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Regelski
  For critical accounts of the historical process whereby art and music praxis has been “aestheticized,” see Osborne 2000a, 80-82; Bourdieu 1984,13-96; Bourdieu 1993, 254-266; for general discussions of the problems associated with this creation of “high” and “fine” Arts, see Bauman 1999, Eagleton 1990.

Regelski
2  A “problematic”:  In sociology, this term has come to refer to “ ‘the particular unity of a theoretical formation’ [quoting Althusser], the interdependence of its component concepts, and the way in which this facilitates the posing of certain problems and issues while excluding others from consideration”  (Marshall 1994, 418; italics added).  The concept is “broadly equivalent . . . to the concept of PARADIGM in the work of Thomas Kuhn or the concept of EPISTEME in the work of Foucault” (Jary & Jary 1991, 387).  Thus the very framing of the problematic of music and musical value in aesthetic terms by its very nature excludes or precludes framing it in other terms, such as social. On Foucault’s analysis (Foucault 1972) of “discourse as a system of constraints” that reflect “power” interests, see Collins & Makowsky 1993, 253-258.

Regelski
3  As Pierre Bourdieu writes, “there are questions that we do not ask of aesthetics because the social conditions of possibility of our aesthetic questioning are already aesthetic, because we forget to question all the nonthetic [i.e., not arbitrary; already prejudiced] aesthetic presuppositions of all aesthetic theses.”  Bourdieu 1998, 130.







Regelski
4  By “social theory” is meant the various disciplines of the social and cultural sciences, and social philosophy, such as pragmatism; see, e.g., Elliott & Ray 2003; Joas 1993.

Regelski
5  Although a distinction is sometimes made between “praxis” and “practice,” the differences are subtle, or depend entirely on a particular theoretical context.  For present purposes the terms will be used interchangeably, with the plural “practices” being preferred to “praxes.”

Regelski
6  Bourdieu scholars often cite Jenkins’ short critical summary as the best single introduction to Bourdieu’s sociology; see also Wacquant’s introduction to Bourdieu & Wacquant, 1992 and Johnson’s introduction to Bourdieu 1993.

Regelski
7  Fields get their habits and dispositions in part from the sociocultural milieu in which they exist that Bourdieu calls habitus—the widespread and usually taken for granted socio-cultural attitudes or patterns of thought, taste, value, behavior, and principles that are set by historical and socially situated circumstances and that generate or at least condition certain social structures, practices, and fields (rather than others generated by other habitus). In a manner of speaking, a field functions in effect as the habitus of its own sub-fields and their various and competing social positions within it. See, Bourdieu 1990, 52-65. Habitus is discussed in more detail below.

Regelski
8  Bourdieu’s choice of the expression “field”—champ in French—was influenced by his keen interest in sports and the defining role of a ‘field of play’, the taking of ‘positions’, ‘strategic action’, the ‘practical logic’ of spontaneous adaptation to the flow of action structured by the ‘rules’ of the game, and of the praxial learning that comes from simply playing the game—a learning that simply cannot be abstracted into propositions, analytic knowledge, or ‘rational choice’ theories without misrepresenting the dynamics and holism of praxis.  See Bourdieu 1990, 102-03.

Regelski
9  The rationalist bias of philosophy has traditionally eschewed empirical bases for its reasoning, especially the analytic philosophical tradition (Lakoff & Johnson 1999, 337-345; 440-468) adopted by orthodox aesthetic philosophy (N.B., herein, pragmatism and phenomenology are not included in references to traditional or orthodox “aesthetic philosophy”).  Thus, empirical evidence is not the source of analytic aesthetic theories of music (as it is in the case of sociology of music, ethnomusicology, and other social theories) but is only sometimes (and, at that, quite rarely) employed after the fact of theorizing in an attempt to warrant conclusions reached by rational argument alone.  




Regelski
10   In philosophy, the fallacy of obscurum per obscurius amounts to explaining something that is already vague by variables that are completely unobservable, unverifiable and thus themselves vague, therefore further confusing what was to be clarified. For survey analyses of such “problems of aesthetics” see Janaway 1995; Hospers 1972.




