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experience audience from across an increasing range of very diverse
social groups, almost ritualizing both the practice of listening to music
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very spaces were changing, in a way which mirrored the wider
reconfiguration and modernization of Spanish cities.
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spaces for social interaction, the modern sonic environment, and the
ways in which those cities have appropriated culture for their citizens, as
a symbol of urban modernity.
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Introduction: The study of sonic urban spaces

The study of how sounds shape social construction of spaces is a recent subject, which
has only been considered since the late 20th century. Schafer developed a theoretical
frame around soundscapes in 1977, which inspired many others academics from different
disciplines and research fields to study the interplay between sound and space. His
proposal focused on the study of the sonic environment, including the abstract
constructions built into it.! This approach implied that it would be necessary to analyse
the ways in which both (sound and space) are perceived and encoded by humans. As a
result, over the subsequent decades, new approaches started to study the ways in which
the soundscape was able to influence and shape social life and culture. Attali’s ideas about
music, noise and sound were also published in 1977. He explained that “music is inscribed
between noise and silence, in the space of the social codification it reveals” and
highlighted how music can be used to create or strengthen a community, as well as
identifying the political potential of noise.?

These authors opened the door to further contributions to sound studies. Kelman
notes that scholars started to study “what makes noise and sound meaningful in the first
place” and how they took into consideration “the sonic and cultural context against or
alongside of which it emerges”.> Moreover, in her study about soundscape, Thompson
added the relationships between sound, noise, practices of listening, and practices of
reception, as well as the social and economic characteristics of the environment.*
Thompson’s focus was on how culture is built in urban soundscapes, and how it is
defined, in growing cities, by the progressively technological consumption by the
listeners.

Nevertheless, in the case of Spanish sound studies, Llano & Whittaker noted that

this scholarship still does not emphasize sound as an “integral element of social and

http://mc.manuscriptcentral.com/juh



oNOYTULT D WN =

Journal of Urban History

cultural practice in urban contexts™, except particular cases. They go on to highlight that
the significance of the audience has only been addressed in relatively recent popular
music studies. Despite recent approaches explore the relationship between space, sound,
listening and social life,® Spanish scholars have not paid attention to bandstands and their
relation with both urban development and the transformation and codification of urban
musical practices. International researchers, such as Noortgaete, Mussat, and Racabulto,
have studied the significance of the bandstand in musical social life, from the 1980s to
the present, emphasizing a historical and sociological perspective, but failed to delve
deeply enough into the development of the sonic environment and the meaning of sound
in bandstands, something which Velasquez managed to do much better in his dissertation
entitled (Re)sounding cities.”

Considering all these approaches, urban soundscape is interpreted here taking into

account how performing, listening and reception practices in bandstands contributed to

reconfigure the meaning of aural environment in public spaces, in which converged

sound, urbanization and social life, therefore generating complex and renovated

sociocultural contexts.

Research presented here aims to engage methods and tools from sound and
cultural studies, as well as historical musicology, whilst also considering insights from
sociology, anthropology, architecture and global history.® Three case studies are analysed
here in order to understand how culture has been spatialized through the relationship

between sound, architecture and music social life in Spanish cities.

Modernization of Spanish cities and new leisure time: outdoor concerts in

new urban spaces

As a consequence of Industrial Revolution and the new democratic and liberal

ideology which appeared from the French Revolution onwards, intense economic and
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social changes took place throughout the 19th century in Spain, and even into the early
20th century. The modernization of cities led to the progressive, widespread availability
of electricity, as well as telephone and radio. Progress in these areas made possible the
development of the public transportation system, both underground and railway, and
overall, a level of urban growth which would have been inconceivable before then.® All
these technological improvements changed the nature of the urban space, and as a
consequence, changed the day-to-day life of the citizens. Furthermore, the modernization
of Spanish industry led to change in social structure. People all over the country arrived
in cities, looking for work. City populations increased rapidly: petit bourgeois and
working-classes were clearly differentiated, and quickly became more and more
numerous. In addition, these new populations demanded new leisure activities, especially
targeted at their needs and wants. Local governments appreciated the opportunity to offer
suitable activities for citizens free time, so cities were gradually restructured to
accommodate them.!? Moreover, this became a way to achieve a level of social control in
all towns and cities, especially the more crowded ones.

