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Conference Programme

The conference takes places at The Forum, Norwich; the drinks reception will be upstairs at
Café Bar Marzano; our conference dinner is held at The Last Wine Bar.

Look out for our very own musician-in-residence Pete Moser, who will be making
appearances throughout the conference!

Day 1: Tuesday May 14

9.00-9.45
Foyer

9.45- 10.00
Auditorium

10.00-11.30
Auditorium

10.00-11.30
Gallery

11.40-13.10
Auditorium

Registration/Tea, Coffee

Welcome and Introduction

Professor George McKay, Dr Elizabeth Bennett, UEA

Session 1: The Place of Community

The Qiginal Street Brformers? Girls Carnivaldvtis Dancing and thedftics
of Place

Dr Lucy Wright, University of Leeds

Straight OuttaDharav®? Young people, Hip Hop, and Skeuggle for
Recogrition in Mumbai

Graham Jeffery, University of the West of Scotland

A Moderate Kind of Community: Amateur Pop Shows on Chinese Streets
Dr Samuel Horlor, Durham University

Chair: Dr Jaime Rollins, Queen’s University, Belfast

Session 2: Evolving Technologies

Streets Sounds and Bass Culture

Mykaell Riley, University of Westminster

“From Silver Swans dPoctitabEvalugoh of Stredt e
Musicin Britain 1800-2019

Dr Tony Lidington, Independent

Chair: Alex Hammond, UEA

Session 3: Regulation and Policy Making

Techni

Ignored, Forgotten and Hidden: The Surprising Shortage of Supporters for the



11.40-13.10
Gallery

13.10 - 14.00
Foyer

14.00 - 15.30
Auditorium

14.00 - 15.30
Gallery

Worl d's Street Performers

Nick Broad, CEO, The Busking Project

Keeping Streets Live: Our Need to Protect Public Spacesublim$paces
Protection Orders

Chester Bingley, Director, Keep Streets Live

Regulating Street Music: A Transnational Perspectiveutinr@l Policy, ®il
Disobedience, and the Right to thigyC
Jhessica Reia, Center for Technology and Society, FGV Law School

Chair: Dr Lucy Wright, University of Leeds
Session 4: Performance Locations

Busking Beyond Borders: DifferenceslskiigQulture throughout Europe
David Fisher, Independent

Busking in an American City: The Good, the Bad & tBetimeen

Bob Jacobson, Independent

MSFN Workshops

Alan Dearling, Independent

Chair: Pete Moser, Musician-in-Residence

Lunch

Session 5: Local Economies

Street Music, Governance, and Culturaidy in San Cristobek Las Casas
Dr Andrew Green, University of Glasgow

Ferrara Buskers Festival History of Cultural Tourism and sense of
Community

Stefano Bottoni and llaria Poluzzi

Busking in Norwich

Michael Bewick, Music by Instinct with Peter Turrell, Independent

Chair: Nick Broad, The Busking Project
Session 6: Creative Spaces

The Power of Animating a Space, where Street Bands ffegt &ccidendl
Audiences in New ®ys

Sahra Moore, Independent

Playing with Space and Tinf&reet Pgormance and Singeli in Dar es
Salaam

Dr David Kerr, University of Johannesburg

Music Performance in Public Space, through the Eyes of a Creative
Placemaker

Vivian Doumpa, Independent



15.30-16.00:

Foyer

16.00-17.00:

Auditorium

17.00-17.30
Auditorium

17.30-18.30:

Chair: Marcus Patteson, NORCA and Sistema in Norwich

Tea, Coffee

Street Music and Outdoor Arts roundtable discussion
Veronica Stephens, SeaChange Arts

Marcus Patteson, NORCA and Sistema in Norwich
Mark Denbigh, Norwich and Norfolk Festival

Kate Jones, Busk in London

Chair: Professor George McKay, UEA

Report Launch

Dr Elizabeth Bennett, Professor George McKay, UEA

Drinks Reception

Café Bar Marzano

19.30-22.30

Last Wine Bar

Conference Dinner

Day 2: Wednesday May 15th

9.30-10.00
Foyer

10.00-11.30
Auditorium

10.00 - 11:30

Arrival/Tea, Coffee

Session 7: Politics, Protest and Song

“With Musi c @andv &d sagtsh e.. PMasicandsong T h e
in late-Eighteenth and Eariineteenth Eectioneering

Dr Hannah Nicholson, University of Nottingham

Yiddish 8ng as Radical Street Protest from the 1880s to today

Dr Vivi Lachs, Birkbeck University of London. Dr Nadia Valman, Queen Mary,
University of London

“Wegotte power ! ”: Li SSteetChonsgSingReleagimigul!l | 'y as
Emotions,Making Connections and Revealing Politicadbilities

Kelvin Mason and Lotte Reimer, Campaign Choirs Writing Collective

Chair: Dr Gina Arnold, University of San Francisco

Session 8: New Methodologies and Approaches

Rol



Gallery

11.40-13.10:

Auditorium

11.40-13.10:

Gallery

13.10-14.00
Foyer

14.00 - 15.30
Auditorium

What the Busker Looks Like: The Image of a Polish Street Musician in the

Press in the 20 and 2F Century

Ewelina Grygeir, The Institute of Art of The Polish Academy of Science
Listening to Street Music indtbry: the Listening Experience Database
Project andthe Search for Primary8rces

Dr Helen Barlow, Faculty of Arts and Social Science, Open University

Norwich Live Music Survey
Geoff Dixon, Gig in the Park

Chair: Dr Thomas Ruys Smith, UEA
Session 9: Film Screening and Q&A

Our Voices Resound Documentary
Eileen Karmy, University of Glasgow. Martin Farias, University of Edinburgh

Chair: Dr Elizabeth Bennett, UEA

Session 10: Marching, Brass, and Parade Bands

Contesting Identity through Music and Commemoration within Republican

Paading Bands in Northern Ireland

Jaime Rollins, Queen’s University, Belfast

Bands in the Streetheir Power and Purpose in the Long Nineteem @y
Trevor Herbert, The Open University/Royal College of Music

Salvation ArmyusicMaking

Alex Gibson, Salvation Army

Chair:

Lunch

Session 10: Resistance and Reclamation

“Musi cnawdsy foiut in the street xéne
that Claimed the Buildings and Streets of ity C

Vivian Doumpa, Independent. Alexandra Karamoutsiou, School of Music
Studies, Aristotle University of Thessalonika

Drum circles, Resistanaad the Sonicdor line in America

Dr Gina Arnold, University of San Francisco

The Revolution will be Harmonised: Choral Activism and Reclaiming the
Collective Voice

Kirsty Martin, Independent

Chair: Dr Elizabeth Bennett, UEA
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14.00 - 15.30  Session 11: 1700s -1800s Street Balladry and Instrumentation

Gallery
The Fiddle and the Ballad: The Technology and Sociology of Eighteenth
CenturyStreet Music Micah Anne Neale, Royal Holloway, University of
London
EighteenCentury Street Ballads and Sellers
Dr David Atkinson, Elphinstone Institute, University of Aberdeen

From Forei gn Par-Centuryltalum strectmusasiss Ni net eer
and theportable street barrel piano
Dr Nicholas Nourse, University of Bristol

Chair: Graham Jeffery, University of the West of Scotland

15.30 Conference ends. Safe journey home!



Street Music and Outdoor Arts Round Table Biographies

Veronica Stephens, Executive Director, SeaChange Arts

After a 15 year career running her own business, Icon Production Services, in Japanese film and
television production, Veronica switched tracks and since 1999 has been working as a producer
in the world of street arts and circus, specializing in outdoor site-specific performance, working
in non-conventional theatre spaces and with diverse communities, particularly in areas of low
engagement. Veronica worked as an associate creative producer for 18 years with Brighton-
based Zap Art, an internationally renowned arts charity and one of the UK’s leading producers
of large-scale outdoor street arts festivals and spectacle events working dynamically with local
communities in urban and rural settings across the country. Zap Art was selected as central
London producer for 'Showtime' (2012 Cultural Olympiad).

Veronica’s current role is as Executive Director for SeaChange Arts in Great Yarmouth.
SeaChange Arts runs the Drill House, an international creation center and circus training facility
and produces The Out There International Festival of Circus and Street Arts, one of the UK’s
leading festivals of street arts and circus, attracting audiences in excess of 50,000 people each
year. Working closely alongside CEO and artistic director, Joe Mackintosh, Veronica is
responsible for strategic development of the organization. Veronica also heads up the
organisation of the Out There Festival and the development of a diverse and dynamic year
round artistic programme at the Drill House. Veronica oversees Coasters, a three year
strategic touring project that brings world-class circus and street arts work to 12 coastal towns
across England.

www.seachangefestival.co.uk
Kate Jones, Programme Director, Busk in London

Part of the Found in Music team, Kate is Programme Director for Busk in London. Based in
London, she works across the scheme with a particular focus on building relationships with
private and public landowners, the creation of bespoke busking and performance schemes and
leads on Busk in London’s talent development work.

A highly experienced and creative event producer and project director working across
broadcast, corporate and public sectors, Kate was Account Director and Head of Event
Production for Kallaway Ltd a specialist arts, education and regeneration sponsorship
consultancy. She moved to BBC Wales to take up the newly created role of Music Projects
Manager, where she was responsible for the creation and event production of large scale,
public facing music TV and radio programmes, events and competitions.