Regelski
11  The best short analysis of the term praxis can be found in Bernstein (1971, ix-xiii), which is also an outstanding source of the role of the idea of praxis in Hegel, Marx, existentialism, pragmatism, and even analytic philosophy.  An excellent analysis of praxis (which also includes the use of the idea by Paolo Freire and Jürgen Habermas) and an equally incisive application of it to education and curriculum are found in Grundy 1987.  For an application of Habermas’ theory of praxis to education and educational research, see Carr & Kemmis 1986.

Regelski
12  For a fuller account of the Aristotelian bases of praxis as applied to music and music education, see Regelski 1998.

Regelski
13  Such technique can often take the prescriptive, rule-governed form of “methodologism” (Bourdieu & Wacquant 1992, 26) or technicism—where, that is, methods (e.g., in research, teaching) and techniques (e.g., in musical performance) are valued for their own sake and, thus, without reflection on whether or not practical results or needs are well served (see Regelski 2002 on “methodolatry” in music education). The reduction by the Sophists of politics to such technical, one-size-fits-all formulae, despite the fact that politics (poli) involves people and their differences, therefore occasioned the idea of praxis and the praxial knowledge needed to guide practical matters involving people.  




Regelski
14  ‘Strategic knowledge’ of a game is distinct from an athlete’s physical skills and prowess (see Bourdieu 1990, 80-82; Jenkins 1992, 83-84). However, theories of praxis typically stress that practical knowledge is embodied in important ways and therefore tacit and even largely prereflective, at least when ‘in action’.  Bourdieu’s concept of habitus is based, in part, on Aristotle’s idea of bodily hexis or ‘disposition’ to act in a certain way (Jenkins 1992, 750). Such embodied knowing is discussed in more detail below.

Regelski
15  Given the historical prejudice for reason over sense, the rise of empirical science in the 16th and 17th centuries was truly a paradigm-breaking and thus threatening source of challenge to arch rationalists and idealists, as Galileo sadly discovered.  Nonetheless, while systematic science is rooted in empirical experience (thus experiment), reason has its place in its methods and theory construction. 




Regelski
16  A similar prejudice has existed since antiquity against the body and bodily knowledge, and thus concerning “the mechanical arts” (Summers 1987, 235-265), a prejudice that also explains the inattention of much aesthetic theory to performers and their role, and the secondary status “applied” and “performing” arts typically have in schools and universities; e.g., where “studio” courses are not counted as “general” (i.e., liberal, intellectual, scholarly) education.

Regelski
17  Baumgarten was a rationalist, logician and theological hermeneuticist, and his proposed theory is a metaphysical argument that “touches neither on the nature of art per se nor on its social import but on the direct sensuous apprehension of actuality” (Davey 1995, 40).  However, Baumgarten’s postulating of an autonomous or pure aesthetic knowledge and aesthetic sensibility contributed to the “sister arts” being considered together according to their supposed aesthetic essence, as well as on other grounds; see Kristeller 1965; Summers 1987.  

Regelski
18  However, Carroll’s analysis of what he calls “the ersatz Kantian theory of art” (Carroll 1998, 107; see 89-109 for the complete argument) demonstrates basic confusions of theories of art based on Kant, particularly distortions concerning “free beauty” (i.e., disinterested contemplation of autonomous works for their own sake) and “dependent beauty” (i.e., beauty that is down to earth and good of its kind), which Kant also described but aestheticians have ignored or misrepresented. 




Regelski
19  It is also instructive to note that the discipline of music theory begins with Rameau’s Traité de l’harmonie à ses principles naturels in 1722, the heyday of rationalist fervor of the early Enlightenment.  The ‘scientific’ claim to have found such ‘principles’ in nature—as natural laws—is instructive for its blindness to the social, praxial constitution of musical knowledge, skill, and praxis, and for the rationalism involved in its taken for granted realism that such theory is some kind of’ natural law’.  Though Rameau’s “theory” concerned the ‘common practice (praxis)’ of his time, it is today often still taught as fact, despite the lack of anything even resembling ‘common praxis’ in today’s pluralism of musics.