Just as in other countries, from early 19th century onwards, opera theatre, together with
some small concert halls usually linked to philharmonic societies, had become the most
important place for enjoying music, for both the aristocracy and the bourgeois classes.!!
In addition, outdoor concerts were occasionally provided in municipal parks throughout
the summer months, as long as that tickets had been bought in advance. Occasionally,
when tickets were made available for sale at accessible prices, some members of the broad
middle class were able to attend the concerts. Public and free outdoor concerts performed
by civic bands became increasingly popular free-time activities for the growing middle
classes. As a result, streets and parks in the cities were turned into the most popular places

for their leisure time.12
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The press noted how civic bands had reached out to educate audiences, by

performing outdoor concerts in bandstands. “The commonplace Sunday walk has been

converted into a celebration of art, providing a cultural stimulation” for the middle

classes, who “walk through the Madrilenian parks because they don’t have the option to

20 to a theatre or to a concert”. 13 Thus, the outdoor concerts performed from bandstands

contributed to the spread of liberal values such as the right of education and the access to

culture:

Civic bands [are] responsible for spreading art to the masses and for carrying

civilization’s voice to the most isolated corners, and they are the most authentic

conveyors of popular culture. [...] In big cities [..] bands also have a significant

educational objective [...] enabling the growth of the middle level of popular

culture, in just a few years [...] At first, the best symphonic works were received

with evident signs of displeasure by audiences [...] at best merely tolerating the

dumb Wagner or the boring Bach, for the promise of a famous zarzuela number at

the end of the concert [...] In due course, the canonical works were listened to

without protest, in respectful silence and, nowadays, the complete programme is

applauded with the same pleasure.!4

Nevertheless, the audiences which attended these outdoor concerts used to

socialize while they were listening to the music, especially in the evenings, in Madrid’s

Retiro Park. That audience in particular was composed of “an especial people: they aren’t

music fans and, besides, they don’t listen and also don’t pay attention to wind band. A

nuisance!”.!> On the other hand, other urban spaces like the Rosales promenade

transformed into a special version of an outdoor concert hall, because audiences used

them to replicate what was seen as proper behaviour during the wind band performance,

such as keeping silent.

However, there was space for other ways of listening and for different social

behaviour. Las noches de Rosales, a cuplé composed by Rincoén with lyrics by
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Montesinos, reflects the enormous popularity of outdoor wind band concerts. It shows

how the bourgeoisie and the working classes shared urban spaces, where social life, urban

space and music all converged, generating new listening practices as well as different and

controversial social behaviours.

Visual social control was a way for public institutions to encourage good manners

and to achieve social order in the first decades of 20th century. As Frost has noted, “the

disciplinary practices of the bourgeoisie limit relationships by policing what is seen to be

proper”.'® This recognition (as Foucault had expressed) still took place in these outside

concerts, as had been the case in 19th century gardens.!”The lyrics of Las noches de

Rosales reveal some codification of social behaviours at that time, showing how the rules

of decency were generated by the outdoor concerts performed in bandstands. For

example, the cuplé captures a glimpse of how girls should not attend outdoor concerts if

they were alone with their suitors in the darkness, away from the public streetlights and

beyond the visual supervision of their family. The huge success of this cuplé shows how

this kind of social control was common and well-known by the audiences.

On the other hand, the cuplé’s lyrics show how the art repertoire was entirely

accepted by both the middle and the working classes, reinforcing the role of bandstands

as educational and sounding urban spaces:

This evening’s programme is colossal

Because they [musicians of civic band] perform both Beethoven and Berlioz

The Parsifal, the Pastoral,

A rhapsody by Tchaikovsky in A minor that is a beautiful sight.

[They] play Manon’s Dream, by Massenet

Carmen’s Habanera by Bizet

And to finish, a garrotin

Especially written for solo flute.!®
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This repertoire had been premiered by different Spanish orchestras and it was

commonly performed from the mid-19th until the mid-20th century, in main concert halls

and theatres all over the country.!® Originally, all this repertoire was mainly linked to the

aristocracy, who also promoted them. Nevertheless, outdoor concerts spread “high

culture” to the middle and working classes throughout the period quoted before. Figure

12 show two examples of concert programmes performed from bandstands in the early

20th century in Spain. Repertoires previously performed in theatres and halls were

adapted and included in the wind band programmes. The concert programmes also used

to include art music”? as well as a more traditional Spanish repertoire, particularly

excerpts from zarzuela and opera - an example of how the national repertoire was widely

appreciated from the mid-19th century onwards.

