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Preliminary remark  

Preliminary remark  

 

For many years, long before the Wiener Philharmoniker finally decided to allow women to join 
their world famous ensemble in 1997, the world of classical music has been inhabited by musicians 
of both sexes. For this text, this frequently poses a problem concerning the gender of personal and 
possessive pronouns: an oboist can equally be a he or a she. Explicitly writing ‘he or she’ would 
impede the readability of the text, using the modern ‘their’ for a singular is grammatically incorrect 
and sometimes confusing, and ‘she’ by default only inverts the problem. In general I have tried to 
avoid the dilemma by using plural where possible; when the musician would most likely be a 
woman, for instance in the case of a coloratura singer, I of course have chosen ‘she’. In other 
situations I have often used an inclusive ‘he’ or ‘his’, and I beg the reader to take it as a 
‘grammatical’ gender (though this does not exist in English), and certainly not as a suggestion that 
we are still living in the nineteenth century. 
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