-photos-and-videos-posted
on-facebook-or-twitter.
Smith, Oliver. “Facebook Terms and Conditions: Why You Don’t Own Your Online Life.” The Telegraph, January 4, 2013. Accessed May
20, 2013. http://www.telegraph.co.uk/technology/social-media/9780565/Facebook-terms-and-conditions-why-you-dont-own
your-online-life.html.
Notes:
1. See Part 2.1, “Sharing Your Content and Information,” of Statement of Rights and Responsibilities, which can be found at https://
www.facebook.com/legal/terms. This essentially boils down to co-ownership of your content between you and Facebook. I understand
“non-exclusive” to mean that while Facebook can use your photos and videos as it pleases, their activity doesn’t impede your continued
use; “transferable” to mean use by Facebook and applications contained therein; “sub-licensable” to mean that Facebook can profit
from using your images and videos in advertising as well as by licensing it for third party use; and “royalty-free” to mean that you forfeit
any copyright royalties due to you.
2. See Part 5, “Protecting Other People’s Rights,” to understand the potential consequences of posting others’ intellectual property.
3. Part 5.7, “Protecting Other People’s Rights,” outlines the necessity of obtaining consent for using Facebook to gather information. “If
you collect information from users, you will: obtain their consent, make it clear you (and not Facebook) are the one collecting
information, and post a privacy policy explaining what information you collect and how you will use it.”
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Organizations + Resources
for the digital ethnomusicologist

By the SEM Student News team, with an introduction by the editor

When Davin (our researcher) began to compile the resource section for this issue, we quickly realized that accurately
capturing “digital ethnomusicology” in a simple list is a massive and impossible task. Unlike our previous issues, this
topic is necessarily vast. So how do you begin to limit a list of resources that is never-ending and constantly
changing? Do we include digital media sites like Vimeo, Soundcloud, or YouTube? What about social media
platforms like Facebook? Or databases like JSTOR? Or illegal mp3 websites, which shut down daily? Or fieldwork
blogs? Or online music lessons? And down the virtual rabbit hole we went. Our solution to this digital dilemma was
to focus on things that the majority of us may not be as familiar with, even if we already have a knowledge of and
presence in the digital world. Please note that what follows is not by any means exhaustive. It should provide,
however, a decent jumping-off point for your own endeavors in these three areas:
1. Studying ethnomusicology at the university level through online education (prepared by Beezer)
2. Publishing online as a graduate student (prepared by Davin)
3. Researching the digital world as a vehicle for musical interaction (prepared by Justin and Hilary)
We hope you find this helpful, and we wish you all the best in your work—online and offline. Think we’ve missed
something your peers should know about? Contact us by email at semstudentnews@gmail.com, or post on our
Facebook page (“SEM Student News”).
1. Online Education
(a) Coursera. Coursera’s university-level online music courses are great as supplements for our study, to recommend to
our students, or to get ideas for our future teaching. Examples in ethnomusicology include “World Musics and Culture”
and “Listening to World Musics,” taught by Dr Carol Muller (Univ. of Pennsylvania). www.coursera.org
(b) Online degrees-granting institutions. If you’re considering pursuing your degree in ethnomusicology completely
online, check out these programs:
• Fuller Theological Seminary (MA in Global Christian Worship grounded in ethnomusicology; Doctor of Missiology in
ethnomusicology; PhD in ethnomusicology) http://www.worldofworship.org/pdfs/
School_of_Intercultural_Studies_at_Fuller.pdf
• Kaplan University (MA in ethnomusicology) http://oedb.org/ethnomusicology/masters/
• Liberty University Online (MA in ethnomusicology) http://www.liberty.edu/online/masters/ethnomusicology/
• University of North Carolina Online (BA with concentration in ethnomusicology) http://online.northcarolina.edu/
unconline/program_detail.php?pid=223
2. Publishing online. As students, publishing online is an excellent option when considering where to disseminate our
first pieces of writing. While many blogs, newsletters, and other smaller publications present opportunities for
publishing, the following list focuses on active open-access, peer-reviewed online journals related to ethnomusicology
(with the addition of Academia.edu, DOAJ, Oxford, and Sage, which are more general and hold different restrictions).