Returning to London as a freelance Producer & Consultant, Kate joined the Mayor of London’s
Culture Team to develop an annual festival showcasing the diverse range of London’s talented
young musicians. As part of this festival, she created Gigs, the Mayor of London’s annual
busking competition - now in its 11" year - which was the catalyst for the wider reaching Busk
in London programme.

www.foundinmusic.com/busk-in-london



Mark Denbigh, Head of Production, Norfolk and Norwich Festival

Mark Denbigh is Head of Production & Programme for Norfolk & Norwich Festival — the East of
England’s flagship annual arts festival. Each year the festival commissions and produces new
work across a spectrum of artists and practices, as well as presenting the best in theatre,
performance, dance, classical and contemporary music, circus, cabaret, literature and outdoor
work for an audience of 80,000 people.

NNF is also a member of IN SITU, a Creative Europe funded network for the creation and
promotion of art in public space. Mark is on the IN SITU Steering Committee and is also
working with FAI-AR who are creating a MOOC on art in public space, which is due to go live in
the first quarter of 2019. Mark has worked for more than 10 years in festival production for
organisations including BBC, Royal Opera House, Wildworks, SeaChange Arts and LeftCoast.

nnfestival.org.uk

Marcus Patteson, Executive Director, NORCA & Sistema in Norwich

Marcus Patteson has been involved in carnival and street music for nearly 20 years, both as an
individual artist and through his work with NORCA & Sistema in Norwich (formerly Norwich &
Norfolk Community Arts), the community arts charity he has run since 2002. In 2000, Marcus
set up Norwich Samba and co-directed the band with Paul Weston for 10 years, participating in
over 200 carnivals and events. Other adventures in Samba have included co-founding the 100-
strong regional super bloco, Bloco do Sol Nascente and being part of a number of smaller
performing groups including Esquilo Atomico and Globalbeat. Samba drumming introduced
him to a love for Brazilian music, which led to two sojourns in Brazil - three months of research
and development undertaken in 2002/03, split between Rio, Salvador and Recife, and a 14-
week residency with Rio bloco, Monobloco, in 2007/08, including performances as part of Rio
carnival in January 2008. On the latter visit he also undertook research towards a dissertation
as part of completing a Degree in Music at UEA, which looked at the growth of the Rio street
music blocos in response to the highly commercialised (and inaccessible) carnival of the
Sambadrome.

Marcus has acted as artistic or musical director on a number of carnival events. These include
Celestial Carnival (Loddon, 2003), C-Attack (Great Yarmouth, 2008), Back to the Streets
(Norwich, 2009), Carnival Crossroads (UKCCA: Norwich, 2011 & Luton, 2012), Spooky City
(Norwich, 2014 & 2015) and Circus 250 (Norwich, 2018). His enduring aim is to bring more
theatre to carnival, and more carnival to street theatre. In his role as Executive Director of
NORCA & Sistema in Norwich, Marcus both works on carnival development, in partnership
with Norwich City Council and a range of other local organisations, and programmes an
outdoor festival of music and street theatre, Head Out Not Home, that runs weekly through
the summer, commissioned by Norwich BID.

www.rabodefoguete.com | www.norcasistema.org.uk


http://www.rabodefoguete.com/

Musician in Residence Biography

Pete Moser

Pete Moser a composer, performer, producer and facilitator and was the founder and
Artistic Director of More Music, one of the foremost community music charities in the
UK, where he worked from 1993 to 2018. Before that he was the Musical Director for
Welfare State International working on shows and new commission around the UK and
the world. He has written scores for theatre, opera and dance projects as well as songs
for occasions and large-scale choral and orchestral pieces. He has created streetbands
in cities from Stirling to Hong Kong, Belem (Brazil) to Gateshead, Barrow to
Morecambe and loves nothing more than blowing his trumpet on the street!

Pete is a multi-instrumentalist and teaches percussion, voice, brass and songwriting as
well as the art of running workshops. He co-edited and wrote chapters in 'Community
Music : A Handbook’, a book that is aimed at inspiring and empowering musicleaders.
Pete is also the Fastest-One-Man-Band-In-The-World and has been working as a one
man band and street musician for over 30 years

Over 25 years, his work in Morecambe, a seaside resort in the North West of England,
at More Music saw programmes involve thousands people of all ages in creative
musicmaking and performance. He is committed to creating opportunities for people
from across the social spectrum to access musicmaking that can transform their lives
and has worked with Youth Music to change the way that Music Education Hubs
approach musicmaking.

One project, the Long Walk, was a response to the Morecambe Bay tragedy of 2004
and initiated a 12 year development of community music practice in Hong Kong and
mainland China. This has led to international work with the International Society of
Music Education as well conference presentations and work in the HE sector in
Canada, New Zealand, Australia and Germany. Pete was the Co-Chair for the ISME
Community Music Activity Seminar in Thilisi, Georgia in 2018 and will be a
commissioner for the CMA in Finland in 2020.

www.fastestonemanband.com | www.petemoser.com | www.moremusic.org.uk


http://www.fastestonemanband.com/
http://www.petemoser.com/
http://www.moremusic.org.uk/

Book of Abstracts

The Original Street Performers? Girls’ Carnival Morris Dancing and the Politics of Place
Dr Lucy Wright, University of Leeds

Girls’ carnival morris dancing—sometimes known as “fluffy’ morris—is a highly competitive team
formation dance from the Northwest of England. Predominantly performed by primary- and
secondary-school-aged girls and young women in Cheshire, Lancashire and parts of North Wales, it has
an estimated 8000 current participants. Although the performance holds an important place in the
social and cultural lives of many individuals and families, carnival morris is today only rarely seen in
public. Once an integral part of the popular town carnival movement, a community-wide “indoors
turn” during the 1990s saw participants moving their performance away from carnival processions and
recreational grounds and into sports halls and community centres. What motivated carnival morris
dancers—whose history of street performance can be traced at least as far as the 1890s—to leave the
outdoor parades and carnival fields and what impact, if any, has the shift in location had on the
community and its practices?

* %%

Lucy Wright is an artist and researcher, currently based at the University of Leeds. Her interests
include social and participatory arts — in particular folk and carnival cultures - and the development of
socially-engaged, artistic research methods. Beginning during her practice-led PhD, she has conducted
six years of fieldwork in the carnival morris dancing community, culminating in a range of publications
and in 2017, an exhibition of her photographs at Cecil Sharp House in London. She is currently artist-
in-residence at Jersey Heritage where she is exploring the craft practices of float builders in the annual
Jersey Battle of Flowers street parade.

www.artistic-researcher.co



Straight Outta Dharavi? Young people, Hip Hop, and the Struggle for Recognition in Mumbai

Graham Jeéry, School of Media, Culture & Socidtiversity of the West of Scotland

Zoya Akhtar’s 2019 film ‘Gully Boy’ depicts the rise of a young rapper from the informal city
neighbourhood of Dharavi. This is a familiar ‘rags to riches’/’'Bombay dreams’ story, but it also marks a
moment of high visibility for the growing hip hop scene of Mumbai’s ‘gullies’ and something of a
challenge to the politics of ethnic division and caste hierarchy that have been prevalent in many
quarters in recent years. Building on several Connected Communities projects examining the value(s)
of participatory arts and media practices with communities experiencing deprivation, Ben Parry and
Graham Jeffery have been collaborating with NGO ACORN Foundation (www.dharaviproject.org).
ACORN lead the celebrated youth music collective Dharavi Rocks as part of their work in informal arts
learning. Drawing on examples from workshops, interviews and collaborations with ACORN’s young
people, the presentation explores some of the musical strategies/tactics deployed to make their work
visible and valuable.

There are particular politics of class, religion and caste in play but much of the emergent
Hindi/Tamil/Marathi hip-hop scene draws on politically conscious traditions of public speech, asserting
moral authority for India’s marginalized youth and demanding recognition and representation. The
sonic and spatial geographies of Dharavi’s streets, many of which are unnamed and invisible in official
maps of the city, offer an alluring backdrop for the outsider’s gaze, but also act as spaces of possibility
for acts of imagination and reclamation by their residents.

Inherent in this work is an assertion of human rights, of reclaiming the future and demanding a place
in the city, as a form of ‘sonic agency’ that aspires to go beyond the Bollywood imaginary. The value of
initiatives like Dharavi Rocks is to publically assert the human potential of Dharavi’s young people.

%k %

Graham Jeffery is Reader in Music and Performance in the School of Media, Culture & Society at the
University of the West of Scotland. His work spans community and participatory arts practices,
creative pedagogy, cultural policy and urban and community development. He keeps a blog at
www.generalpraxis.org.uk.

‘Rethinking Waste and the logics of disposability’ is an AHRC/GCRF project which has established an
experimental arts, design and media lab in Dharavi. For more information please visit
https://gtr.ukri.org/projects?ref=AH%2FS005897%2F1

graham.jeffery@uws.ac.uk



A Moderate Kind of Community: Amateur Pop Shows on Chinese Streets

Dr Samuel Horlor, Durham lJarsity

This paper directly addresses the theme of “community construction” raised by the call for papers,
with reference to a form of street music particular to Wuhan, a large provincial capital city of central
China. Community is a term so widespread in public and academic discourse that what it stands for is
often taken for granted; not least, community is almost always taken as laudable or desirable. Closer
scrutiny, however, reveals that the notion often relies on limiting binary constructions; community is
historically defined in opposition to society, and in different contexts it is aligned with the collective
over the individual, the local over the hegemonic, the rural over the urban, and so on. | start, then, by
briefly looking for more nuanced ways of approaching community and musical experiences (for
example, Anderson 1991; Shelemay 2011; Truax 1984; Wenger 1998). A fitting context to explore
these approaches is the amateur performances of Mandarin-dialect pop classics taking place every
afternoon and evening in Wuhan. These shows attract dedicated audiences of dozens or hundreds of
people; they primarily exist as petty businesses, the key concern for singers and organisers being to
attract (often substantial) cash tips from long-term patrons rather than self-consciously to pursue any
form of community construction. The scene’s relationship with community as a quality is complicated
further by, among other things, the characteristically cautious ways participants engage with the
music and each other. Is the notion still a useful reference point in mundane and moderate contexts
like this, where participants do not wear a sense of collective belonging on their sleeves? Referring to
my extended ethnographic fieldwork in 2014, | argue that overcoming divisive binaries means de-
idealising community and recognising its real-life reliance on intersections of intimate interaction and
public orientations (Dueck 2013).

