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Learning Objectives

Alter successfully completing this unit, the student will

understand that:

1. The power of music lies in its connections to all aspec
of culture.

2. Music is an important means of social expression that
gives rise to emotions, memories, and to pleasure.

3. Ethnomusicologists are scholars who study music in
relation to culture.

4. Music can be performed by individuals or through

collective interaction.

Music and dance can be catalysts to form community.

6. Music is often an important component of religious

ritual.
Music is often used to convey political messages.

C\udio Selections

4. “The Tramp” by joe Hill.
5. “We Shall Overcome” sung by the SNCC

Freedom Singers
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In all cases, the power of music lies in jrs connections to othey

experiencing, participating in, and making sense out of their world. In ad.
dition to the arts, cultrure includes languages, religions, belief systems, so-.

idea which refers to a 8roup, a community, or a “people.” Such collective

interlinked in complex systems within indj-

ways of doing and being are
vidual consciousnesses—systems which are far from being fully mapped:
s are evident and mighty forces which

by researchers. But still, culture:
make it possible for people to live together. They also differentiate groups,

in much more useful ways than mere racial features can. According to eths
nomusicologist Jeff Titon, “Culture, rather than biological inheritance,
accounts for why these people over here think and act ditferently froms

those over there.”!
Ethnomusicologists are scholars who study music in relation to cul-

ture. They have construed their occupation in various ways over the years:%
Alan Merriam defined ethnomusicology as “the study of music in culture
in 1960, adjusting this formulation in 1973 to “the study of. @usic asv;:
culture.”” Jeff Titon proposed a different perspectiye, Cham.ai?zmg ;rh- !
nomusicology’s objective as “knowing people making music.” All t reij
definitions have something to offer: the first points to the idea tl*n.atdr.nu:es .
is one of the many interlinked elements of cu.lturc, tl?e secondhm flcraan
that music also embodies culture, and the thu.‘d rc:*mmdsbus t(_.?itono -
its analytical usefulness the concept of culture is still an abstra
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Musical Power
A musical performance, including the playback of a recording, is situ-
ated in time and space. A casual awareness of inconspicuous background
music 18 a valid musical experience, but it is seldom a powerful one, though
it may be shown to increase sales by subliminally relaxing shoppe
ally musical power involves some kind of relationship to ritual.
Rituals. Rituals, defined broadly,

rs. Usu-

are recurring functional activi-
ties that focus minds and energies through their formal repetitiveness,

reinforcing feelings and actions which are valued by the individual and
community. In common usage, ritual often refers to life-cycle events and
religious ceremonies; but the same concept can apply to a wide range of
human activities. We can think of ritual as a kind of continuum, running
from mundane practices at one end to quite extraordinary ones at the
other.

We all have daily rituals, and some of them may include music: wash-
ing dishes, preparing meals, working out, or traveling to work or school
are examples of structured everyday activities, which for some people in-
volve music—sung, whistled, or hummed, or reproduced electronically.
Although we may not think of music in such contexts as “powerful,” the
fact that so many people own radios and stereos—including cassette and
digital playback devices—indicates that music in daily rltuals. is impor-
tant to them. Moving along the continuum, we start to find rituals that
have more specific musical repertories, and more .powerful experiences.
Social dances and weekly religious ceremonies #re instances of more spe-
cialized and affecting rituals involving music. |

Continuing in this direction, we may cons@er rltu?ls that marl.< Slz-e_
cific yearly occasions. Many cultures have special musical repertomeé ({)r
such seasonal festivities—Christmas, for example, possesses a large body

of specialized music, a repertory which runs a gamut from lighthearted

children’s songs to monumental religious works. Rieuals that occut Jess

’

a life cycle. Weddings, for example, are singularly important life cycle
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A Traditional Greek Wedding

ertories, which may even apply to indivy
subsections of the overall ritual. The Musiey
“bride’s lament” is an integral part of Man,
Eastern European wedding celebrations,