Academia.edu. Platform for the sharing of academic research papers; its mission is to accelerate the world’s research by allowing
academics to monitor deep analytics around the impact of their research and to follow the work of others. http://
www.academia.edu/
Directory of Open Access Journals (DOAJ). Aims to increase the visibility and ease of use of open access journals and to
promote their usage and impact. It covers a wide range of scientific and scholarly publications that use quality control systems to
insure their content. http://www.doaj.org/
Oxford Journals. Publishes high-quality research in a wide range of academic journals, including the humanities, and is
committed to disseminating its publications worldwide for maximum access. http://www.oxfordjournals.org/
SAGE Publications. An independent international publisher of journals, books, and electronic media, committed to quality and
innovation in scholarly, educational, and professional markets. http://www.sagepub.com/
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ASEAN Music Journal (AMJ). 2013. Annual, “online first” journal with forthcoming articles published online prior to print,
serving as a vehicle for the dissemination of research and practice related to a wide variety of music disciplines and their relevance
to ASEAN nations. http://www.music.mahidol.ac.th/aseanmusicjournal/
Black Grooves. 2006. Hosted and edited by the Archives of African American Music & Culture (AAAMC) at Indiana University,
this music review site promotes black music by providing monthly updates on new releases and reissues in all genres composed
and/or performed by black artists. http://blackgrooves.org/
Canadian Folk Music. 2000. Quarterly publication by the Canadian Society for Traditional Music, featuring articles, notices,
reviews, and commentary on all aspects of Canadian folk music.
CAML Review. 2001. The official publication of the Canadian Association of Music Libraries, Archives and Documentation
Centres. The review is published three times a year and invites articles, reviews, and reports pertaining to music in Canada, music
librarianship, and music-related topics of current interest. Archive contains issues beginning from 1971. http://pi.library.yorku.ca/
ojs/index.php/caml/
Critical Studies in Improvisation. 2004. Biannual publication focusing on improvisation, community, and social practice in
music. Housed at the University of Guelph. http://www.criticalimprov.com/
Current Research in Jazz. 2009. Annual publication featuring articles of original jazz research and shorter scholarly works
including bibliographies, indices, chronologies, and other research aids to serve and support jazz scholarship. http://www.crjonline.org/
Dancecult: Journal of Electronic Dance Music Culture. 2009. Biannual publication serving as a platform for
interdisciplinary scholarship on electronic dance music cultures (EDMCs) worldwide and housing research that explores the sites,
technologies, sounds, and cultures of electronic music in historical and contemporary perspectives. http://dj.dancecult.net/
Echo: A Music-Centered Journal. 1999. Biannual interdisciplinary journal created and edited by graduate students in the
Department of Musicology at the University of California, Los Angeles. http://www.echo.ucla.edu/
Empirical Musicology Review. 2006. Published four times per year, providing an international forum promoting the
understanding of music in all of its facets, in particular to facilitate communication and debate among scholars engaged in
systematic and observation-based music scholarship. http://emusicology.org
Ethnomusicology Review. 2011. Publishes an annual selection of diverse scholarly approaches to musical practice in the form
of articles, essays, and reviews. Previously established as Pacific Review of Ethnomusicology, the archive contains issues beginning from
1984. http://ethnomusicologyreview.ucla.edu/
Gamut: Online Journal of the Music Theory Society of the Mid-Atlantic. 2008. Annual publication of criticism,
commentary, research, and scholarship seeking submissions for any aspect of music theory and its cognate disciplines. http://
trace.tennessee.edu/gamut/
IASPM@Journal. 2010. Journal of the International Association for the Study of Popular Music. Collectively published articles
with no set frequency, featuring research and analysis in the field of popular music studies at both global and local levels. http://
www.iaspmjournal.net/index.php/IASPM_Journal
Journal of Interdisciplinary Music Studies. 2007. Biannual international publication aiming to establish a broad
interdisciplinary platform for music researchers. Promotes collaborations between sciences and humanities, theory and practice,
and provocative submissions that stimulate interdisciplinary discussion. http://musicstudies.org/
Journal of Jazz Studies. 2011. Annual publication, formerly the print journal Annual Review of Jazz Studies, addressed to
specialists and fans alike while providing a forum for all varieties of jazz scholarship, including technical analyses, oral history,
bibliography, and cultural interpretation. http://jjs.libraries.rutgers.edu/
Journal of Music Research Online (JMRO). 2009. Annual issues with articles added throughout the calendar year, consisting
of scholarly research in a variety of areas including ethnomusicology, gender, and interdisciplinary studies in music, performance
practice, and popular musics. http://www.jmro.org.au/
Journal of the Society for Musicology in Ireland (JSMI). 2005. Annual publication promoting Irish musicological
scholarship and encompassing topics concerning Ireland and its music and articles by Irish authors or by authors based in Ireland.