* %%

Samuel Horlor holds a PhD in Music from Durham University, where he currently teaches in
ethnomusicology and popular music studies. His doctoral research on street music in the Chinese city
of Wuhan has led to an ongoing interest in the material and social embeddedness of musical
performance in everyday environments. Articles on these themes have recently appeared (or are
forthcoming) in Ethnomusicology Forum, Asian Music, and the Journal of World Popular Music.

s.p.horlor@durham.ac.uk


mailto:s.p.horlor@durham.ac.uk

Mykaell Riley, University of Westminster



‘From Silver Swans to Ipods’ - the Technical and Practical Evolution of Street Music in Britain 1800-
2019

Dr Tony Lidington, Independent

This is an illustrated lecture about the development of street music performed and operated by
itinerant performers over the last two centuries. As a practitioner of historical popular entertainment
forms, | have always used authentic acoustic and mechanical music as a means of creating a sonic
environment to attract a passing crowd in contemporary situations. This engages them in a temporary,
liminal suspension of time and space, as they are drawn towards whatever attraction that | happen to
be peddling e.g. a Georgian peepshow, or Victorian flea circus.

This presentation is a visual and practical demonstration of the ways in which music and mechanical
music have been significant to the hand-to-mouth existence of itinerant performers over the last two
hundred years. | shall present slides from my unique archive of buskers and al fresco performers, as
well as give live musical demonstrations of my barrel piano, barrel organ, banjo and gramophone
(these can even be operated by delegates as part of a workshop, or follow-up discussion).

This illustrated, performative paper considers the acoustic and technical requirements of sound
reproduction and reflects upon ways in which the streets have provided a context for the
development of acoustic and mediated instrumentation. The origins of such mechanisation and
automation is rooted in the automata and technologies of the 18th century — one of the finest
examples in England being John Joseph Merlin’s silver swan automaton in Bowes Museum,
constructed in 1773: this presentation will cover the period from this illustrious plaything of the rich,
to the dissemination and democratisation of technological advances in the streets of Britain - through
waits bands, buskers, blackface minstrelsy and concert parties in the 19th century, to the evolution of
mass media in the 20th century with recorded music, personal hi-fi systems and ultimately digitisation
and the ipod.

%k %k %

Tony has been performing on the streets for over 35 years: he was a founder member of NASE
(National Association of Street Entertainers) and was a board member of NASA (National Association
of Street Artists). He worked extensively in outdoor arts with Welfare State International & Major
Road Theatre Company, but is best-known for founding and performing with ‘The Pierrotters’
(Britain’s last professional seaside pierrot troupe) and ‘Poppets Puppets’. More recently, he has been
presenting Uncle Tacko’s Flea Circus (irritatingly fun) and ‘The Raree Man & his Peepshow’ (a re-
imagining of 18th century itinerant storytelling).

Previously, Tony has been employed as the artistic director of Wakefield Theatre Royal & Opera House
and Fellow in Theatre at Bradford University, but he gave-up such securities to pursue a more
rewarding, yet impecunious career as Uncle Tacko! on the streets, promenades, car parks and festival
sites of Britain.

Tony is a regular lecturer at the University of Exeter drama department and was awarded his
doctorate there in 2017. Since then, he has delivered numerous academic papers and articles for
journals. He often writes & presents radio programmes for BBC Radio 4 and is a regular consultant on
television (most recently as popular entertainment advisor for “‘Who Do You Think You Are’ with Lee
Mack and ‘Inside the Factory’ with Ruth Goodman).

www.prom-prom.com | www.seasidefollies.co.uk


http://www.prom-prom.com/
http://www.seasidefollies.co.uk/

Ignored, Forgotten and Hidden: the Surprising Shortage of Supporters for the World’s Street
Performers

Nick Broad, CEO, The Busking Project

Busking gives independent artists a viable way to make a living while launching their careers. They're a
valuable asset for cities, too — buskers are great for cultural tourism and revitalising city centres, and
they entertain the most economic and racially diverse audiences of any arts venue. With those
credentials, you’d think the music industry, arts funders, urbanists, tourism boards, business
improvement districts and councils would love their local buskers. Needless to say, they don’t —in fact,
buskers are almost universally ignored, forgotten, suppressed or criminalised by people with power
and influence. Even a street performer’s biggest fan might come up to them at the end of a show to
say “hey, you should be a professional!” At worst, street performers are perceived as being
somewhere between self-interested opportunists, tax evaders, criminals and beggars. At best they are
thought of as talented failures.

This presentation will discuss available evidence that street performance improves a city, focusing on
the impact of Galway’s street performers on their cultural tourism. We will also talk about how street
performers fit into the global placemaking movement, the music industry, and discuss why the
negative public opinion affects the laws that govern public spaces.

%k %k

Nick Broad is the CEO of The Busking Project CIC, a non-profit advocacy organisation that has been
working with artists since 2011, when they filmed over 300 street performers in 30 countries on 5
continents. Three years later they launched busk.co, a website that helps buskers get hired for events,
gives them an easy way to get mobile payments in the street, and helps them sell music straight to
their audience’s phones. 6,000 street performers have registered on the website in 121 countries
worldwide.

Since the start, the organisation has been heavily involved in advocating for buskers’ rights, helping to
fund legal challenges to overly-restrictive laws, create media campaigns, help performers network
with others who could help them fight in council meetings and courthouses. They've worked with
buskers across the UK and USA, but also in Europe, South America and Australia. They also have
partnered with urbanists, placemakers, researchers and politicians to promote the idea that busking is
not just a cultural necessity, it can also be used to improve city life. The Busking Project builds
inexpensive websites for outdoor festivals, business improvement districts and local councils to help
them promote their performers. And in 2018, The Busking Project joined the Street Music Research
Group, who are doing the world’s first major research into the economics, psychology, history,
geography and demography of street performance.

nick@busk.co



Keeping Streets Live: Our Need to Protect Public Spaces from Public Space Protection Orders

Chester Bingley, Director, Keep Streets Live

In 2014 new and powerful legislation to combat Antisocial Behaviour was introduced which allows
Local Authorities to crack down on any activity which they considered ‘detrimental’.

I'll be looking at how this has been misused against busking, why this is so potentially damaging to
street performance, and the work of Keep Streets Live in fighting this development. In addition, I'll be
describing an alternative approach to managing busking based around self-regulation and dialogue
between stakeholders, which Keep Streets Live has successfully pioneered in the UK.

* % %
Chester Bingley began performing on the streets of Colchester whilst studying in Colchester in 1990.
Since then he has busked in over 1,000 towns/cities across Europe. He is one of Directors of Keep

Streets Live which advocates for “open and democratic access to public spaces for informal offerings
of music and the arts”.

chesteronthestreet@hotmail.com



Regulating Street Music: A Transnational Perspective on Cultural Policy, Civil Disobedience, and the
Right to the City

Jhessica Reia, Center for Technology and Society, FGV LawEelzdol

Why should we discuss the regulation of street music? Can musicians and policymakers benefit from
transnational experiences? As we know, street performance has been intertwined with urban life for
centuries, especially after the mid-1800s. The history of the music performed in public spaces is
usually found within the regulation prohibiting it, in newspapers’ op-eds on the nuisance of street
musicians, and police department archives. From London to Paris, Montreal to Rio de Janeiro, the
regulation of street music highlights power relations and the contested realms of public spaces. The
act of regulating, institutionalizing, zoning, and enforcing how street music should happen both above
and below ground ends up having a significant impact on the right to the city, especially in the context
of neoliberal approaches of city branding and mega-events. The use of urban infrastructure by
musicians has been an issue in global cities for many years, and different approaches towards this
practice point out to policies on security and public order, as well as cultural policy, governance
dilemmas, and the engagement of citizens in policymaking. Having this context in mind, the primary
goal of this proposal is to present a transnational discussion on the regulation of street music and its
potential impacts, shedding light on its “illegalisms” and the role of street musicians’ civil disobedience
to contest controversial legislation. The inter-disciplinary work is based on ethnographic fieldwork
carried out for five years in two cities, Rio de Janeiro and Montreal. The research methods included a
theoretical framework on regulation, street performance, and public spaces, as well as in-depth
qualitative interviews (with street musicians, government representatives, music associations, subway
representatives, etc.), participant observation (in festivals, subways, performances, etc.), and the use
of images as part of the visual approach to the research.