Regelski
20  Concerning Marx’s relevance to contemporary philosophy, Bernstein writes that “analytic philosophy has isolated itself from the practical concerns of men .... From a variety of angles, analytic philosophy has affirmed the importance of social practices and institutions in understanding man—his language, his morals, and especially his activity.  But analytic philosophers tend to stop the inquiry just where Marx and the Marxists begin to ask questions.... [Marx] showed the possibility and the importance of asking and trying to answer questions which analytic philosophers have scarcely begin to ask—questions concerning the origin and nature of social institutions that pervade and shape human life” (1971, 82-83).  The failings of analytic aesthetic philosophy and its falseness to musical experience were noted earlier; for present purposes, Bernstein shows how Marx’s theory of praxis suggests a corrective to those failings. 




Regelski
21  In appropriating the Aristotelian idea of praxis, Marx included aspects of ‘making’ that, for Aristotle, were the proper domain of techne.  But, following Hegel, Marx wanted to stress the important individuation that results from praxis—i.e., by which the individual tangibly realizes (i.e., constitutes) its Self in action—and such ‘making’ aspects also served his economic and political themes.

Regelski
22  This theme was an important influence on Sartre’s brand of existentialism and has distinct echoes in pragmatism since it, too, has some early roots in Hegel.  But these philosophical derivations are outside the scope of the present essay.




Regelski
23   Is not a priori and absolute in either an otherworldly, metaphysical fashion, as in idealism, or as given by the natural world, as in realism.

Regelski
24  This discussion of “practical judgment” is based on Bernstein (1971, 213-19); it should not, however, be construed as a rational choice theory of praxis that, for example, Bourdieu (1990, 63, 99) has criticized.  The “logic of practice” that Bourdieu describes is a functional logic rooted in the ‘fuzziness’, irregularities, and even incoherence that uniquely situated occasions force on practical decision-making. In the end, then, such practical ‘wisdom’ amounts to developing a ‘feel’ and practice-based dispositions that, while not irrational, are not a logician’s logic (see Bourdieu 1990, 86-87).  Praxial knowledge, then, is constructed from past experience and then brought to bear on presently situated practical needs that are always unique.  Such knowledge is not a logical algorithm but a kind of heuristic that evolves according to ever-new praxis.  In reference to the rationality of ordinary life, pragmatist Charles Peirce similarly distinguished logica utens (useful or practical reasoning gained through experience) from logica docens (formal logic) and pragmatists in general have criticized rational choice theories of judgment; see Kilpinen 2000, 61-63.

Regelski
25  As we shall see in more detail below, a praxial domain or “field” exists on the basis of similar practical needs or ‘situations’ and the possibilities for action with which they are concerned.  In this sense, praxis is not just any practiced ‘doing’, such as eating with chopsticks or throwing a ball; such ‘doings’ are praxial when occasioned by the particular praxis governing, in the first instance, “food,” and in the second, “games” such as baseball.  Similarly, simple routines or habits are not themselves practices; they arise and become praxial in terms governed by the praxis of which they are a part; e.g., the routine of using an alarm clock to wake up in time for “work.”




Regelski
26  I use “music world” in the same sense as the “art world ” referred to in various institutional and sociological theories of art: viz., Danto 1981; Dickie 1974; Eagleton 1990; Bourdieu 1993, 254-266; Becker 1982. For an example of a “music world” see Unterberger 1999.  Obviously, a “music world” exists within the broader category of “art world.”

Regelski
27  See Joas 1993, 62, who summarizes: “[Durkheim] sets out to demonstrate that not only the contents of knowledge but even the forms of cognition are socially constituted.  The categories of space and time, power and causality, the person and the species, he claims, are all derived from social circumstances and are the model for perceiving and knowing the world as a whole” (1993, 62). That some things are “food” and others are not varies between societies, then.  And within the category of cognition called “food”—even within the same culture—exist a multiplicity of foods, especially in complex pluralistic societies where what different sub-cultures call “food” can sometimes seem incommensurable.  Thus, too, within the category of the “music” of a particular culture exists many musics, each a field of its own.  Even indigenous societies have multiple musical practices according to the different needs served by each—e.g., marriage, death, etc.