Figure 1. Example of outdoor concert programmes, 19172°

Figure 2. Example of outdoor concert programme, 19302!

As a consequence, local councils used wind bands as a way to provide a musical

education for their citizens, especially the working-classes who couldn’t afford to access

other leisure activities:

The Municipal Band of Madrid has been established to contribute to the decency

and to the brilliance of the capital, and also to provide a significant element of both

popular culture and enjoyment to the population.??

Spanish civic bands depended economically on local councils,?> who therefore

had some influence over the activity of the bands, and were therefore also able to establish

standards of good taste. Local Authorities could reject or even prohibit a band, or a
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repertoire, or even a particular musical piece. As a result, they could affect how, when

and why a band developed its musical activities.

Music magazines also had a significant role in establishing the appropriate culture

for the middle and working classes. For example, the music magazine Harmonia,

established in 1916, included articles about music for wind bands and also published sheet

music for large and small bands. Its main goal was to promote popular culture through

wind bands. Among the scores published by Harmonia, art music had a significant

educational role: works by Bach, Handel, Mozart, Beethoven, Schubert... and especially

Wagner, together with other pieces by Spanish composers. This repertiore would be

performed from bandstands all over the country.?*

Daily newspapers also contributed not only to the shaping of the cultural function

of civic bands, but also to the selection of which pieces should be performed from the

canonical repertoire. The liberal press such as El Sol. El Liberal, El Imparcial or El

Heraldo, among others, publicised civic bands outdoor concerts, often including the

programme to be performed as well as providing short reviews and columns about them.

What is more, wind bands and their outdoor activities really exemplified the social

order desired by the local and national authorities. The internal regulations of the wind

bands show how these ensembles and their musicians had to be a symbol of discipline

and subordination, especially in public spaces but also in the private sphere. Therefore,

wind bands regulations usually included clear instructions on the subject:

The musicians should avoid all actions or words which are opposed to good

behaviour and culture, in private and public ceremonies, and should show the corporation

[Local Authority] whom they represent to be a model of subordination and discipline

[...], and of being worthy of greater and greater admiration and public appreciation.?>
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In addition, the appearance of the wind band performers was also used to convey

ideas about proper behaviour to the citizenship. Thus, the internal regulations for the wind

bands often noted how the uniform should be worn as neatly as possible, with band

members taking painstaking care of it.

Regarding social aid, it was common to establish special funds for wind bands,

sometimes called a “Caja especial de la Banda” [Band Special Fund]. Local authorities

intended for the fund to contribute to the necessities of the wind band’s activities, but also

it helped to teach the musicians how to save money.?® Wind bands, even those linked to

charities such as San Bernarnido Asylum or La Paloma school, were also associated with

a music school, called an “Academia of Music” [Music Academy]. Its main goal was to

teach future wind band musicians, but it also aimed to contribute to social development,

offering professional training to enable its students to achieve positions in civil, military

and even in some community bands, all over the country. This allowed many musicians

to obtain a complementary income, and to live better, both economically and socially.

In summary, all over the country, local councils started to promote these outdoor
concerts, viewing them as an ideal medium through which to spread the new liberal
ideology, to apply social control, and to contribute to social aid, as well as to educate the
different audiences gathered in the public urban spaces.

Municipal councils realized that it was necessary to reorganize urban public
spaces at the same time as outdoor concerts became a public, social, and listening
experience for citizens. The streets and public parks had to adapt to this new trend, which
gradually brought together an increasingly larger audience. Thus, by the late 19th century,
beautiful and modern bandstands were placed at significant points in the new cities, with
the support of local councils, building urban soundscapes as a symbol of economic power,

modernity, identity and culture.
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The Bandstands in the hearts of Spanish town

The confiscation of ecclesiastical possessions and the sales of military buildings provided
new urban spaces to the growing Spanish cities, particularly to those small towns which
had been strongly linked to the Church and the Army before the 19th century. In these
cases, urban modernization entailed the reorganization and the resignification of squares
and streets, in accordance with not only the needs of businesses but also the social
necessities of the new liberal society.