%k %k %

Jhessica Reia is a Professor & Project Manager at the Center for Technology and Society at FGV Law
School. Appointed Andrew W. Mellon Postdoctoral Researcher at McGill University (2019-2021
Competition). Postdoctoral Fellow at the State University of Rio de Janeiro (UERJ) from 2017 to 2019.
Ph.D. & M.A. in Communication Studies (UFRJ). B.A. in Public Policy (USP). Former Visiting Researcher
at the McGill Institute for the Study of Canada (MISC) and Graduate Research Trainee at the AHCS
Department, McGill University. Current research interests include urban communication, regulation,
public spaces, street performance, the urban night, and new media.

jhereia@gmail.com | @jhereia



Busking Beyond Borders: Differences in Busking Culture throughout Europe

David Fisher, Independent

I would like to talk about the differences in the attitudes of both the police and the general public
towards buskers throughout Europe. There are some general rules of busking that | have found to be
true whichever country | am playing in, such as aiming for small towns rather than big cities. Others
take a bit more experimenting, such as working out which songs will go down well. | found that Amy
MacDonald is far better known in continental Western Europe than in England, for example, while
Steeleye Span are inexplicably popular in Kosovo.

Attitudes of the police vary hugely: in Azerbaijan, | couldn’t play for more than ten minutes without
being threatened with arrest, whereas in Armenia, locals seemed surprised to hear that anyone would
ever be moved on by the police for playing street music (as well as being a little smug that | preferred
busking in their country to their sworn enemy). Having seen the detrimental effect that over-
regulation can have on busking communities in some countries, | would also like to draw a link
between this and the creeping presence of PSPOs to restrict busking in the UK.

There are plenty of examples that | could give of acts of kindness shown towards me during my set.
These include the two occasions that | have been given fines by the police - both times, the fine was
paid in full by local residents who resented the decision taken by the police (in fact, in Italy | made
three times the value of the fine from contributions towards it from the angry public). | would love to
share some of these stories with the conference and | hope to inspire people to travel as much as
possible with their busking.

* % %
| have made my living from busking for 8 years now, which has included a large amount of travelling - |
have busked in 46 countries across 3 continents, including every country in the EU. After arriving back

in Britain last October, | released both a book and an album entitled ‘Busking Beyond Borders’, which
chronicle these years spent travelling and busking.

davidfishermusic@yahoo.com | www.davidfishermusician.com


http://www.davidfishermusician.com/

Busking in an American City: The Good, the Bad & the In-Between

Bob Jacobson, Independent

Six years ago Swing ‘n’ Samba, a duo of sax/clarinet and guitar, began sharing their talents on a
mission of cultural ambassadorship and enlivening the streets of Baltimore (population 625,000). Bob
Jacobson (sax/clarinet) will describe the band’s experiences on busy downtown streets,
neighborhood-level commercial streets, at tourist spots, street festivals and farmers markets. He will
describe the various ways in which different segments of the public respond, compensation we
receive in the form of tips (average amounts and ranges), obstacles to making music, and positive
experiences. Jacobson will reflect on the public’s perceptions of street entertainers, possible reasons
that people do or do not make contributions, and the differences among different demographics and
in different environments.

In a survey of American cities’ street entertainment scenes, Baltimore stands in the middle — less
restrictive than many, less encouraging than some (Jacobson will provide examples of each, in other
American cities). In 2005 Baltimore’s city government instituted licensing of street entertainers,
supposedly as a way to stimulate the practice, a la the city of Philadelphia, two hours to its north.
Since then, other than processing licenses, city government has not taken a role in street
entertainment, nor has the local arts council. While street entertaining may be rewarding for the
entertainers and the audience, it is not a prominent feature of life in the city, which could greatly
benefit by its spread.
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Bob Jacobson plays saxophones and clarinet in the east coast American city of Baltimore. His duo
Swing ‘n’ Samba has busked for six years. In a 2014 Baltimore Sun editorial he described the band’s
busking experiences and advocated for a better street entertainment scene. In 2017 Jacobson was
interviewed for an anthropology paper by Goucher College undergraduate Aiden Di Ricco, The Strange
Space of Street Music. Jacobson is a mostly-retired social worker. He speaks and writes frequently on
music, mainly jazz, and has been a leader of the Baltimore Jazz Alliance.



MSFN ‘Happenings’

Alan Dearling, Independent

The presentation will include showing some photos of MSFN ‘happenings’. Alan will demonstrate how
MSFN'’s have taken place on streets, at bus stops, in bars, public spaces, at festivals and in street
processions. Even on buses and trains! Sometimes starting with one-to-one instruction, sometimes in
group situations. In organised and impromptu settings in the UK, Netherlands, Denmark and Lithuania
- all have been used for what Alan Dearling calls “musical noise-making”. The sessions involve Alan
encouraging ‘little adults’ and ‘big children’ to relax, have some fun — to be playful —to be Homo
Ludens — playful human beings. It is all about participation — not about street performance.

Alan has borrowed the moniker ‘MSFN’ from sound system anarchists, Spiral Tribe’, who used as their
logo a monochrome image of Stonehenge monument with, ‘make some fuckin’ noise!” written above
it. Especially popular are percussion instruments such as bongos, boom-whackers, bells, steel-tongued
drums, jaw’s harps (from Eastern Europe and Vietnam), clown whistles, hang and pan drums, and a
recent innovation, a timberharp. Some are recognisable musical instruments, some are home-made
‘one-offs’.

It is an enabling process. Allowing non-musicians through positive experiences of experimentation to
shake off inhibitions and to have some fun. Definitely ‘music without frontiers or barriers’. Alan says,
“as an ex-youth worker and someone who has worked at many music festivals, arts events and free
parties, squats and more, | realised that it is enjoyable to participate, to join in... and as a non-musician
myself, | can get people to join in. | try not to ‘perform’, | want people to try different instruments, and
then share the experience with more people.” It is a life-enhancing process and sometimes even
produces some exquisite sounds. Sometimes. Honest!
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Alan Dearling is a writer, photographer and creator. He has written and published more than 40 books
including Travelling Daze, The Youth Arts and Crafts BodiBattle of the BeanfieldHe has worked
at hundreds of festivals, conferences and gatherings in Australia, Europe and the UK. Often these have
been the more ‘alternative’ type, at places like Christiania, Ruigoord, the ADM squat, Byron Bay and
Uzupis free republic. He has spent over 40 years using arts, games, music and activities as a means of
making people laugh, have fun, MSFN, and share some genuine enjoyment in the art of being human.

adearling@aol.com



Street Music, Governance, and Cultural Policy in San Cristébal de Las Casas

Dr Andrew Green, University of Glasgow

This paper takes an ethnographic perspective to explore the changing ways in which the municipal
government of San Cristébal de Las Casas, a city in southern Mexico whose economy is highly
dependent on tourism, has regulated street musicians over the last five years. It focuses on permits
given to street musicians which served to exert spatial and temporal control over street performance,
while giving musicians no substantial rights in practice. Engaging the so-called ‘anarchist turn’ in
anthropology, it shows that this policy instrument effectively sidelined non-monetary forms of
exchange between musicians and their various publics, and privileged the commercial interests of
restaurants and bars. Further, in practice, it pushed some street musicians onto the margins of the
city’s economic life, where their performances were often more, rather than less, disruptive.
Nonetheless, this situation altered significantly in the wake of social unrest in Summer 2016, which
caused a precipitous drop in tourism to the city. The municipal government’s response to the ensuing
economic crisis signified a belated recognition of the economic value of street musicianship.

* %%

An ethnomusicologist and popular music scholar, Andrew’s research focuses on the music industries in
Mexico. It examines intersections between musical practice, politics, activism, urban geography,
economics, and technology. In keeping with the interdisciplinary focus of this research, his academic
background is diverse; Andrew completed his undergraduate studies in Music and Biblical Studies at
the University of Sheffield, before studying for a Master’s at the University of East Anglia’s School of
International Development. Andrew then went to Royal Holloway, University of London, to undertake
doctoral studies in Ethnomusicology. His PhD dissertation focused on activist musicians performing in
support of the pro-indigenous rights, anti-capitalist Zapatista movement; as such, it engaged with key
questions about performances of music intended to effect political change. How do instrumental or
strategic goals co-exist with ongoing, “prefigurative” ones in activist musicianship? What role can
music play in knitting together activist networks, and what kinds of music do such networks
encourage? How do activist musicians find, or create, spaces for performance when their values
conflict with those dominant within the society around them?

Following completion of his PhD, Andrew spent eighteen months teaching at University of the West of
Scotland’s School of Media, Culture, and Society, and as a Visiting Professor at the Universidad
Nacional Auténoma de México, before moving to the University of Glasgow in 2018 to take up a
Leverhulme Trust Early Career Research Fellowship. This Fellowship funds the project “Sonic
Trajectories of Censorship in Mexico”, which studies histories and perceptions of censorship in the
independent music scene in Mexico.

Outside of this project, Andrew’s research interests include shamanism and witchcraft in southern
Mexico, and the ways that the so-called “anarchist turn” in anthropology may be used to make sense
of marginal musical practices. He has work published and forthcoming in Ethnomusicology Forum,
Popular Music, and Popular Music and Society.



Ferrara Buskers Festival: a History of Cultural Tourism and Sense of Community

Stefano Bottoni, llaria Poluzzi, Ferrara Buskers Feditiaiy

The Ferrara Buskers Festival, founded in 1987, is a role model and a growing phenomenon that
brought and developed cultural tourism to the town of Ferrara, becoming one of the hallmark and
flagship event of the city. The initial intention was in fact to enhance the role of street musicians and
to make known to a wider audience the beauty of Ferrara and over the years it has indeed reached
unexpected results, giving a strong boost to the economy of the city (Ferrara Terra e Acqua, 2019;
Ferrara Buskers Festival, 2019). The importance and effectiveness of cultural tourism goes through its
positive effects, starting from social identity to place making, with that sense of community that is felt
during the whole event from locals and visitors. Indeed, the festival create around itself a sense of
community, with innovative initiatives that enable the public to participate and feel part of a
community that loves music and different cultures, taking part to it as a ‘ritual’ (Rapoport, 1997)
becoming a society of people strongly related and linked to the city (Ferrara Buskers Festival, 2019).