Regelski
28  I do not intend to champion or rely on Bourdieu’s particular theory but rather adopt his term to refer generally to (1) what Bauman calls “culture as praxis” (Bauman 1999), Habermas (and others) “life-world,” Searle (1998) Background (explained in more detail below), and Dewey, Mead and other pragmatists the “social mind”; or (2) to what is loosely understood as “culture” and culture-specific practices, such as music, without, on the other hand, wishing to fall into culturalism. For an exposition and critical analysis of culturalism (and its correlate, multiculturalism) , see Regelski 2000.  The terminology associated with any of the theories mentioned in (1)could serve to elucidate praxis as I approach it here.  Bourdieu’s language has been chosen: (a) because of his attempts to overcome the gap between positivist and interpretative positions in the field of sociology (i.e., between ‘subjectivity’ of personal experience and the ‘objectivity’ or facticity of social structures), (b) because of his training in philosophy and thus his familiarity with both the philosophical roots of praxis and its role in contemporary social theory; (c) because his theory is grounded in extensive empirical investigation; (d) because of the “social praxeology” by which he “weaves together a ‘structuralist’ and a ‘constructivist’ approach” (Bourdieu & Wacquant 1992, 11) in seeking to avoid being drawn into certain ‘sectarian’ arguments within sociology; (e) because of the “epistemic reflexivity” (Bourdieu & Wacquant 36) which (given the pervasiveness of habitus) seeks to be aware of the unconscious bias promoted by one’s own habitus; and, finally, (f) because of his attempts to go beyond “method” and disciplinary purity to a supra-disciplinary holism that complements the holism and integrity of praxis.  His position is not without its critics, of course; see Jenkins (1992). 

Regelski
29  It does not mention the greater St. Louis metro area where J.T. Gates and his students have informally compiled a listing of approximately 450 “nameable” musical practices in that region. However, the local can become increasingly global in this age of technology.

Regelski
30  Bourdieu uses habitus as both plural and singular; he also tends to italicize each use, a practice I shall forego, except in direct quotes from Bourdieu. 

Regelski
31  Although its facticity can often be studied ‘objectively’, as Durkheim proposed; however, such objectivation severs the praxis from its supporting conditions and the specifics of its socio-personal instantiation and situatedness in terms of the present goods and goals at stake.  Understanding music as Fine Art typically loses sight of its praxial genesis, then, and treats it instead as a taken for granted “given” that is regarded or studied as a ‘thing-in-itself’’, i.e., as a pre-constituted and independent ‘reality’.  This is not only a problem with Classical music, but for jazz as well (see Taylor 1978) which, as a result, has also become so removed from its origins that it has increasingly become a refined, esoteric ‘taste’ of a few cognoscenti and thus inaccessible to the very social group and life conditions that produced it.




Regelski
32  The ‘presentness’ and immediacy of praxis also affirms a temporal condition by which each instance of musicking is unique.  This temporality, its nature and relevance for musical praxis, is not examined in this paper but differs considerably from the variations between putative instantiations (i.e., ‘interpretations’) of abstract or ideal aesthetic meanings said to be involved when performing or hearing a score on different occasions or by different people.

Regelski
33  “Contrary to the dominant representation which claims that by relating each manifestation of taste to its social conditions of production sociological analysis reduces and relativizes the practices and representations involved, one could claim that sociological analysis does not in fact reduce and relativize these practices, but rather removes them from arbitrariness and absolutizes them by making them both necessary and unique, and thus justified in existing as they exist.  One could in fact posit that two people whose habitus are different and who have not been exposed to the same conditions and stimulations (because they construct them differently) do not hear the same music and do not see the same paintings and cannot, therefore, arrive at the same judgement of value” [Bourdieu 1993, 305; italics added]. Differences in an individual’s personal musical and social history are also relevant in providing dispositions for why and how the individual habitually ‘acts’ with music—in general and on the moment; see Kilpinen (2000, 86) for Peirce’s pragmatic position on the importance of personal history and habit to meaning making.