Finally, in some cultures rituals may ey
mark events which are less frequent fhani
single person’s life cycle. In Bali, for example
the great temple ceremony of Eka Desa Rudté
is celebrated once every 100 years. No one ex

periences this ceremony twice. It is COHSidere?
a ritual of supreme power, and music playg
significant role in the proceedings. _

Aesthetics. Music also involves aesthetic power. Different emg.
tions can be aroused by music which is stormy and thundering or sooth.
ing and peaceful. Bodies can be stirred by infectious rhythms and sens.
ous sonorities. In many cultures, the ultimate aesthetic experience is ong
of sublime beauty, which can be uniquely expressed through the limitlegs

abstractions of musical sound. Music can bring beauty to an experience 0
the divine, or to our everyday world.

In many cultures, an explicit connection is made between aestheti
beauty and ritual effectiveness. Further, the experience of aesthetic beauty
in a ritual context may be seen as a way of bringing a proper balance to
the world or universe. “Not only are the Balinese gods and deities notori-

ous connoisseurs of the arts, appreciating both embellishment and minute

aesthetic detail,” writes Edward Herbst, “but also, physical interaction ot

activity within any environment or space seeks a flow and balanced ordet-
ing, an equilibrium that is appreciated as an aesthetic property,
formally, and psychologically,”

sensually,

Some other cultures articulate this aesthetic connection between ritualif
and the world explicitly. For example, “the Navaho culture includes che.
concept of hizhds (beauty, blessedness, harmony) which must be main-%;
tained, and which, if lost, can be restored by means of rirual”’ (see also
the BaMbuti example following). And as we will see, many other cultures
express this idea implicitly, in the ways aesthetic elements—often music
in particular—are central to the effectiveness of ritual.

But music, culture, and ritual are all abstract concepts. In the end, mu-
SIC’s capacity to move is generated by people, as Titon’s formulation con-
firms. Very generally, we may consider two ways that people create musi-
cal power: through the personal dynamism of an individual, and through

: ; .1 .
the collective energy of a group. A few examples of each will provide 4
basis for a deeper examination of the potential power of music.
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Personal Power

Ireland. In Ireland and the Irish Diaspora, a particular kind of infor- v Peool
atherine is called a ~z:77 * i s o 0 ; woa e e
mal gathering is called a o&#/7. The Irish musician Robin Morton charac- i
sad @ tvpical cilf as ™ . . Create Musical
terized a typical céili as “a gathering of ne Po
N g : wer

ighbors in one of their houses,
usually in the evening. Often the purpose is simply to exchange local

gossip. However, it might easily, and often does, develop into a session of Personal dynamism

singing, dancing, and story-telling.”® Such events may occur in pubs as of an individual

well—what the American folklorist Henry Glassie has called “a céilf in Seeiay el

e’ > Lile o _ : of a group
public.” Wherever a céilf may take place, it is a situation of fellowship,
trust, and intimacy,

reaffirming bonds between daily associates, allowing
connections of the heart as well as those of the mundane world.

In its confirmation and nourishment of human closeness, the céilf pro-
vides a congenial situation for a particular sort of musical power. Moments
of deep musical communication may be furnished by musicians who pos-
sess a special quality of performance. The Irish singer Joe Heaney recalled
that “the old people” of his youth referred to this quality as the ned:

The old people—oh, honest to God, | mean—in the small places,
the country, Gaelic-speaking areas, almost everybody had the ne4.
You know the first time someone starts singing a song, you know
has he got it, or does he not. . . . It means an awful lot. He has the
right stuff: he has the ned. It’'s more than singing, it’s more than be-
ing able to do a thing, or something. He’s doing it the right way. You
can’t go above or below the ned; it’s just—it’s out on its own.®

Scotland. A similar concept, conyach, is found among some Scottish
ballad singers, as recalled by Belle Stewart:

Several people could sing the same song, but—we had a something
that we called a conyach. And a conyach in a ballad is a feeling.
You could sit listening to several people, maybe singing the same
ballad, and it didn’t do a thing to you, and suddenly someone with
a conyach would get up and sing the same ballad, and—God, you
were just living it, | mean the—it was something entirely different
altogether.’