Outdoor concerts performed by bands were used as a “sonorous representation of
urban progress and the aspirations of ‘civilized’ cities”.?’ The social function was evident,
as well as was the configuration of urban space through the bandstands, which were
strategically located in the hearts of these small towns. This is true in the case of Tui, for
example, a small town with strong historical roots, located in the North West of Spain,

next to the border with Portugal.

Figure 3. Tui Bandstand, ca. 189828

The Tui Bandstand (Figure 3) was placed in the current Corredoira Promenade in
1897. At that time, this street represented the complete integration and re-urbanization of
that suburb of Corredoira, transforming it into a new commercial and social urban space,
integrated into the city centre.”’ Bands linked to charity institutions were used
occasionally to perform outdoor concerts and parades through the town. Furthermore, the
construction of the bandstand coincided with Tui’s local council showing interest in
founding its own municipal band as another symbol of the modern city. The music
performed by this municipal band served to create both social connections and
experiences, gathering different kinds of audiences and developing not only a new

outdoor sociability but also a new sound experience for the city.
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The architectonic style was not casual, and demonstrates the best acoustic
characteristics for outdoor concerts, as well as an eclectic style, common in other
bandstands of the area. Decorative elements of the rails include spirals, vegetable
elements, half-moon motifs (a symbol of the municipality) and, of course, musical
symbols such as lyres. The bandstand also has other characteristic elements, such as the
Pseudo-Corinthian capitals and a spire that seems to project the music to the sky. The
materials used in the construction show the elegance and majesty of wrought iron as well

as the influence of the industrial revolution.3?

Figure 4. Current Tui Bandstand?!

This bandstand was recently restored (Figure 4) and it is still in use today.
Outdoor band concerts performed there continue to be the core of musical experiences in
the city. Together with its original function, the bandstand is occasionally used for other
leisure activities, such as theatrical performances or folk music concerts, as a consequence

of the new uses of these modern urban spaces.

The Bandstand as a symbol of culture: identity, history and social leisure

Attali pointed out that “all music, any organization of sounds is then a tool for the creation
or consolidation of a community”,3? implying also a social codification within the
ideologies and technologies of the age. Outdoor band concerts in public urban spaces
allowed people to share common images, sounds and memories. Citizens were filled with
symbolic meanings and emotional experiences, reinterpreting culture and conveying a
sonic collective identity.3* This kind of social construction transformed and configured
the meaning of public urban spaces, and culture developed in these outdoor performances.

At the same time, elites used outdoor concerts as propaganda, trying to contribute to the
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development of local political identities, and to provide new spaces of sociability,
applying middle-class moral standards.

Both factors explain why bandstands were also chosen as the venue for giving
political speeches, as the urban spaces where they were placed had been transformed into
a symbol of identity for the middle and working classes. In Betanzos, a small town located
on the Spanish Atlantic coast, the first Bandstand was completely built in wood in 1894
and placed in a central square (Figure 5). Lugris, one of the most significant Galician
activists, used it to deliver the first speech in the Galician language, in 1907. The
bandstand, symbol of the lower middle classes, was the ideal place to reclaim the
importance of Galician culture, before the ‘Irmandades da Fala’ [Galician speaking
brotherhoods] movement started. The Betanzos wooden bandstand disappeared in 1913,
being replaced by another, built in stone and wood (and later still by on made of iron),
precisely located in the same square where it has remained until today (Figure 6),
contributing to the building of the soundscape of Betanzos, through the musical activities

performed there.3*

Figure 5. Betanzos Wooden Bandstand, ca. 18943

Figure 6. Current Betanzos Bandstand?¢

Some of the factors mentioned above also explain why bandstands were moved to
different places within the city. Zaragoza’s local council approved a huge budget for the
construction of a bandstand, because it was considered a symbol of the cultural, political
and economic status of this Spanish city, located in the Northeast of the country.
Zaragoza’s bandstand is one of the most impressive in Spain (Figure 7), because it was
built on the occasion of the Spanish-French Exhibition celebrated in this city in 1908,