Regelski
34  Musical meaning is regularly taken by musicologists, theorists, and aesthetes to take ‘form’ in (as) the ‘score’ that, with appropriate study, performers and connoisseurs can analyze and thus discern the composer’s expression or expressive intentions, or the Beauty of the “form” itself.  That they disagree in their analyses does not deter them from their quest (on why they disagree and the fallacy of the  ‘objectivity’ of such analysis, see Guck 1998). The assumption that meaning is ‘in’ the score sometimes even leads to the equally unsupported supposition that non-notated musics—improvisations or ‘works’ passed on by aural culture—are somehow inferior for the lack of precision afforded by careful notation, with Beethoven’s ‘struggle’ to refine and perfect his ideas usually serving as the paradigm case.  Correspondingly, performers are largely limited to ‘interpreting’ the composer’s musical ideas or ‘expression’ by studying and respecting the score. Beyond this, most orthodox aesthetic theory is notably silent on the specific role of performance and performers!  Of course, this paradigm cannot account for non-notated musics, especially those outside of Western music (see, e.g., Carroll 1998).  The very idea that praxis could be notated—or represented or captured adequately in symbols of any kind—is foreign to praxis theory, no matter how straight-forward the praxis might seem, since the foundations of thought and thus meaning are largely embodied actions, not disembodied consciousness. More on the role of the body follows.

Regelski
35  That is, given the same perceptual field, personal variables (e.g., training, interest, personal history) “selectively” predispose perceptual attention. Thus, for example, a zoologist and a botanist walking in the forest together will, by training, interest and past habit, naturally attend selectively to different “affordances” that are available and, aside from some overlapping perceptions, will often enjoy different details of the shared source of interest.  However, one role music education can and should provide is to contribute to the properties that students can newly find attensive—in musics with which they are already familiar, and by familiarizing them with musics new to their previous experience.




Regelski
36  Or do not attend in the same way, or to the same degree.

Regelski
37  See quotation in n. 33.

Regelski
38  Thus, the Greek hexis—i.e., tacit and thus embodied dispositions (see n. 14)—is habitus in Latin, though Bourdieu’s concept carries more social implications than the original ethical implications of the Greek term. For Bourdieu, much ‘learning’ is tacitly embodied by socializing experience in childhood, which thus is a different result and typically a more powerful and lasting influence than explicit teaching; see Jenkins 1992, 74-76.

Regelski
39  This disembodiment is reinforced by total disengagement of the body required by contemporary concert etiquette (which is quite different than what existed in the formative days of public concerts)—a problem that is avoided when listening to recordings at home where you can, for instance, conduct along at will.  However, a corollary of disembodiment is the “ ‘disincarnation’ of musical production or reproduction” (Bourdieu 1990, 73) that is (a) accentuated when listening to recordings where visual and social elements of the concert are effaced (i.e., what do listeners look at while listening to opera, symphony, or chamber music via recordings; and what affordances of the “live” and holistic ‘musical’ experience and meaning are thereby missed?); and that is involved (b) to the degree that what is heard via recording is a product of recording techniques and decisions of tonemeisters and not what would or could be heard in situ—which is already dependent on where one sits and other acoustical variables. And this is as true of multiple-track and thus ideally balanced, ‘tuned’, and blended orchestral recordings as it is of the fact that most ‘pop’ music exists only as a recording—videos at least adding visually to the musical experience.




Regelski
40  Since the ancient Greeks, sight and hearing have been privileged over the other senses as “higher” for doing their work at a physical distance, so to speak (Korsmeyer 1999, 12-13 and passim).  One effect of this has been to eliminate the other senses from aesthetic status due to their supposed disconnection from rational knowledge.  Thus even haute cuisine and haute couture have faied to attain the formal status of Art despite philosophical and sociological argument on behalf of their ‘disinterestedness’ (on food, see philosopher Korsmeyer 1999 and sociologist Gronow 1997; on high fashion see Gronow 1997).  Hearing, however, is unlike sight in that you cannot willfully govern the sensory impact by “closing” your ears, nor do you need to be attending in a certain direction to “hear” a sound source, as is the case with looking.  Furthermore, the skin, bones, and certain interior spaces and viscera actually ‘feel’ or resonate from sound, as standing in front of a loudspeaker at a rock concert demonstrates.  Finally, sounds of nature (including pleasing, calming sounds, but especially adrenalin producing sounds ranging from thunder to growling animals) usually have direct emotional consequences or connotations, at least some of which are much more autonomic and visceral than rational.