Detroit. In the performance of jazz, audiences and fellow musicians
are often drawn to individual performers whose personal energies are par-
ticularly compelling. Miles Davis was such a musician: his idiosynqatic
style and presence were legendary. In an interview with Paul Be'rlmer,
trumpeter Lonnie Hillyer recalled a time when he was a “kid back in De-

troit” that Davis played for a dance:
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At one point, people were dancing, and he started to play 3 ).
lad. The people just stopped dancing and crowded all around hjm,
listening to this cat play this ballad. You know? Miles STOPPEp
people from dancing, and I'll never forget that as long as | five
That's mood. And of course, Miles can also make people dance
when he wants to.'°

l

Pact with the Devil. Musicians possessing extraordinary perso ;
power and technical prowess may be considered to be in league with S
pernatural powers. The phenomenal early blues musician Robert Johnsg
cultivated the notion that he had received his impressive musical abilit

through a pact with the Devil, and many people who heard him behevj

it. The nineteenth-century virtuoso violinist Niccolo Paganini was .

mored to have made a similar bargain, as was the pianist Franz Lxsz;

While the following contemporary account of one of Liszt’s performances

in Vienna in 1838 dismisses this idea, it attests to his uniquely powerﬁj%
presence:

1‘
1
We have now heard him, the strange wonder, whom the supersti- !
tion of past ages, possessed by the delusion that such things could
never be done without the help of the Evil One, would undoubt-
edly have condemned without mercy to the stake. . . . Just look at
the pale, slender youth in his clothes that signal the nonconformist;
the long, sleek, drooping hair, the thin arms, the small, delicately
formed hands; the almost gloomy and yet childlike pleasant face—
those features so strongly stamped and full of meaning . . . through
a technique cultivated to the point of perfection, through a touch
which he is capable of shading through all conceivable degrees,
from the softest breath to the most overwhelming thunderstorm,
he brings forth the most stupendous effects; yes, even effects of
detail which one would not think of expecting of the instrument

. his lavishly expended energies seemed steadily to augment, and
the flood of tones poured forth in one stream, yet never at the cost
of intelligibility, to the last chord, with which were mingled cheers
of acclamation that threatened never to end, and for which the ex-
pression “enthusiastic” is only an empty unmeaning sound . . . such
a tribute of recognition must have affected the virtuoso deeply,
accustomed as he was to homage [in France and England], for hot
tears rolled down his cheeks'

Group Energies

While many performance situations involve some kind of leader, some-
times the primary source of musical power is group interaction. When |
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Cuba. Yvonne Daniel
pertormance in Cuba, wl

ized rituals: they involve

for a specific event. Some

the compatible energies of those present.
A escribed the aftermath of a formal rumba
1ch was followed by a house party:

By I i
y late evening (around ten or later), a small group was singing in

harmony, using tabletops and the walls of the house as drums and a
couple of spoons as claves. The song lyrics were descriptive of the
wonderful time the day had been and the nostalgia for remembered
festive times of the past. Gradually the tempo shifted and dancing
with real drums in addition to the cajon organization began. There
was no set circle around a drum battery, and people danced as
couples, freely, sometimes observing the rules of rumba, some-
times ignoring them to dance improvisationally. 2

Bosnia. Spontaneous performances of group vocal forms like ganga
among Bosnian Highlanders can also involve interactive power. For
men, the singing is a good-natured male hierarchical contest, as Mirjana
LausSevic explains:

When the group of men starts to sing, there will be a leader who

will start the song. . . . And then the group will come in. Often what

men do is a lot of men will join in. But the singer who has started

the song, he needs to out-sing the rest of them. He needs to show

his own strength, his physical strength that is demonstrated through

the strength in the voice, through the volume of the voice, through

the length of the breath. And it’s often a game, how many people

you can actually out-sing. And then there will be another singer

who will say, “Oh, | can do this better, you know.” So he will out-

. . |3
sing more singers at the same time.

