
After a more in-depth look at women drummers in rock through the 1980s to
the present day, there are brief surveys of women drummers in country (Chapter
17), the blues (Chapter 18), and a slight return to jazz with a look at contemporary
women jazz drummers (Chapter 19). Chapter 20 closes the book with an interesting
hodgepodge of women drummers beginning with popular ‘crossover’ classical per-
cussionist Dame Evelyn Glennie and experimentalist Ikue Mori and moving quickly
through a number of drummers in various genres (e.g. samba, Celtic rock) before
ending with Alessandra Belloni, a specialist in ‘traditional Southern Italian folk
dances and percussion’ (p. 225) and artist-in-residence at the Cathedral of St. John
the Divine in New York City.

In sum, Smith provides a whirlwind tour of women drummers, past and pre-
sent, filling in a much-needed niche in music historiography. One wishes that she
had dug deeper into fewer musicians, though, and provided a meatier analysis of
the ways in which gender and drumming practices have been effective (or not) dis-
turbances in the patriarchal order she so clearly means to destabilise and decentre –
an agenda I fully support. I look forward to her future contributions and recommend
this effort, serious caveats notwithstanding.

Kevin Fellezs
Columbia University, USA
kf2362@columbia.edu

Music, Sound and Space: Transformations of Public and Private Experience.
Edited by Georgina Born. Cambridge: Cambridge University Press, 2013. 376
pp. ISBN 978-0-521-76424-7
doi:10.1017/S0261143015000410

The distinctive contribution of this essay collection on music, sound and space does
not lie in its subject matter – which has a long pedigree – but rather in its innovative
approach and consistency in treating sonic, social and spatial phenomena together.
The significance of these separate but interrelated modalities of auditory experiences
maps onto the potential for fostering a productive dialogue between hitherto discrete
fields of inquiry, one of the key objectives of this book (p. 5). That, in itself, is a major
step forward.

As Georgina Born states in the introductory chapter, the contributors seek to
‘augur a new kind of social phenomenology of music and sound’ (p. 7). While
Born traces important antecedents in the pioneering work of Steven Feld and others,
she nevertheless recognises the need to enrich a phenomenological framework by
addressing – via Lefebvre – salient questions encompassing power relations in
their historical and institutional forms. In other words, attention is required not
only to the interface between sound and subject embedded in an acoustic environ-
ment, but to the musicalisation of space: that is, to how sonic practices reflect but
also produce, configure and transfigure socio-spatial relations.

Central to this is an ongoing tension between notions of public and private space.
Although contributors to this volume eschew any simplistic binary conception of pub-
lic versus private, Born highlights the significance of maintaining an analytical distinc-
tion between the two, as well as underscoring the emphatically relational nature
of music and sound’s public-making or privatising capacities. This relationality,
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according to Born, can be traced back to a post-formalist stance exemplified by certain
strands of sound art and computer music, and specifically by the ethico-political and
social dimensions inherent in such movements (see also Ouzounian’s chapter). It is this
‘exteriority’, therefore, that is of interest here, which stands in stark contrast with for-
malist notions of space that privilege musical form or sound objects.

The relatively under-theorised social dimension of sonic-spatial continua and
their generative propensities calls attention to the ways in which music and sound
mediate sociality across different but overlapping registers. Yet the social begins
with the shifting figure of the ‘ensounded liberal subject’ (p. 42) and the porous
boundaries between self and society – a relationship that is continually moulded
on the basis of sonic-musical training and bodily affect. This point should not be
taken lightly: in essence, it is the theme of the sonic imposition or eradication of spa-
tial boundaries that pervades the diverse arguments on offer. For example, as
Nicholas Cook puts it in relation to the spatial politics of classical music, it is the ‘con-
substantiation of sound and space’ (p. 225) that affords sound its capacity to police
boundaries. This is also dramatically highlighted in accounts that grapple with the
delicate balance between subjectivation and subjection: between sound’s creative
force and its dystopian and destructive uses for the annihilation of subjectivity.

Thus, Tia DeNora’s ethnographic exposition of what she calls ‘the therapeutic
crafting of self through music’ (p. 274) is diametrically opposed to Cusick’s chapter
on the sonic destruction of the subject. While DeNora suggests, following Goffman,
that we should treat music-making activities as fleeting ‘asylums’, Cusick urges us to
listen to the sheer power of sound imposing an acoustemology that devastates one’s
body and sense of self. DeNora describes mental health clients participating in music
therapy sessions; Cusick analyses prison detainees’ first-hand experiences of the bru-
tal soundscapes employed by US interrogation authorities, in the context of their
‘global war on terror’. The sonic transcendence of bodily boundaries (as well as
the complete lack thereof), is also encapsulated by what Tom Rice terms as ‘a cacoph-
ony of illness’ (p. 169) that characterises hospital soundscapes. For Rice, sound can
violate the body and complicate its boundaries by abolishing the subject’s privacy.