Regelski
  Broudy uses “feelings” and “emotions” uncritically and thus interchangeably, although neuroscientists, psychologists, and philosophers of mind are usually at pains to distinguish them; e.g., Damasio 1999.

Regelski
42  Small (1998) demonstrates this to be the case even for listening in a concert hall.




Regelski
43  E.g., the author has attended a dance that featured only a drummer, and a formal jazz concert that nonetheless encouraged dancing in the apron in front of the stage.

Regelski
44  Thus, the process in the history of science traced by Kuhn (1970) by which “normal science” is surpassed only with breakthroughs worthy of being called “revolutions” applies no less to schooling in general and also to music education in particular.




Regelski
45  For an application of Searle’s description of the “construction of social reality” (1995) to practice theory, in particular its relation to Bourdieu’s theory of praxis, see Swidler 2001, 82-83; for its relevance to the embodiment of meaning, see Johnson 1987, 178-190.

Regelski
46  Concerning nature, e.g., the untouched piece of nature in Japan that became a religious shrine because of its uncanny resemblance to a Zen garden; but also such mundane ideas as a swimming hole, a fishing stream, a landmark mountain, the “rock” that becomes a “hammer” when driving tent stakes, and a “nice day for a picnic” (Searle 1998, 116), etc. As ‘social realities’, artifacts should be understood as including not just ‘works’ of music (scores) and art (paintings, sculptures, buildings) but improvisations, performance art, etc., that, despite having no fixed or repeatable instantiations, have empirical properties (“affordances”) of the moment that are “appropriated” differently according to the praxis and person. 




Regelski
47  On what she calls “making special,” see ethnologist Ellen Dissanayake 1991, 1992.




Regelski
48   For the distinction between and relevance of individual and collective intentionality to the creation of social reality and meaning, see Searle 1998, 85-110 and 118-20, respectively, and Johnson 1987, 182.










Regelski
49 Thus philosopher Nicholas Wolterstorff (1980) is led to defend religious music against the orthodox aesthetic assumption that its use in worship (not to mention the existence of a text, with references to determinate concepts of various sorts) violates the “pure gaze” and thus disqualifies it as for-its-own-sake and disinterested. 

Regelski
50  Mozart’s divertimenti are “occasional music”; that is, music serving particular functional occasions. He would no doubt be surprised that these compositions are listened to today as though for their own sake.  They were ambient music used as background to socializing, eating, and drinking, and not much different than similar uses today of (usually recorded) music to create an effective social ambience for events like parties and dinners.  Similarly, madrigals were praxial after-dinner socializing sung by those thereby gathered.  Featuring madrigals as concert music for-its-own-sake is an example of the aestheticization of music history. The (at the time popular and thus entertaining) themes of food, gluttony, wine, digestive eruptions, and the intrigues and longings of “courtly love” were exceedingly down to earth and amusing—effects that are altogether lost in concert performances today that, given such aestheticization, absurdly adopt a “serious” and “profound” interpretation to meet the “pure gaze” criteria of Beauty.  

Regelski
51  “Distinctive” in two senses:  Qualities, goods, and purposes that distinguish musical practices from one another, and that socially distinguish users according to their ‘tastes’ and the contribution such music makes to being ‘classy’—at least in the users’ own eyes. See Bourdieu 1984; for a summary, see Jenkins 1992, 128-151.