For Bosnian women, impromptu group singing may generate a differ-

ent kind of collective power:
Women particularly will point out the fact that music enables a
relief of burden, a relief of all the pains and sufferings that they ex-
perience in daily life. And it creates a space in which one can indulge
. or joy at the same time, that you're not really able
daily life."

in this pain . .
to dwell on in your daily duties or in your
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Such informal musical rituals have a special quality: the uncerem.
ous atmosphere can impart feelings of freedom and immediacy, whicy, , 3
not necessartly found in more structured situations. But formal musi_
gatherings can provide for other kinds of powerful experiences, ,

South Africa. John Blacking explained the performance of t:
bona—a music and dance form that requires a minimum of twengy. g,
participants, each playing a different part—among the Venda of §oy
Africa:

The music of tshikona expresses the value of the largest social

group to which a Venda can really feel he belongs. Its performance i

involves the largest number of people, and its music incorporates

the largest number of tones in any single piece of Venda music in-
volving more than one or two players. . . . Tshikona is valuable and
beautiful to the Venda, not only because of the quantity of people
and tones involved, but because of the quality of relationships that

must be established between people and tones whenever it is per-
formed. . . . The effectiveness of tshikona is not a case of MORE

= BETTER: it is an example of the production of the maximum of
available human energy in a situation that generates the highest
degree of individuality in the largest possible community of indi-
viduals. Tshikona provides an experience of the best of all possible
worlds, and the Venda are fully aware of its value. Tshikona, they
say, is lwa-ha-masia-khali-i-tshi-vhila, “the time when people rush to
the scene of the dance and leave their pots to boil over.” Tshikona
“makes sick people feel better, and old men throw away their
sticks and dance.” Tshikona “brings peace to the countryside.”'

;

The basic elements of this depiction of social value and musical powe
could be applied to situations in other cultures. For example, a perfot
mance of a nineteenth-century European opera with a symphony orchests
chorus, and soloists could also be seen as involving “the largest number!

people” and “the largest number of tones” in its genre. It may be consid
ered by its audience to be an unrivaled experience of musical power.

Further, both opera and #shikona derive a portion of their power frof
their enactment of each society’s ideal social situation. In the compd

3
()

atively egalitarian culture of the Venda, each person plays their O¥

equally important role, just as the #shikona musicians each have differes
crucially-interconnected instrumental parts. An opera in Western cule
also involves individuals playing and singing their own parts, but if ',,
dition it requires strings and voices performing in sections enacting !
value of teamwork, a conductor exemplifying an ideal of a skillful a}
admirable manager, and a composer as enlightened lawmaker and 1€64%
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power of music-
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and affecti
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~ ) Imes things go wrong, because
we are‘not awake to stop them from going wrong So when
something big goes wrong, like illness or bad hunti;1g. or death, it
must be because the forest is sleeping and not looking after its cf'\il-
dren. So what do we do? We wake it up. We wake it up by singing
to it, and we do this because we want it to awaken happy. Then
everything will be well and good again. So when our world is going
well then also we sing to the forest because we want it to share
our happiness.'¢

Whether it is generated by individual or group energies, musical power
derives from the dynamic enactment of valuable human relationships within
community. While there is much basis for cross-cultural comparisons, ul-
timately the association of music with social values, rituals, and traditions
is imbedded in specific cultures. From the following examples we gain fur-
ther understanding of how the power of music is invoked in various cultural

contexts.