In this way, it has become a place maker (Cresswell, 2008; Rapoport, 1997), offering visitors and
tourists a memorable experience (Pine & Gilmore, 1999) producing that sense of uniqueness,
developing a ‘sense of place’, going through the ‘eventalisation’ and ‘festivalisation’ process that
produces urban space with the staging of events (Smith, 2015). Concluding, the festival can be an
example of the creation of a sense of place (Beidler & Morrison, 2015; Lehtovuori, 2009; McClinchey
2008) and placelessness at the same time, according to Relph’s (1976) thesis, developing different
strategies to promote and spread successfully, thanks to a touring process around the country, its
identity together with that sense of community, involving locals and attracting tourists, proving that
placelessness can be related to the experience of people and to the meaning they assign (Relph,
1976).
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Stefano Bottoni, was born in Ferrara on March 14, 1949. He obtained the diploma from the Dosso
Dossi Art Institute of Ferrara and he graduated at the Academy of Fine Arts in Bologna. In 1987 he
founded and created the “Ferrara Buskers Festival”, which established itself as the first and most
important event dedicated only to street musicians, proposing an innovative format all over the world,
of which he is still the Artistic Director. In 1990, for Coop Italia, he organised the event “Menestrelli
d’Europa” in Piazza della Signoria in Florence, while in 2000 he gave life to the “International Manhole
Cover Museum” of Ferrara. On 2 June 2015, during the Italian Republic Day ceremony, the Prefect of
Ferrara gave him the title of “4th Class Officer of the Italian Republic”, conferred by the President of
Italian Republic Giorgio Napolitano.

llaria Poluzzi (MSc, MA, BA Hons) is a Communication Studies graduated, with also a Master Degree in
Performing Arts Management, at the University of Bologna. She lately attained a Master of Science in
Events Management at the University of Derby. Her specialisations include Marketing &
Communication, Events & Hospitality Management. She is an honorary member of the “Ferrara
Buskers Festival Association”.



Busking in Norwich

Michael Berwick, Music by Instinct

| will be discussing the Norwich busking scene, and how buskers interact with each other - difficulties
and positives. | will talk about how the Norwich busking system is open compared to other cities with
heavily licensed busking pitches.

I will also be considering the importance of busking / street performing as a means of doing something
positive for those who are often going through a difficult time, and how important street performance
is to these people; giving them money, purpose and positivity. Furthermore, | will be exploring how
creative expression is an important personal therapy, and a community cohesive agent.

| will be joined by Peter Turrell, a well-known Norwich busker who used busking to get himself out of
homelessness and now runs open mic nights at Walnut Tree shades.

* %k ¥

Michael Bewick’s love of music started with first seeing a guitar at age 5. He subsequently played in
various bands before studying music at the University of Westminster. Since graduation, Michael has
taken a different career path, working with vulnerable children and young adults (looked after
children, those coming out of homelessness and, often with high social & emotional needs). In this
work, he has found that music composition and performance, is a highly potent therapeutic tool,
helping to express things that are hard to otherwise realise, and can build connections and
relationships and confidence in those who are lacking.

www.instagram.com/musicbyinstinct | @ MBoowick
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The Power of Animating a Space, where Street-Bands may affect Accidental Audiences in Unique
Ways

Sahra Moore, Independent

Street musicians may move location, appropriate and subvert.... particular genres can be given a new
or augmented life in and around the streetscape

(Watt, 2016, 69-71).

Street music is a unique and surprising art form, akin to Parkour, flash-mob or pop-up, where the
accidental audience takes joy in a random encounter. It is ‘porous, inviting participation of all who
pass’ (Cohen-Cruz, 2013, 6). Les Grooms, a French troup, break down barriers between popular and
elitist art. The audient is surrounded by a scene where opera, jazz and comedy combine with jaw-
droppingly-wonderful theatrical feats that animate the space. In South African Kwela, street kids,
watching out for the police, busked in inward-looking circles, on penny-whistle, T-chest bass and
washboard, developing a new genre, influenced by township and American jazz, that changed the face
of South African music. The New Orleans Funeral Band plays bass-driven brass grooves while ‘the
street crowd... joins in and helps to dance the soul on home’ (Osbey, 1996, 97-107).

This paper explores the way street music opens a new dimension in presenting music, which can be
egalitarian and free. The interaction between music, space, time and event creates one-off and
unusual happenings, bringing new opportunities for non-verbal communication between strangers.

| draw on my own experience as a street-band artist: playing on a roundabout for the head of a
travelling fair’s funeral; at the release party of a Baader-Meinhof member; at the Thailand-venue
wedding procession of an Indian diamond merchant; on a deserted Scottish road supporting
protesters in a six-mile procession to Torness power station, and in a re-enactment of a Victorian
strike ‘synagogue parade’. | argue that street-bands have a special status in creating meaningful
communication and adding power to momentous events.
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Sarha Moore is soprano saxophonist with the Bollywood Brass Band, an Indian-style wedding brass
band that has played at outdoor events, festivals and weddings in twenty-six countries. Previously she
busked in the York Street Band; transferred to London playing in Transisters, a women’s street-band;
Crocodile Style, a world-music street-band; the All Weather Band, playing daily outside the Millennium
Dome, and recently has co-founded with Vivi Lachs the Great Yiddish Parade, a marching band in
tribute to Victorian Yiddish street demonstrations. Sarha’s doctorate is on The Other Leading Note: an
ethnomusicological study of the flattened supertonic.



Playing with Space and Time; Street Performance and Singeli in Dar es Salaam

Dr David Kerr, University of Johannesburg

As Bayat has argued, the street is the public space “par excellence” for those excluded from the
institutions of public life in which people can “assemble, make friends, earn a living, spend their
leisure time, and express discontent” (Bayat 2013, 52). In this paper, | explore the emergence at street
events in Dar es Salaam’s informal settlements of a new electronically produced musical genre, Singeli.
Unplanned settlements, known as uswahilini, the area where the Swabhili live, were central to the
development of Singeli. Uswahilini exist largely on the margins of the state and this absence of state
regulation affords distinct possibilities for creative expression.

Performed at street gatherings on the edges of the city’s political, social and musical infrastructure,
Singeli began when DJs isolated, looped and increased the speed of instrumental sections of older
popular Tanzanian songs, thus enabling singers to perform live over popular tracks. This bricolage of
older Tanzanian song snippets produced a unique sonic landscape. Singeli sonically embodies the
space of uswabhilini. In this paper, | explore the role that its location socially and geographically has
played in the creation and circulation of Singeli. | suggest the relationship between Singeli and the
genres from which it borrows to constitute itself provide a lens through which to explore how young
people play with the multiple temporalities of nostalgia and anticipation as well as those of the past,
present and future.

* % %
David Kerr is currently a Post-Doctoral Research Fellow at the University of Johannesburg working on
street performance, everyday epistemologies and urban space, in Dar es Salaam. His obtained a PhD

from the University of Birmingham in 2014 and has published in his fields of cultural and social
anthropology, cultural studies and media studies.

d.kerr@bham.ac.uk



Music Performance in Public Space, through the Eyes of a Creative Placemaker

Vivian DoumpalJrban Planner & Gegpapher, Independent Researcher, Greece

Creative practices, such as art and music, seem to have played a central role the past decades as a
means for revitalising and regenerating dead and under-used public and open spaces in cities. The
present study seeks to examine a specific creative practice — that of music performance — and realize
its effect on the perceptions and experiences produced in a space, and the extent to which music
performance can transform it into a place. The theoretical and methodological framework is tightly
connected to the placemaking approach, where attributes such as sense of comfort, sense of
community and sociability, accessibility and uses of the public space are examined in relation to the
act of a live music performance in public space. Additionally, aspects of psychogeography, the
production of space, and the construction of experiences populate the theoretical approach and
support the observations. The study will refer to previous empirical work conducted at Navarinou
Square in Thessaloniki, Greece (2013) along with more recent observations, related both to busking
and informal/community acts. The aim of this study is to reflect on the most recent literature and
observations on the effect that music performance might have on the way people perceive and
experience public space, while drawing connections with the approach and method of creative
placemaking, adding an extra layer of understanding to this “soft” and community-based regeneration
approach. Last, the essay/presentation will conclude with some methodological proposals for
integrating music performance into creative placemaking, while suggesting further points for research
on the theoretical, methodological and practical level, from a bottom-up meets top-to-down planning
approach. Keywords: music performance, public space, perception, experience, creative placemaking
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Vivian Doumpa is an urban planner and geographer, inspired by and appreciating the value of culture
and creativity in our daily life. By mixing aspects and tools of placemaking, participatory planning and
socio-cultural management, her heart finds its place in the field of creative placemaking, where arts
and creativity are the means to engage and activate communities, and bring out the sense of place in
co-creation. Enjoying the life of a freelancer, she develops collaborations on projects that have to do
with culture and creativity, public space & placemaking, urban & spatial strategic development,
transnational cooperation programs as well as research on issues related to street performers and
urban music studies.

vivian.doumpa@gmail.com



“With Music and Flags...we canvass the place”: The role of music and song in late- eighteenth and
early- nineteenth electioneering

DrHannah Nicholson, University of Nottingham

Elections of the late eighteenth and early nineteenth centuries were noisy, lively events, often
described as wavering between a public fair and a political riot. Music and song were integral to any
election campaign and, together with speeches, jeers and heckles of the crowd, formed part of the
cacophony of sound that accompanied elections in the eighteenth and nineteenth centuries. Songs
were composed as part of a candidate’s formal and informal canvass, often set to familiar, sometimes
patriotic, tunes. Many were later printed and sold on the streets as handbills and broadsides. Large
sums of money were also paid to musicians to accompany election processions at the beginning of
canvassing, as well as during chairing ceremonies once the successful candidates had been
announced.