Rice’s compelling account stresses the sonic configuration of bodily space. This
observation draws on sound’s potential not only to define space but also to become
space: as Clarke demonstrates, there are various kinds of physically absent space that
people hear in music, what he calls ‘virtual space’ (p. 95). For Sterne, however, who
focuses on MPEG’s listening tests, what matters is what people do not hear, and the
ways in which their listening experience is ‘modulated’ by contextual and techno-
logical specificities, and vice versa. Indeed, this process can be reflected in the con-
cept of mutual ‘tuning’, which Gopinath and Stanyek employ in their chapter to
describe the ‘prosumption’ practices associated with a particular example of a port-
able listening device. Such tuning necessitates the control of bodily autonomic func-
tions, but further points to the apparently parallel trajectories and harmonious
relationship between subjective desires and capitalist interests.

Perhaps the most striking but ambiguous example of this is to be found in
Dibben and Haake’s account of office workers’ listening habits. While the practice
of music-listening initially seems to involve the ‘nesting’ of private space within
the workplace, one could argue the reverse: that by blurring the distinction between
work and leisure, such practice culminates in the ‘colonisation of the private individ-
ual by the public world of work’ (p. 165). This liminal quality of sonically produced
spaces forms the core of two further chapters in the collection by Eisenberg and

498 Reviews

https://www.cambridge.org/core/terms. https://doi.org/10.1017/S0261143015000410
Downloaded from https://www.cambridge.org/core. University of Edinburgh, on 03 Nov 2017 at 14:44:53, subject to the Cambridge Core terms of use, available at

https://www.cambridge.org/core/terms
https://doi.org/10.1017/S0261143015000410
https://www.cambridge.org/core


Dueck, dealing respectively with Canadian aboriginal sociability and the ontological
contestation of public space in Mombasa, Kenya. Dueck construes aboriginal music
venues as ‘interstitial zones’, where cultural imagination and intimacy coexist in the
articulation of aboriginal subjectivity. Eisenberg, on the other hand, draws on Feld’s
acoustemology and the ethics of listening in order to foreground an ‘ontological pol-
itics’ of space: the diverse and often conflicting nature of our knowledge about space,
but also the tactical application of such knowledge. While Eisenberg describes the
struggle for the ‘sonorous production of Islamic communitarian privacy’ in public
spaces (p. 201), Philip Bohlman traces the historical unfolding of a teleological pro-
cess in Europe, whereby Enlightenment ideas have resulted in the musical transform-
ation of sacred private spaces into public performances.

In the final chapter, Richard Middleton examines the phonograph’s place in the
process of making public our innermost thoughts and feelings. In doing so, he
embraces Nancy’s notion of ‘being-with’, and argues for an ‘ethics of love’, which
requires an ongoing feedback between self and ‘other’. If this ‘being-with’, exempli-
fied by the phonographic medium, can have any resonance outside our academic
analyses or music-listening habits, and if, as Ouzounian puts it, our writings (or
music) should move ‘from poetic to critical concerns’ (p. 89), then the first step
would be to abolish the boundaries between academic and sonic practice, as
Georgina Born suggests, in our consideration of the socio-spatial dimensions of
music and sound.

Evangelos Chrysagis
University of Edinburgh, UK
e.chrysagis@ed.ac.uk

More Than Bollywood: Studies in Indian Popular Music. Edited by Gregory D.
Booth and Bradley Shope. New York: Oxford University Press, 2014. 358 pp.
ISBN 978-0-19-992885-9
doi:10.1017/S0261143015000422

Gregory D. Booth’s (2008) work on the history of making music in Mumbai’s film
studios is actually the only book-length study of the industrial conditions and
technological transformations of the Bollywood recording studios. The book has
now become a significant collection, which is supported by web resources. It has suc-
cessfully raised pertinent questions regarding methodology and the ways in which
one may approach cinema histories. The present volume explores an interdisciplin-
ary framework and collates a series of essays which read film texts in all their
complexities.

Divided into three sections, the anthology offers ‘Perspectives on film song’,
‘Audio cultures, music videos, and film music’ and ‘Live music, performance cul-
tures, and re-mediation’. The first part highlights the powerful regional industries
(for instance, Tamil and Malayalam film industries), which have had momentous
influence on mainstream Hindi cinema. Especially notable is the perceptive article
entitled ‘Global masala’ (pp. 38–59) by Natalie Sarazin. This essay draws our atten-
tion to A.R. Rahman’s popular musical compositions, and shows how the film Roja
(Dir. Mani Ratnam, 1992) functioned like a bridge via which regional cinemas took a
global leap and introduced and altered the sounds of Tamil and Hindi cinema. Roja,
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