MUSIC AND THE CREATION
OF COMMUNITY

The power of music itself can become _
munity. Performances are events marked off from e ‘
and extraordinary social experience and expressi |
the participants—performers and audlence——mt‘o
es a4 temporary COMMUNIty. While music
e energy for creating community, it
ements can work. The social
erformance itself. There
where fans create

the catalyst for forming com-
veryday life that com-

' ' on. All live
bine ordinary
performance draws
a shared experience that creat
provides neither the material nor th

provides an environment in which those el
ults often extends beyond the p

bonding that res -
es in the realm of popular music

are many such exampl
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Rusted Root P

!

networks, friendships, and even fashions based around a band, ind =
performer, or musical style.
Rusted Root. Jim DiSpirito, 2 member of the rock band Ry

< Jim Root, describes the kind of community formed around his band,
DiSpirito

1igs

I think that the event for the audience is as important as the music
that is being performed on stage. . . . The event is much broader
than the musicians standing on stage because people come to a
Rusted Root show to meet each other again. They've seen each
other at a variety of shows down the road and there’s a particular
kinship with the people in the audience from trading tapes through
just hanging out. There is that sense of community in our live per-
formances because so many people come to multiple shows."”

John
Buynak P

While the overall event is an important context for socializing aneﬁ

forming friendships, it is still the music itself that initially brings §|

<4 Jim together and keeps them coming back for more. DiSpirito describ

Donovan 1 henomenon as an interaction between performers and audience men g
who almost always dance to their music:

Looking from the stage to the audience you can see how the sound
pulls people together into a collective because they’re all moving
to the same pulse. You know, the music is providing something for
them to move to and they're in agreement with us on stage. And
somehow, we're all in this together because we’re providing some-
thing musically and they are responding physically and the connec-
tion is incredibly apparent.'®

Berlin p

e

Fellow band member Michael Glabicki also describes Rusted “3;

. . (T s 1134 *€
« Michael Performances as a ritual that creates a dynamic communication be™

Glabicki  performers and audience:
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One good measure of good music.. . . is precisely, its “presence,” its

ability to stop time, to make us feel we are living within a moment,

with no memory or anxiety about what has come before or what
will come after. This is where the physical impact of music comes
in—the use of beat, pulse, and rhythm to compel our immediate
bodily involvement in an organization of time that the music itself
controls. Hence the pleasure of dance and disco; clubs and parties
provide a setting, a society which seems to be defined only by the
time-scale of the music (beats per minute), which escapes the real

time passing outside.”

rito, the power of group interaction at Rusted Root
urable; he calls it cathartic and healing for the
ely transformative. The combination of the
d spontaneous occurrences that happen

According to DiSpi
concerts is more than pleas
individual, as well as collectiv
familiar with the unstructured an
at live performances bring people together: . :

| think that music provides some sort of self r?fleft;\;eina:ii;tth:]r’

everybody. When you get lost in ? dance and );F)u r;e acze i

ekl Lok thata:esvi:; rc);lthhe;rlt':f fcl:r people. | think

Rusted Root’s performances

... and they
le come to release. They've been at .work jlltd:r?eir i
Peollp me to a Rusted Root show to enjoy, to ed el
% leco nd get around a lot of other people doing
and dance, a

—
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same thing. And | think there’s a comfortability level in that type

of environment. And | think that's very powerful . . . the envirgy,
ment that's created between the band and the audience Provides
some sort of emotional venue in which many magical MOMments
happen.”

It is these magical moments sparked by musical creation and comm

cation that keep people coming back for more, thereby creating a g
community.

Other communities organized primarily around the expressive gy
music, dance, or theater revolve around skill and participatory e .
ence—everybody performs together. The members of a local orchem.
community chorus are drawn together by the activity of playing or Sin
ing, as well as by their expertise and love for what they are doing, Boy
are primarily non-commercial associational collectives, based on lnter
affinity, and experience, rather than on more traditional notions of .
bounded community—neighborhood, ethnicity, or religious afﬁhan
According to Mark Slobin, professor of music at Wesleyan Umverslty 1

transformative power of the collective musical experience creates stro
fellowship:

Music seems to have an odd quality that even passionate activi-
ties like gardening or dog raising lack: the simultaneous project-
ing and dissolving of self in performance. Individual, family, gen-
der, age . . . and other factors hover around the musical space,

but can only very partially penetrate the moment of enactment
of musical fellowship.?