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JSMI also invites contributions from areas of research related to any kind of music, authors of any nationality, and work resulting
from interdisciplinary approaches. http://www.music.ucc.ie/jsmi/
Music and Arts in Action (MAiA). 2008. Semiannual multimedia publication exploring interdisciplinary, empirical, and
qualitative research on the dynamic role of music and the arts in everyday life. http://www.musicandartsinaction.net/
Music & Politics. 2007. Biannual publication exploring the interaction of music and politics. Areas of interest include, but are
not limited to, the impact of politics on the lives of musicians, music as a form of political discourse, and the influences of ideology
on musical historiography. http://quod.lib.umich.edu/m/mp/
Music Performance Research. 2007. Annual international publication that disseminates theoretical and empirical research on
the performance of music. Includes contributions from a variety of disciplines relevant to music performance, with specific topics
including the role of music performance in personal development, identity, communication, and interaction. http://mpronline.net/
Muzikologija. 2001. Annual publication focusing on Serbian music, covering a variety of genres and periods. http://
www.doiserbia.nb.rs/journal.aspx?issn=1450-9814
Norient. 2002. The Network for Local and Global Sounds and Media Culture features an international and interdisciplinary
approach at the intersection of music and society, journalism, science, and blog-culture. Updated regularly, it concentrates on
themes of globalization and digitization for a worldwide audience. http://norient.com/
Popular Musicology Online. 2000. Academic publication, posting articles through the year, with an international advisory
panel of leading popular musicologists. Intended for all scholars of popular music, whatever their discipline. http://popularmusicology-online.com/
Radical Musicology. 2006. Peer-reviewed online journal established to provide a forum for progressive thinking across the whole
field of musical studies, encouraging work that draws on any and all relevant disciplinary and interdisciplinary perspectives.
Content is added continuously, as available. http://www.radical-musicology.org.uk/
Research & Issues in Music Education (RIME). 2003. Privately funded international music education research journal
publishing articles through the year. Aims to advance scholarly thought through discourse promoting research, dialogue, practice,
and policy in music education. http://www.stthomas.edu/rimeonline
Search: Journal for New Music and Culture. 2008. Published three times per year and aims to share perspectives and foster
discourse concerning the creative arts, welcoming a broad range of articles treating the output of accomplished composers,
improvisers, and performers. http://www.searchnewmusic.org/
SoundEffects: An Interdisciplinary Journal of Sound and Sound Experience. 2011. Biannual international publication
bringing together a plurality of theories, methodologies, and historical approaches applicable to sound as both mediated and
unmediated experience. http://www.soundeffects.dk/
Soundscapes. 1998. Non-profit, educational, quarterly publication on the history of social significance of the sounds and images
of media culture, covering a wide range of topics. http://www.soundscapes.info/
Technomusicology: A Sandbox Journal. 2008. Created by members of the Music and Technoculture seminar at Brown
University, this biennial publication serves as a venue for graduate student projects and papers. http://library.brown.edu/OJS/
index.php/MusicGrads/
The Journal of Music and Meaning (JMM). 2003. Semiannual publication for multidisciplinary research on music and
meaning. Aims to bridge the gap between various studies in meaning, signification, and areas of research in music. http://
jmm.musicandmeaning.net
TRANS-Transcultural Music Review. 1995. Annual scientific publication of original papers on a variety of current musical
issues within cross-cultural and inter/transdisciplinary perspectives. Particular interest is the dissemination of studies on Latin
American music and the publication of works by both emerging authors and recognized scholars. http://www.sibetrans.com/
trans/
Voices: A World Forum for Music Therapy. 2001. Published three times per year, an international journal and online
community for music therapy featuring accessible texts in a range of genres, fortnightly columns, and a series on music therapy
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around the world. Intends to support the discursive practices of music therapists around the world by producing a free first-class
online international forum. http://www.voices.no/
voiceXchange. 2004. Semiannual publication by graduate students of the University of Chicago’s Department of Music. It is
committed to original scholarship on music, providing a forum for intellectual interchange across fields, generations, and nations.
https://letterpress.uchicago.edu/index.php/voicexchange

3. Researching online musical interaction. While there are many topics pertaining to the digital world (eg, mp3s,
distance performing/learning, sampling), this brief bibliography lists ethnomusicological literature that examines how the
Internet is used as a vehicle for musical interaction. If you’re interested in this topic, you might also want to look for related
literature in anthropology, sociology, business management, communications, new media studies, and other disciplines in
which research has been conducted on online television, social networking, gaming networks, online fan communities,
and other similar topics.