Until relatively recently, the aural nature of electioneering is something which has tended to be
overlooked by historians, who instead have often focused on the ritual and visual splendour of
contests. However, the sheer number of songs which could be composed for a single election,
whether contested or not, demonstrates the importance of music during canvassing. This paper
focuses on elections which took place in the East Midlands between ¢.1790 and 1832, where, up to
thirty per cent of all printed canvasses produced could be songs or ballads. Drawing on printed copies
of election songs, newspaper reports, and election expenses, this paper examines the content and
theme of these songs and ballads, and considers their role and reception in a political volatile time and
place. This paper not only contributes to our understanding of the public nature of eighteenth- and
nineteenth- century politics, but also fits into the growing literature of the role of street music, and
the politics of song.
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Hannah Nicholson has recently finished her PhD at the University of Nottingham where her thesis
examined political culture and election literature from across the East Midlands between 1790 and
1832. She is currently a Post-Doctoral Research Assistant at the University of Nottingham in
conjunction with Nottingham City Museums and Galleries, where she is working on the
redevelopment project of Nottingham Castle.

hannah.nicholson2 @nottingham.ac.uk



Yiddish Song as Radical Street Protest from the 1880s to today

DrVivi Lachs, Birkbeck University dindNadia Valman, Queen Mary, UniversityLafindon

In the 1880s Yiddish songs were sung on the streets of the East End of London as a form of protest
against the working conditions in sweatshops. The lyrics of the songs, written by Jewish immigrant
revolutionary socialist, Morris Winchevsky, related both to specific demands of local strikes and to
wider socialist ideas. These were expressed in energetic rhyming couplets that became anthems of the
Jewish left in London and across the Yiddish-speaking Jewish diaspora. This paper argues that music
from the past can resonate with and inform the present, offering a sense of collective purpose and
linkage to historic protest movements.

This history underpinned the creation of the Great Yiddish Parade: a marching band and chorus
established in 2015 to bring Yiddish songs of protest back onto the streets of London. The band
participates in cultural, academic and educational activities as well as political demonstrations. In 2017
the Great Yiddish Parade re-enacted one particular Victorian protest: the 1889 Great Synagogue
Parade through Whitechapel in costume. The singers drew in local people by handing out songsheets
and welcoming residents of the area and passers-by to join in. Music and song were an engaging way
to present to the public a little-known aspect of local heritage.

During 2018 two series of workshops were run in east London schools on the theme of protest in
Victorian Whitechapel. Eleven and twelve year-old students learned Yiddish protest songs, wrote their
own, organised a protest as Victorian characters and marched through the East End with banners,
musicians and song. The workshops developed students’ awareness of the styles of contemporary
street demonstrations and linked it to the longer history of local protest captured in music and song.

This paper will include musical examples and encourage participation.

%k %k

Vivi Lachs, historian, Yiddishist and performer, uses Yiddish sources to explore East End immigrant
Jewish history. Her book Whitechapel Noise: Jewish Immigrant Life in Yiddish Song and Verse 1884-
1914 was published last year. She performs with bands Klezmer Klub and Katsha’nes, leads east End
tours and the Great Yiddish Parade.

Nadia Valman is Reader in English Literature at Queen Mary, University of London. She has published
The Jewess in Nineteenth-Century British Literary Culture, edited eight books on British-Jewish cultural
history, and created Zangwill’s Spitalfields, a walking tour app of London’s East End in the period of
Jewish immigration.



We Got the Power!” Listening Carefully as Street Choirs Sing, Releasing Emotions, Making
Connections and Revealing Political Possibilities

Kelvin Mason, Lotte Reim&ampaign Choirs Network

“The power of song” is perhaps too often taken as a given, understood and indivisible. But what is that
power, where does it come from, and what can it do? As one aspect of our research with street choirs
in the UK, we sought to understand more about the emotions that song and singing release and the
connections that may then be made between people. A form of cultural activism, we understand
street choirs as groups of people singing together with collective political intent in public space,
including, but not exclusively nor in all cases, the street. The history of street choirs in the UK is a long
one with, for instance, Birmingham Clarion Singers being founded in 1940. The Campaign Choirs
Network of UK street choirs was formed in 2013 as a movement seeking social change. To this end,
Campaign Choirs sing to support progressive social movements and campaigns at different scales from
the local through to the global. The emotions that we focus on in our research are those that Jasper
(2011) dubs affective orientationsand moral emotionsThe connections that interest us most are
political, particularly solidarity, a term which we suggest is used to describe a variety of spatial
relationships. However, we also extend our interest to connections that are antagonistic rather than
empathetic. Over a four year period, we conducted forty-two oral history interviews with members of
eleven street choirs from across the UK. As long-term members of street choirs ourselves, we also
employed observant participation as a research method. Overall, our action research project set out
to look at how the Campaign Choirs Network could develop its radical potential in ways that took into
account the everyday realities, competences, hopes and dreams of its members. In this this
presentation we consider how we can better understand the emotions released by singing and song.
Thence, we analyse the interplay of these emotions and ponder the relational connections that are
made as well as those that may be neglected or even sundered. Ultimately, we ponder the political
possibilities of such connections.
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Kelvin Mason is a member of the Campaign Choirs Writing Collective. They have recently published
Singing for ar Lves: Stories from the Street Chgliammer On, 2018)

Lotte Reimer is Co-Musical Director of Aberystwyth activist street choir, Cor Gobaith. She has
experience of organising the UK-wide street choir festival. An instigator of, and prime-mover in, the
Campaign Choirs Network, Lotte is also a trustee board member and event secretary with the Natural
Voice Network.



What the Busker Looks Like: The Image of a Polish Street Musician in the Press in the 20th and 21st
Century

Ewelina Grygier, Phonographic Collectibine Institute of ArtRolishAcademy of ScieniéPoland

Street music was, and still is, a popular phenomenon in Poland. Organ grinders with their melodies
and indispensable pet friend (parrot or guinea pig) were a part of everyday life at the turn of the 19th
and 20th century. Nowadays they are quite rare, but busking is still a living tradition in the country.
You can meet a ballad singer, a fiddle/violin player, a beatboxer or a brass band from the Balkans.
Young and old artists are performing all kind of music: classical, traditional, their own compositions,
pop, rock, hip-hop and other genres. Surprisingly, although there are a lot of street musicians in
Poland in our times, there are few academic studies on the topic. The situation is quite opposite in the
media, especially the newspapers: there are plenty of interesting text to find in the press.

In this paper | would like to sketch the image of street musicians in the Polish press. What they were

called? What nationalities they were and why they have performed on the street? My paper attempts

to find answer to all these questions. | will present examples form the Polish newspapers published in

the 1920s and 1930s,e.s. Ex pr ess Wi eczorny | | ust,asovallasprg-war £ 6d z k
Polish-Jewish texts — written by Jewish children in the Polish languageinMa t y P, which @ak &g d
supplement to the JewishdailyNa s z  P.inZeeetpllcaged | will also present the texts from the

19th century newspapers, mostly form the Kurjer Warszawskihich was published in the capital of

Poland.

| will compare historical press notes with the texts which the reader can find in the Polish press today
and | will show how the historical text differs from the contemporary press articles.

%k %k

Ewelina Grygier is a musician (Hear the Dance project) and researcher. She is currently working at the
Phonographic Collection of The Institute of Art where she works on digitalising old recordings of Polish
traditional music. While working on her PhD thesis she studies the street music in Poland. Ewelina is a
regular contributor to Ruch Muzycznyan acclaimed Polish music newspaper. In Folk Magazine Pismo
Folkoweshe runs her own column ‘EtnolLecture’, she also has written several academic papers on the
topic of street music.

egrygier@gmail.com



Listening to Street Music in History: the Listening Experience Database Project and the Search for
Primary Sources

Dr Helen Barlow, The Open University

The Listening Experience Database is an interdisciplinary project founded in 2012 to address a gap in
the study of music history: the virtual absence of the listener from a field of study that has focused
rather on the great work, the composer, and on performance.

At the heart of the project is an emphasis on ‘ordinary listeners’ and music in everyday life. In this our
interests clearly overlap with the study of street music, and many historical accounts of listening to
street music have been gathered in the course of the project and made available in our open access
database.

This presentation first explains some of the project team’s key aims and concerns, including some of
the issues and challenges around the primary source material. Then, while making no claim to a
particular expertise in street music per seit illustrates the richness of the historical sources for
listening to street music to be found in the LED database.
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Dr Helen Barlow is a Research Associate in the Music Department of The Open University and a
member of the Listening Experience Database project team. While her academic background was
originally in literature and art history, her research interests have since expanded to include music
iconography, and the social and cultural history of music in nineteenth-century Britain. Her
publications include Music and the British Military in the Long Ninetee@&ntury(Oxford University
Press, 2013), co-written with Trevor Herbert; and, co-edited with David Rowland, Listening to Music:
People, Practices and Experien@e Open University, 2017), open access publication available at
http://ledbooks.org/proceedings2017/ , and The Experience of Listening to Music: Methodologies,
Identities,Histories(The Open University, forthcoming, also open access).