It is this moment of “musical fellowship” that kindles community
often creates deep and lasting bonds.

Social Dance and Community

Social dance is another realm in which community flourishes—off
created by experiences on the dance floor. Like the rock concert, the inté_
sity of the event creates a temporary collective of participants bound bﬁ
shared knowledge and experience. j

Greek Macedonia. As Jane Cowan suggests in her study of dand
and gender relations in the Greek Macedonian town of Sohos, the dﬂﬂce
experience can be seen as a metaphor for community: ‘

The dance metaphor can evoke the wholly positive aspects of be-
longing to a collectivity. To be a participant in the dance is to be in
(and with) the group; it is also to be in the thick of the meanings
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Contra dance originated in England before the sixteenth century and
was called country dance—a generic term for group figure dances in line,
square, and round formations. These dances became the most popular u-
ban social dance genre of the eighteenth century. Exported to America,
as well as throughour Europe, country dances played an important role
in the expressive life of the colonists. By the mid-eighteenth century, the
progressive line dances became known as contra dances. In the mid-nine-
teenth century, contras became less socially fashionable in urban centers
as couple dances, such as the waltz and polka, became popular. It was not

until the 1960s that contras emerged as a “new” genre in New England as
part of the so called “folk revival.”

United States. In the 1990s, contra dance is strongly established
within a subculture of participatory dance and traditional music forms
throughout the United States Dances take place on a regular basis at
churches, town halls, libraries, or other halls that have good wooden floors
g. All dances have a live band that con'smts of at least two or
fiddle and piano as the core 1nSLrUMENtS. The mu-
ix of Irish, Scottish, French Canadian, Cape
ewly composed fiddle tunes. Dances
d anyone can join in without
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A Couples square dancing

time through the whole dance progression, which takes approxim
thirty to forty seconds to perform. Each individual dance goes on for g
to fifteen minutes, depending on the size of the crowd, so the dance
gression may be repeated twenty or more times. When the dance st
with music, the caller cues the dancers until most of them have learn
the dance (usually three or four times through the progression). At
point, the caller stops calling and often begins playing with the band
til the last time through the dance.

Dances usually include a lot of exhilarating whirling and swinging wit
intense social interaction and physical exertion. Dancers not only cha
partners for each dance, but because most of the dances are progressive it
dances in sets, dancers interact both with their partner and with all d
members of the set while progressing up and down the contra line. T
structured and unstructured nature of the dance event creates a setting]
which many kinds of transformations occur. One dancer writes about
feelings of transformation during his first contra dance experience:

Barely into the dance and in the middle of a swing | realized that
| was smiling like a lunatic, that my body felt light as a glider, and
that every person in the room—man, woman and child—seemed
radiantly beautiful

The high degree of repetition within the performance of both the
sic and the dance, the predominance of fast swings within the dances, &
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the intensity of physical contact lead many dancers to get “hooked” on
dancing. They also talk about the sense of freedom, enjoyment, involve-
ment, challenge, relief from stress, exercise, and aesthetic pleasure they
gain from dancing. David Kaynor, a musician and caller from Montague,
Massachusetts, describes the buildup of emotional intensity during the

course of a dance that creates moments of transcendence for both dancers
and musicians:

You connect to some timeless stream of human experience that
is sometimes promoted by doing something over and over again,
almost like a mantra, you go to a different level of experience. . . .
Sometimes after playing a tune twelve times, on the thirteenth time
everybody will have this incredible thrill . . . all of a sudden some-
thing really powerful happens . . . it brings everybody together. It’s
unpredictable and fleeting. It’s like an affirmation of immortal life.2s

The fellowship that results from these heightened experiences on the
dance floor keep participants coming back for more. Many people begin
as casual dancers and gradually become more involved, either in learning
how to call, to play an instrument, to organize dance events, or just to
dance more often. It’s possible to contra dance every night of the week in
some cities, such as Seattle and Boston. The image of the contra dance set
composed of two lines of dancers moving in symmetrical unison is an ap-
propriate symbol of this community created and maintained around the
collective performance of music and dance.