held to commemorate the centenary of the occupation of the city by Napoleon. This
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exhibition was viewed as a way to establish links between the French and Spanish nations,
but it was also an excuse to renovate the city, particularly the area in which a Jeronimos
monastery had been destroyed, during first Zaragoza siege in the Napoleonic Wars.3” The
period during which Zaragoza started to expand began here, and the bandstand was
impressively built to convey the new modern identity of the city, through visual and sonic
experiences. The bandstand is an excellent example of modernism, expressed through
different shapes, such as the beautiful wrought iron of the columns, or the marvellous

cupola with eye catching, coloured ceramic tiles.®

Figure 7. Zaragoza Bandstand, 19083°
Figure 8. Zaragoza Bandstand, ca. 19204

Figure 9. Zaragoza Bandstand, ca. 1920*!

The Zaragoza bandstand was located in Los Sitios square (Figure 8), a perfect urban space
for leisure activities. Four years later, the bandstand was relocated to the Independence
Promenade (Figure 9). During the 1920s, it returned to the original location and, finally,
the bandstand was placed in the Grand Park, where it remains (Figure 10). This ‘tour’
shows how the bandstand built the changing soundscape of the city, moving with new
listening and social habits of growing middle classes. In addition, the new locations of
the Zaragoza bandstand perfectly symbolized the increasing changes in public urban

places for leisure, and the growing demand for music throughout the century.

Figure 10. Current Zaragoza Bandstand*
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Conquering public urban space: bandstands and sonic environment in

Spanish metropolis

Gardens also played an important role in the consumption of music during leisure time in
Spain, from the first third of the 19th century onwards. As a private space for the upper
classes, concerts and other entertainments could only be enjoyed by paying for an
admission ticket and accepting social rules, which were associated with certain clothes
and behaviour. In metropolises such as Madrid, gardens were designed as a part of the
city expansion, and were turned into a symbol of urban modernization. The Buen Retiro
Gardens had always been a space for leisure, but this increased further still in 1868, when
it was turned into a public park for the city of Madrid. This garden-spectacle had also
been influenced by British pleasure gardens and their promenade concerts, which were
common in Spanish society from 1830 onwards: the aristocracy and the bourgeoise
walked while they enjoyed the outdoor concert performed by a military band, located in
a temporary wooden bandstand. These outdoor concerts were highly valued by the upper
classes, and as a consequence the first concert performed under street lighting was held
in the Buen Retiro Gardens in 1882.%

This custom continued into the early 20th century, when these gardens turned into
the municipal Retiro Park. At that time, public outdoor concerts performed by bands
became a favourite activity for a wide range of different social classes, reflecting the
variety and dynamism of the Madrilenian society then. Manuel Castro’s expansion of
Madrid (the architect who designed the modern urbanization of Madrid, starting in 1869),
had tried to reorganize the growing population by considering the different social classes,
allocating each social stratum to a specific district. However, the middle classes,
constituting a financial, commercial and industrial petit bourgeoisie, coexisted with the

working classes in some districts.** At the same time, all of them shared leisure
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experiences through sound and music in the Retiro Park, which started to be one of the

most significant leisure time urban spaces for both the middle and working classes.

Figure 11. Madrid Retiro Bandstand, ca. 1912%

A temporary bandstand had existed in this municipal park since 1872,4 where
military bands had performed for an aristocratic and bourgeois public. A new bandstand
was built in the early 20th century with the aim of educating the artistic sensibilities of
the citizens who attended these outdoor concerts, performed by Municipal Band of
Madrid. This band, supported by the Madrid council, was established with the specific
aim of spreading culture and to ‘civilizing’ all the various kinds of citizens who converged
on the space and who interacted with apparent freedom in this new soundscape. Outdoor
concerts were performed there every Thursday and Sunday between April and October,
with Sunday concerts being the most popular, because it had been established by law as
the rest day for workers, since 1904.47

These outdoor concerts allowed citizens free access to the academic repertoire
performed in theatres and concert halls: transcriptions and arrangements of excerpts from
operas, symphonies, zarzuelas, etc., all of which could be listened to without having to
pay for a ticket, together with polkas, waltzes, and other pieces of dance music. Works
by Beethoven, Wagner, Liszt, Strauss, Stravinsky, and other significant international
composers, were included in the outdoor concert programmes, as well as works by
fashionable Spanish composers, such as Breton, Chapi, Albéniz, and Falla. These
concerts allowed all classes to access the music, at the same time as they became a tool
to control the usage of, and the experiences and meanings created in, these public urban
spaces. Outdoor concerts in bandstands were a powerful medium for local authorities to

control culture and collective identity.