The Listening Experience Database

https://led.kmi.open.ac.uk/


https://eur01.safelinks.protection.outlook.com/?url=http%3A%2F%2Fledbooks.org%2Fproceedings2017%2F&data=02%7C01%7CElizabeth.Bennett%40uea.ac.uk%7C6bd58112851b4ee058a208d6c31e37aa%7Cc65f8795ba3d43518a070865e5d8f090%7C0%7C0%7C636910931912760617&sdata=vBrI3LVUDH6Ve%2BUKZCM2pSW3IO2uV109vGr9dwTZ%2Bs4%3D&reserved=0

The Norwich Live Music Survey

Geoff Dixon, Gig in the Park

The Norwich Live Music Survey aimed to build a better picture of engagement with live music in
Norwich and the role it plays in the city’s cultural environment.

The survey developed by arts market research company Vivid Interface in collaboration with the
Future of Norwich Music Forum and was distributed by Archant Media group in print and web and
their social media platforms. Venues also distributed survey links through their mailing lists, and social
media.

The live music industry in Norwich has faced uncertainty in the last year with the closure of popular
alternative venue The Owl Sanctuary, whilst others such as The faced the threat of closure due to
increased pressure and rent hikes pub group owners.

The Future of Norwich Music Forum was established in September 2018 in the aftermath of these
events.

The aim was to gather opinions and experiences from across the region’s music fans, in order to
provide information that can be useful for venues, bands, promoters and media.

The survey also contained a section for live music fans who are disabled or have learning disabilities to
see if they faced challenges in finding out about venue suitability and access.

A vibrant night time economy and live music scene can define a city and bring significant social,
employment and commercial benefits. It can play a significant role in the regeneration of city spaces
and in providing resilience and sustainability in the face of challenges in the retail economy. It is not
just about having fun! Any city can expect to benefit from having a dynamic night time economy and a
live music strategy; to encourage and focus resources to enable live music to flourish bringing benefits
to all who want it.

And it is not just about live music in venues it is about live music outdoors. Norwich City Council and
Norwich have done amazing work in developing outdoor festivals and pop up music happenings
recognising that live music can bring great social and economic benefits to a city. Our second phase
study in the autumn will look at the impacts of the Norwich outdoor music scene.

%k %k
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Our Voices Resound
Documentary / 50 min / English / Edinburgh 2018 Trailer: shorturl.at/qvPU3

Based on testimony and song from ‘Protest in Harmony’, a radical choir in Edinburgh, Our Voices
Resound tells an ongoing story of activism and struggle through singing. It offers fresh insight into the
long relationship between music and politics and intersperses personal and intimate stories to the
broader context and collective experience of singing and activism. This film reflects on the significance
of singing radical songs, the community aspects of belonging to an inclusive group, the politics of
enabling people’s voices, and the intervention of public spaces to perform and create awareness
about current issues. Like constant dripping wears away stone, persistent collective singing can be a
powerful, peaceful and positive force for change in the world.

DVD Available
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Martin Farias is a PhD candidate in Music at the University of Edinburgh. His research interests include
film music, stage music and politics. His PhD focuses on the development of film music in Chile from
the beginning of the sound era in the late 1930s until the coup d’état in 1973 mainly in its relations
with aspects of identity and politics. He has co-directed three documentaries on topics related to
music, theatre and politics.

Eileen Karmy is a PhD candidate in Music at the University of Glasgow, writing on musicians’ working
lives and their collective organisations in 19th and early 20th centuries Chile. Her research interests
include popular music politics, activism, archive and labour studies. She has been involved in the
filmmaking of documentaries on topics related to the political role of music in both Chile and Scotland.

https://www.facebook.com/OurVoicesResound



Contesting Identity through Music and Commemoration within Republican Parading Bands in
Northern Ireland

Dr Jai me Rollins, Queen’s University Belfast

Music has long been a privileged sphere of cultural expression in Northern Ireland and a key marker in
manifesting republican and nationalist identity. In particular, republican rebel songs provide a conduit
that connects the republican community through the process of commemoration via the cultural
mnemonic of music, which in turn assists in strengthening the republican historical narrative. Parading
bands encourage the participation of young people by bringing politics to the streets in a public
display of music, identity and dedication to their political cause. Far from denouncing their use of
tactical violence in the past, some republican bands draw on historical narratives that legitimize their
current position, while others believe the parades are an opportunity to celebrate republican cultural
identity. In this paper | will analyse the transmission of republican principles, beliefs and emotions that
are communicated in republican rebel music and through commemorative public events and examine
the contested identities within republicanism itself that play out through parades and rebel music
brought out onto the streets.
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Jaime Rollins received her PhD in anthropology in 2012 from Queen’s University Belfast. Lullabies &
Battle Cries: Music, Identity and Emotion among Republican Parading Bands in Northerndreland
book based on her thesis research, came out in 2018. Research interests include expressions of

identity, music and politics, remembrance and commemoration, and medical anthropology. Currently,
she is finishing a nursing degree at Queen’s University Belfast. When she’s not writing or studying, she
can usually be found obsessively knitting or involved in various community projects, or both.



Bands in the Street: their Power and Purpose in the Long Nineteenth Century
Professoirevor Herbert, Th®pen University, Royal College of Music

From the late eighteenth century there was a recognition that military display with music in streets
could capture and shape public opinion in favour of the army and by implication of the state. It was an
important development because as a form of propaganda it worked with particular potency in parts of
the country that were widely dispersed and distant from metropolitan centres. So successful were
bands of music in this process that Parliament had to limit their use when members of the
establishment coerced their services in elections. A similar process was later enacted by nascent
trades unions, but at this point with amateur brass bands that were enlisted to capture the attention
of the crowd. This presentation will explain how this important set of circumstances developed and
the consequences it prompted.
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Trevor Herbert is Emeritus Professor of Music at The Open University and Professor of Music Research
at the Royal College of Music.

Between 1969 and 1976 he played trombone with many leading London orchestras and chamber
groups, most particularly the BBC Symphony Orchestra, Royal Philharmonic Orchestra, Glyndebourne
Opera, Welsh National Opera, the Northern Sinfonia, the Taverner Players, Musica Reservata and the
Wallace Collection. He has played on many major recordings and broadcasts and taken partin
concerts throughout the world.

In 1976 he joined the staff of the Open University. He continued to perform, and developed research
interests in two different areas: the history, repertoires and performance cultures of brass
instruments, and the place of music in the cultural history of Wales. He has contributed prolifically to
New Grove JIThe Oxford Dictionary of National Biograpimd The Encyclopedia of Popular Music of
the World Among his books are The Cambridge CompanionBoass Instrumentidited with John
Wallace) and The British Brass Band: A Musical and Social Histsnyook Music in Words: A Guide
Researching and Writing about Mugi@ widely used reference text. His book The Trorboneg the first
comprehensive cultural and musical history of the instrument, was published by Yale University Press
in January 2006. In 2002 he became the first British recipient of the Historic Brass Society’s
Christopher Monk Award. In 2014 The Galpin Society awarded him its Anthony Baines Prize for
'‘outstanding contributions to organology'.
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http://www.historicbrass.org/

Salvation Army Music Making
Alex Gibson, Music and Creative Arts Regional Specialist, Salvation Army

This presentation will explore the history of music making in The Salvation Army and consider this in
the context of Norwich, as a local setting. Current music and creative arts initiatives employed by the
Salvation Army will be presented, alongside new avenues that are being considered and pursued,
including an emphasis on a holistic approach to transforming lives for the better through music.
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Alex grew up in Norwich and has been a church member of The Salvation Army and enjoyed making
music since childhood.

After gaining a place at the Royal Northern College of Music (RNCM), Alex moved to Manchester
where he studied under internationally-renowned musicians such as Richard Marshall, Rodger
Webster, Nick Childs and John Miller and was selected to play in masterclasses with Hakan
Hardenberger and Alexis Demailly.

Whilst at the RNCM, Alex played with top-flight brass ensembles such as The Black Dyke Band, Fodens
and Brighouse & Rastrick as well as playing in chamber music ensembles such as White River Brass and
founding the Doyen Brass Quartet.

After finishing college Alex married Bethany and moved to London as Bethany was studying music at
King’s College London. Alex went on to teach music for Havering and Redbridge music services as well
as taking up teaching posts at independent schools in North East London.

Alex has been working for The Salvation Army since February 2018. As a regional music and creative
arts specialist, Alex works to encourage, resource and provide specialist knowledge for Salvation Army
churches and social centres in the East of England.



“Music was finally out in the Streets!”: The Story of a Local DIY Music Scene that Claimed the
Buildings and Streets of its City

Vivian Doumpa, Urban Planner & Geographailependent Researchésreece
Alexandra Karamoutsiou Critical Music Histories / Music Studies, PhD Candidate@xadcEh

Thessaloniki is a Greek city, where deindustrialization in the late 1980s left behind empty spaces, often
entire buildings, which later became the hotbeds, where the DIY music scene informally developed.
Valaoritou area, up to this day, hosts the formal and informal music studios, where the underground
acts meet and make music, forming a network of overlapping sub-scenes and genres.

This scene seems to be introvert and its performances occur in few and specific places, regardless of
the availability of popular recreational venues. However, right before the economic crisis, there seems
to have been a shift in this attitude, with some acts deciding to claim the streets of the city, starting -
probably- with the “Street Parade” self-organised event in 2008.