THE POWER OF MUSIC IN WORSHIP

Embodied in rituals and belief systems, religions
help people to make sense out of their universe. Re-

45

ligions regulate life and behavior, as well as answer
questions about our relationship to the cosmos, the
supernatural and the divine. Whether people wor-
ship one god, many gods, nature, spirits, or simply
the highest in mankind, religions bring people to-
gether in formal ways to enact and reenact ceremo-
nies that commemorate, celebrate, heal, and unite.
Because religion is such a fundamental component of
culture—Ilinked to identity, ethnicity, customs, and
politics—religions also separate people. Many wars
throughout history have stemmed from passionate
and violent disagreements over religious beliefs.

A Buddhist Priest
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Navajo Nightway Ceremony. The Navajo Nightway Ceremg,

for example, 1s composed of a nine-night healing ritual that includeg Spé
cial songs, purification ceremonies, sand-paintings, and prayers that .
occur at specified times. On the last night, masked dancers impersonatini
the gods sing and dance in order to bring supernatural power and blessjnj
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Although important for the individual, rituals also hold communig
together over time. Because they are customarily repeated, rituals functi
as traditions that create important links to the past. In religious tern
rituals repeat and revitalize the beliefs, experiences, and ideas of thy
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repetition of established liturgy 1n the form of texts, prayers, and son&
creates a common receptacle for the spiritual feelings of each worshipﬁ
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s are made up of numeg

b e

he overall proceedip,

over time.”’ ._

Australian Aborigines. In some belief systems, such as in Aus
tralian aboriginal culture, rituals in the form of songs and dances invok
the spirits of the ancestors. By reimagining the past through the presenc
of ancestral spirits, order and balance in the world is maintained in th
present.

Because music has the expressive power to take us out of our everyds
selves, it often is an important part of extraordinary events. Music facili
tates transformation on many levels—whether we are making music 0
just listening to it. It is, therefore, an important force in religious pra
tice, inspiring spiritual and religious feeling for both the individual af
the collective. The role of music in worship can act to heighten emotiof
experience, to trigger memories, to take people out of their everyday Stﬁ?
of mind, to invoke trance, to heal, and to bring them closer to their \m}

:a

derstanding of the divine. ,

St. Albans Congregational Church. Reverend Henry T. Sit¥
mons, Senior Minister of The St. Albans Congregational Church in
Albans, New York says that music functions as both a collective and i"
vidual force in African-American gospel services: 1
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So music Ferwes not only as a rallying point, but it also serves as a
therapeutic means. It touches individuals who've been hurt and dis-

appointed by discrimination and life. It gives people an opportunity

to Cry, to express not only their joy, but also their sorrow—which

= ;/fel‘)z’slmportant o maintain one’s sense of balance and stability
in lite.

Call to Worship. Music also functions as a punctuating device in
religious ceremonies. Church bells are rung to call Christians to Sunday
worship, the blowing of a conch shell invokes a Hindu god or goddess
at a puja ceremony, and the blowing of the shofar (ram’s horn) marks the
beginning of the Jewish New Year (Rosh Hashanah) and the end (Yom
Kippur—Day of Atonement). In Haitian voudou, a neo-African religion
that incorporates elements of Catholicism with African religion, the ason
(sacred bell-rattle) is shaken to begin rituals, to cue musicians, and to
mark important points in the ceremony.