Bloustien, Gerry, Susan Luckman, and Margaret Peters, eds. 2008. Sonic Synergies: Music, Technology, Community, Identity. Ashgate
Popular and Folk Music Series. United Kingdom: Ashgate.
Bryant, Wanda, 1995. Virtual Music Communities: The Folk-Music Internet Discussion Group as a Cultural System. PhD diss, University of
California, Los Angeles.
Burgess, Jean, Joshua Green, Henry Jenkins, and John Hartley. 2009. YouTube: Online Video and Participatory Culture. Digital Media and
Society Series. Oxford: Polity.
Coates, Norma. 1998. “Can’t We Just Talk About Music?: Rock and Gender on the Internet.” In Mapping the Beat: Popular
Music and Contemporary Theory, edited by Thomas Swiss, John Sloop, and Andrew Herman, 77–100. Malden, MA:
Blackwell Publishing.
Cooley, Timothy J, Katherine Meizel, and Nasir Syed. 2008. “Virtual Fieldwork: Three Case Studies.” In Shadows in the Field:
New Perspectives for Fieldwork in Ethnomusicology, 2nd Edition, edited by Gregory Barz and Timothy J Cooley, 90–107. Oxford:
Oxford University Press.
Fast, Susan. 1999. “Rethinking Issues of Gender and Sexuality in Led Zeppelin.” American Music 17(3): 245–299.
Fenster, Mark. 1995. “Two Stories: Where Exactly is Local?” In Popular Music: Style and Identity, edited by Will Straw, 83–87.
International Association for the Study of Popular Music Seventh Annual Conference. Montreal: Centre for Research on
Canadian Cultural Industries and Institutions.
Kibby, Marjorie D. 2000. “Home on the Page: A Virtual Place of Music Community.” Popular Music 19(1): 91–100.
Lange, Barbara Rose. 2001. “Hypermedia and Ethnomusicology.” Ethnomusicology 45(1): 132–149.
Lizie, Arthur E., Jr. 2000. Community and Identity in Cyberspace: Popular Music and the International Flow of Information. PhD diss, Temple
University, Philadelphia.
Lysloff, René T.A. 2003a. “Musical Life in Soft City: An Internet Ethnography.” In Music and Technoculture, edited by René T A
Lysloff and Leslie C Gray, 23–63. Middletown: Wesleyan University Press.
———. 2003b. “Musical Community on the Internet: An On-Line Ethnography.” Cultural Anthropology 18(2): 233–263.
Miller, Kiri. 2007. “Jacking the Dial: Radio, Race, and Place in Grand Theft Auto.” Ethnomusicology 51(3): 402–438.
———. 2009. “Schizophonic Performance: Guitar Hero, Rock Band, and Virtual Viruosity.” Journal of the Society for American
Music 3(4): 395–429.
Morris, Hilary Brady. 2012. “Spaces for Togetherness: Jason Mraz and RKOPers in Concert and Online.” MM thesis, University of Illinois,
Urbana-Champaign.
Reily, Suzel Ana. 2003. “Ethnomusicology and the Internet.” Yearbook for Traditional Music 35: 187–192.
Stobart, Henry. 2010. “Rampant Reporduction and Digital Democracy.” Ethnomusicology Forum 19(1): 27–56.
Watson, Nessim. 1999. “Why We Argue About Virtual Community: A Case Study of the Phish.Net Fan Community.” In Virtual
Culture, edited by Steven G Jones, 102–132. Thousand Oaks, CA: Sage.
Wood, Abigail. 2008. “E-fieldwork: A Paradigm for the Twenty-first Century?” In The New Ethnomusicologies, edited by Henry
Stobart, 171–187. Europea: Ethnomusicologies and Modernities, No 8. Lanham, Maryland: The Scarecrow Press. 
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columnist
Hilary is a doctoral student at the
University of Illinois, UrbanaChampaign. Her current research
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Kathmandu, Nepal. Past research includes American popular
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of the late eighteenth century. She also enjoys skydiving and
spending time in the wilderness areas of her home state of
Arkansas.
Davin Rosenberg, researcher
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of graduate work at the University of
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music performance with an emphasis on
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in an intensive Hindi language program
through the American Institute of Indian Studies in Jaipur,
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Beezer is currently finishing her second
year as a PhD student in
ethnomusicology at UC Berkeley. Her
research examines negotiations of
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downward economic mobility in late
1980s and early 1990s grunge. At present, she is interested in
how these ideas and sounds circulated widely among listeners
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movements to veterans of the Gulf War.
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Natalie is currently conducting research
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the University of Aberdeen Ethnology
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