By following the story of the “Street Parade” event throughout the years, we seek to reflect on the
following questions. What seems to be the “timeline” and mapping of the transition of introvert to
extrovert expression? Is it indeed a linear process, or does it present more layers of complexity of
time, place and social dynamics? To what extent did this series of interventions become a public
expression of the DIY music-making, and what was its imprint in the city’s music, cultural or even
socio-political life?

We wish to listen to the voices (DeNora, 2000) of Thessaloniki’s DIY scene and establish an
interdisciplinary experiential approach, by merging approaches from musicology and geographical
studies, such as the Musicking dialectic of C. Small (1998) and the Temporary Autonomous Zone of H.
Bey (1991). In order to avoid being invasive, increase our embodiment and open up our research to
non-academic people (Chaidopoulou-Vrychea 2013) we have chosen Psychogeographical practices
(Debord, 1995) and open interviews as our main researching tools. Our goal is to develop a dynamic,
bottom-up historiographical approach, within this rapidly changing present of the area and its
musicians.

%k %k %

Vivian Doumpa is an urban planner and geographer, inspired by and appreciating the value of culture
and creativity in our daily life. By mixing aspects and tools of placemaking, participatory planning and
socio-cultural management, her heart finds its place in the field of creative placemaking, where arts
and creativity are the means to engage and activate communities, and bring out the sense of place in
co-creation. Enjoying the life of a freelancer, she develops collaborations on projects that have to do
with culture and creativity, public space & placemaking, urban & spatial strategic development,
transnational cooperation programs as well as research on issues related to street performers and
urban music studies.

Alexandra Karamoutsiou is a graduate of the School of Music Studies, Aristotle University of
Thessaloniki, and holds a Master’s degree in Music, Culture and Communication from the University of
Athens. She is a PhD Candidate at the School of Music Studies, AUTH, and a founding member of
Critical Music Histories research group. Her research interests are focusing on the bilaterally formative
relationships between music, society, politics and philosophy. At present she is researching DIY
musical activity in Thessaloniki from the 1980s onwards.

vivian.doumpa@gmail.com alexkara87@gmail.com
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Drum Circles, Resistance and the Sonic Color Line in America
DrGina ArnoldUniversity of San Francisco

Impromptu drum circles have long been a feature of city living in select urban areas of the United
States. In New York City, San Francisco, and Berkeley, California, there are long running groups that act
like basketball pickup games, in specific locations on specific days. In 2011, a drum circle at the Occupy
Wall Street site in lower Manhattan became a focal point of mounting tensions, both between the
occupiers and the drummers, and between the occupiers and the community at large. This paper will
interrogate the events at Zuccotti Plaza in order to discuss larger issues about urban drum circles and
the way they occupy public space, including, but not limited to, the racial implications of the
instrumentation, their location within increasingly gentrifying communities and the concomitant
resistance to them, and their nostalgic, sonic, ties to older activist groups like hippies, black panthers,
and SDS. Like early rappers in the Bronx whose use of loud music played on boom boxes insistently
made an entire culture visible, today, drum circles are a statement of existence. Whether they’re
downtown at Zuccotti Park or uptown at Marcus Garvey Park in Harlem, what drum circles are saying
to the world at large is that the counterculture is present; that its values and aesthetics are extant and
thriving. It’s no wonder they’re under attack.
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Gina Arnold is an adjunct professor at the University of San Francisco in the departments of Rhetoric
and Language and Media Studies. A former rock journalist, she is the author of four books on popular
music, including her most recent Half a Million Song: Crowds and Power from Woodstock to
Coachellashe is currently co-editing The Oxford Handbook of Puiockwith George McKay.



The Revolution will be Harmonised: Choral Activism and Reclaiming the Collective Voice

Kirsty Martin, Independent



The Fiddle and the Ballad: The Technology and Sociology of Eighteenth-Century Street Music
Micah Anne Neale, Royal Holloway University of London

By the beginning of the eighteenth century, popular culture across the British Isles was transformed by
complex, dialogic changes to technology and society. Two musical technologies had a particularly
powerful effect on the vernacular musics heard in the streets, fairgrounds and public houses of
eighteenth-century Britain: the violin and the broadside ballad. This paper does not seek to trace a
comprehensive history of these two technologies, but rather present a snapshot of how they might
have functioned in the eighteenth-century street. Following Tia DeNora, music will be understood as a
social technology, helping to produce space, demarcate status and manipulate behaviour.

Cheap print, including the broadside ballad, was distributed across the British Isles by a network of
itinerant peddlers and ballad singers. Skilful ballad singers constructed a virtual theatre around them,
shaping the dynamics of the streetscape and manipulating their hearers. Yet ballad singers, mostly
female and very poor, were seen as a distinct underclass, adjacent to sex workers: to understand why,
one must explore how singing ballads in the streets transgressed hierarchies of gender and class.
Examining depictions of ballad singers in newspapers, court records, fiction and iconography,
combined with a sensitive reading of ballad texts, can help to uncover this.

The spread of the violin into vernacular contexts throughout the British Isles helped to develop an
easily-transmissible international repertory of ‘tunes’, from printed, manuscript and oral sources, used
for accompanying dance or song. A few fiddlers’ tune-books survive, such as that of Alawon John
Thomas, an itinerant fiddler from North Wales, extensively studied by Cass Meurig, or the 1745 ‘Kitty
Bridges’ tune-book. Culturally sensitive analysis of these tunes will enrich an understanding of fiddlers’
practice drawn from representations of them in fiction, non-fiction and iconography. These tunes can
be understood as technologies, improving fiddlers’ abilities to entertain, impress and persuade.
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Micah Anne Neale is a 3rd-year PhD student at Royal Holloway, University of London. Her thesis
examines music-making among eighteenth-century domestic servants in Britain, its sociology and
geography. Her principal research interests include the social history of music and non-elite musics of
eighteenth-century Britain.

zxwmO017@live.rhul.ac.uk



Eighteen-Century Street Ballads and Sellers
DrDavid Atkinson, Elphinstone Institute, University of Aberdeen

Street ballad singers in the eighteenth century appear in records relating to the law and criminality,
reports in the periodical press, inferences that can be drawn from the ballad trade itself, and
references in works of a broadly literary kind, as well as in some visual depictions (most famously in
the works of William Hogarth). Ballad singers are frequently, perhaps mostly, described in terms of
criminality, vagrancy, and vagabondage, and yet there was clearly a market for their wares even
among the more respectable classes. Ballad singers need to be understood as being also ballad sellers,
with a part to play in the eighteenth-century economy, and while the evidence is certainly incomplete
and metropolitan in its bias, it is nonetheless possible to sketch in something of the contemporary
experience.
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David Atkinson is the author of The Ballad and its Pasts: Literary Histories and the Play of Memory
(2018). He has previously published The Anglo-Scottish Ballad and its Imaginary Contexts (2014), and
The English Traditional Ballad: Theory, Method, and Practice (2002). He has co-edited Cheap Print and
the People: Popular Culture in the European Perspective (2019), Street Literature of the Long
Nineteenth Century: Producers, Sellers, Consumers (2017), Ethnic Mobility in Ballads (2017), Street
Ballads in Nineteenth-Century Britain, Ireland, and North America: The Interface between Print and
Oral Traditions (2014), and Folk Song: Tradition, Revival, and Re-Creation (2004). He is the editor of
Folk Music Journal, Honorary Research Fellow at the Elphinstone Institute, University of Aberdeen,
and Executive Secretary of the Kommission fir Volksdichtung (Ballad Commission).



From ‘Foreign Parts’: Bristol’s 19th-century Italian Street Musicians and the Portable Street Barrel
Piano

Dr Nicholas Nourse, University of Bristol

In 1864 the Act for the Better Regulation of Street Music in the Metropolitan Police District became
law. Bass’s Act was to be the most significant legislative attempt to control street music in the
nineteenth century. The Act’s principal targets were the Italian ‘organ grinders’ of whom it was
regularly claimed there were 1,000 in London alone. The problem was not just their numbers, but the
noise; that the players were foreign made that noise far worse. The Italian barrel organist was not
restricted to the capital, however, and he played — many said ‘infested’ — the streets the length and
breadth of the country. Alongside him was his cousin, the player of the portable street barrel piano.
Only marginally quieter to the ear, the street barrel piano has long been credited as having been
invented in Bristol by the cabinet-making family of Joseph Hicks. Although this has now been shown to
be incorrect, Bristol and the Hicks family remain important figures in the history of street music in
Britain and to the immigrant Italian street musician.

This paper examines the immigrant Italian street musician in Bristol, from the early arrivals begging
with i animali esotici, to the white slave trade of the padrone system to a permanent, settled
community. The paper will also describe the history of the Italian-Bristolian street barrel piano.
Surviving instruments, even those in seemingly unplayable condition, are unique historical documents
in that they can be interrogated and their music — melody, harmony and rhythm — retrieved. The
instruments and the recovered sounds provide us with both a surprisingly wide musical repertoire of
Britain’s streets, and a genuine sound recording of Bristol’s and Britain’s nineteenth century music of
the streets.
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Dr Nicholas Nourse is a musicologist, organologist and honorary Research Associate at the University
of Bristol (Historical Studies). He was awarded his PhD on the music of the poor in Britain and the
Empire (Bristol, 2012) which includes a chapter on street and outdoor music. His long-term research
focus is on foreign street entertainers in pre- twentieth-century Britain. Dr Nourse is a maker of
stringed musical instruments, has recently completed a history of the ‘Jap’ one-string fiddle and is
currently researching early 20th-century music wholesalers’ trade catalogues.

n.nourse@bristol.ac.uk
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