http://mc.manuscriptcentral.com/juh

Page 14 of 38



Page 15 of 38

oNOYTULT D WN =

Journal of Urban History

Figure 12. Madrid Retiro Bandstand, ca. 191248

A bandstand was located in the Retiro Park in 1912, and it is still in the same place
today. This was the first urban place in which Municipal Band of Madrid created a special
and unique soundscape. The bandstand is an example of a modernist architectural style
(Figure 12). The design is pretty similar to some ironwork models which were included
in the common catalogues of cast iron goods of the time, such as those of the Scottish
Walter MacFarlane & Co's Saracen Foundry.® Its splendid design, as well as the new
fashionable and expensive music instruments which were used by the band, were also
used to symbolize the economic power of the local council.

At the same time as Madrid was expanding, the building of bandstands served as
an excuse to improve the streets and parks. One impressive bandstand was located in
Rosales Promenade in Madrid, a new urban space constructed as a part of the westward
expansion of the capital, close to the public Parque del Oeste, where the financial and
commercial bourgeoisie settled, alongside the military, at the beginning of the 20th
century. Working classes also lived close to this area, and regularly went to outdoor
concerts. Moreover, the extension of street lighting provided the opportunity to perform
outdoor concerts at night (Figure 13), especially during the summertime. These musical
venues turned into a symbol of progress and modernity, also reflected in the modernist
style of this magnificent bandstand (Figure 14). In this context, proper social interaction
and good taste adopted by the elites in theatres and concert halls were communicated
more widely, together with the musical values of high culture.®® Ricardo Villa,
bandmaster of Municipal Band of Madrid from its establishment until 1933, explained

how the audience in the Rosales Promenade quickly replicated the particular code of
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concert behaviour in from the elites in the Retiro Park audience, such maintaining silence
during the performance or enjoying the concert seated in chairs around the bandstand

instead of standing up and walking (and also speaking).

Figure 13. Rosales Promenade Bandstand, ca. 1930°!
Figure 14. Rosales Promenade Bandstand, ca. 1930°2
Figure 15. Rosales Promenade Bandstand opening, 192333

Figure 16. Rosales Promenade Bandstand, ca. 1939

The Municipal Band of Madrid had already been playing in this new urban
location since 1910, but it wasn’t possible to build the bandstand until 1923. The opening
of this bandstand was used as a symbol of the modern identity of Madrilenian citizens,
because it was opened on the city’s patron saint day, which honours San Isidro Labrador
(Figure 15). The mass attendance at these outdoor concerts showed how band
soundscapes represented and contributed to the configuration of the modern soundscape
of the metropolis. In fact, although the bandstand suffered the effects of the Spanish Civil
War (Figure 16), it was restored soon afterward, and outdoor concerts continued to be
performed there. Unfortunately, it was demolished in 1951, together with the square
where it was located.

These examples illustrate how the significance of bandstands, and the
soundscapes produced through them, has been transformed - and still continues to be
transformed - over the years in Spain: new repertoires, new listening practices, and new
social relations appeared through musical urban practices, building Spanish cities
musically, as a part of modernizing urban spaces and developing a new (and modern)

musical culture.
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Figure 1. Example of outdoor concert programmes, 1917
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Figure 6. Current Betanzos Bandstand
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Figure 7. Zaragoza Bandstand, 1908
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Figure 10. Current Zaragoza Bandstand
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Figure 12. Madrid Retiro Bandstand, ca. 1912
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Figure 14. Rosales Promenade Bandstand, ca. 1930

http://mc.manuscriptcentral.com/juh

Page 36 of 38



Page 37 of 38 Journal of Urban History

oNOYTULT D WN =

9 Unable to Convert Image
11 The dimensions of this image (in pixels) are too large
12 to be converted. For this image to convert,

13 the total number of pixels (height x width) must be
14 less than 40,000,000 (40 megapixels).

Figure 15. Rosales Promenade Bandstand opening, 1923
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Figure 16. Rosales Promenade Bandstand, ca. 1939
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