Regelski
52  ‘Positioning’ as to deliberations of quality exists within every field of praxis. To be sure, even much Classical music is either judged by various authorities as being of low quality on the basis either of the technical claims, interests, and criteria of conservatory trained musicians or on the equally authority-ridden aesthetic grounds of aesthetic philosophy and traditions. Thus such Classics are consigned to “pops” concerts of “easy listening” or, to take the more interesting phenomenon of “nationalistic composers, ” are often considered “good music” mainly by listeners and musicians in the composer’s homeland. Thus, even within Classical music, a pecking order arises that typically puts chamber music and the symphonic literature in general at the very top (i.e., ‘pure’ music, without a text or even programmatic titles), with other Classical music arrayed variously below it.  No matter how otherwise esoteric or specialized a ‘taste’, say, the art song literature may be, music with words is lower on the aesthetic ladder (and altogether problematic to aesthetic theorists; see Kivy 1990) by virtue of the determinate meanings contributed by the words.  Choral works, on the other hand, have a certain mass appeal—often due to religious meaning—that typically puts them even lower on the aesthetic or artistic ladder.  And, of course, the literature for some instruments is itself regarded more highly than for other instruments.  The status in the Classical music world of non-orchestral instruments such as organ and guitar is especially problematic; and the accordion is acknowledged as a ‘real’ (i.e., ‘serious’ as opposed to ‘folk’) instrument only in some European conservatories.  




Regelski
53  See Jenkins (1992; 132-34) for a summary of Bourdieu’s account of the class-based assumptions of arts education. 




Regelski
54  Elsewhere Bourdieu refers to this as the “antigenetic prejudice”—the unconscious or stubborn refusal to seek the historical genesis and arbitrary, relativistic conditions of one’s internalized values, etc. (Bourdieu 1990, 295); that is, where those who regard themselves as “cultivated,” as Jenkins’ summarizes, “confront their own distinction as taken for granted and natural, a marker of their social value, their status” (Jenkins 1990, 133).

Regelski
55  Pragmatism and various strains of phenomenological philosophy also acknowledge a central role for such situatedness.  But, as Karl Mannheim (1936, 1952) demonstrated, ideas and values are always those of, and therefore relative to a particular person, time or place—even the idea that values are absolute, universal, and eternal!  Failure or refusal to recognize this historicity (including the shaping influences of their own lives, ideas, and values) and the resulting unavoidability of social and historical relativism leads those most favored by particular ideas to assert their validity for everyone else, thus leading to ideology.  In the present case, then, aesthetes’ alliance with aesthetics leads to aesthetic ideology in arts education (Schönau 1981).










Regelski
56  On the ‘disconnect’ between the different musical ‘worlds’ of school and personal musical praxis of adolescents, see Ståhlhammer 2000.

Regelski
57  Orchestras, for example, are constantly threatened by shortages of financial resources due to their narrow audience base and high production costs—even with generous state-supported grants in many countries (while, in comparison, other musics favored by non-privileged classes get no public grants; Martin 1995, 10-11).  Orchestras in smaller cities continue to fold, opera companies are faced with shortened seasons, and sales of Classical music recordings remain at 2-3% of all sales—that small figure despite the larger sums of disposable income upper class musical cognoscenti have for purchasing, say, multiple recordings of various works, etc.




Regelski
58  “Immanent critique” uses such positive claims made by institutional traditions and their apologists as criteria for judging the institution’s actual effectiveness.  To the degree the institution falls short of its claimed benefits—or creates new problems—a legitimation crisis arises that necessitates rationalizing the benefits of the institution despite failing to meets its own stated criteria; or that ‘explains away’ such failings by casting blame elsewhere (e.g., in the case of music education, blaming the commercial media, too much TV and videogames, competition from sports or computers, poor parenting, etc.); or that re-describes claimed benefits in new, high-sounding but notably vague language—such as are provided by aesthetics-based rationales for musical value and music education.  Thus are music educators often guilty of the obscurum per obscurius fallacy mentioned earlier. 







Regelski
59  As opposed to standard instruments of the orchestra, these involve various kinds of common folk instruments associated with different ethic or regional musical traditions—everything from guitars to steel drums, dulcimers to pan pipes, etc.  Such instruments are typically learned at beginning levels with little formal study, yet are capable of eliciting a wide range of expertise that is typically advanced not by technique study, etc., but by simply playing ever more demanding ‘literature’.

Regelski
60  For example, on the basis of Japanese kurabu (also called bu-katsudo) that are led by students and where teaching of instruments, etc., is also done by students, although the teacher may be called upon to provide assistance or coaching, especially for conductors. 
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