Language of Worship. The primacy of the sung text to invoke
and express religious sentiment is common in many cultures. Religious
language itself can be specialized. In some religions, including the Roman
Catholic branch of Christianity, Judaism, and Hinduism, a formal liturgi-
cal language can be used to the exclusion of all others. In others, such as
all the denominations of the Protestant church, the language of worship is
the local or vernacular language.

A different case exists in many Native American tribes, where the texts
of spiritual songs consist of vocables—sounds that are sung but have no
literal meaning. These vocables are not meaningless, however, but create
another kind of specialized language that is identifiable both to partici-
pants and to the gods who are invoked. The use of music with the vocables
gives them meaning and power. In many religions, including the exam-
ples above, music in the form of chant or song is used to elevate speech,
turning the ordinary into the sacred.

Music in the Christian Church

While music is understood to be an intrinsic part of spiritual practice
in many religions, it is regulated, discouraged, or even banned in others.
The development of Christianity in the West—from the formation of the
Roman Catholic church to the splintering of the Protestant denomina-
tions in the sixteenth cencury, reflects a history of conflicting attitudes
toward the role of music in worship.

St. Augustine. In his fifth century work entitled Confessions, St.
Augustine described the source of his own conflict—music could both

A A shofar (ram’s horn) is
blown to mark Rosh Hashanah.
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St. Augustine’s fears about the sinful sensuality of music were refles

O ) . |
in numerous church pronouncements that warned against displays of vi

tuosity, the use of instruments, and the singing of complicated musicﬁ

the church setting. . j

Hildegard of Bingen. Another perspective 1s expressed seyg
hundred years later by the twelfth century abbess, composer, and writg
Hildegard of Bingen, who had no such ambivalence about music. Oby
ously influenced by earlier music theorists, including Boethius and cagf;

siodorus, music was at the core of her religious life and belief system:

1
So remember, just as the body of Jesus Christ was born by the
Holy Spirit from the spotless Virgin Mary, so toc the singing in the R
Church of God'’s praise, which is an echo of the harmony of heaven, |
has its roots in that same Holy Spirit. But the bedy is the garment |
of the soul and it is the soul which gives life to the voice. That's
why the body must raise its voice in harmony with the soul for the
praise of God. This is also the command, symbolically of the spirit
of the prophets: God should be praised with crashing cymbals, with
cymbals of clear praise and with all musical instruments that clever
and industrious people have produced. For all the arts serving hu-

man desires and needs are derived from the breath of God sent
into the human body.”

Hildegard wrote the above as part of a letter to the prelates at Mainl-i
. indictment which included
Not only did she strongly rebe] against this allegation )

music as tfh€ highest way to praise God, but cleverly suggest
of music in the church might be the Devil’s work:
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measures with the greatest care. . . . And when you make judg-
ments of this sort, you must constantly be careful that Satan, who

deprived humankind of heavenly harmony and the pleasure of Para-
dise, will not encircle you.*

Martin Luther. In the carly sixteenth century, a powerful religious
movement that splintered the Catholic church began in Germany and Bo-
hemia and rapidly spread across Northern Europe. Martin Luther was at
the forefront of this campaign to reform many of the practices of Catholi-
cism, including music. The movement separated the Christian church into
two main divisions—Catholic and Protestant—and later into numerous
Protestant denominations. Luther and other reformers believed in a more
egalitarian form of worship that included holding services in local lan-
guages (rather than Latin) and congregational singing. In reaction to the
new doctrines of the Protestant churches, the Catholic church launched a
counter-reformation designed to reassert church authority.

Council of Trent. The Council of Trent (1545-1563), a general
council headed by the Pope, met to assess and reform church practices,
including the use of music in the Mass. The main complaints centered
on the use of complicated polyphonic music (music with two or more
simultaneously occurring parts) that obscured the clarity and power of
religious texts, the sensuality of music, the use of instruments, the use
of secular music, and the attitudes of the performers. Their final tract on
music touches upon these issues, but did not include an outright ban on
polyphonic music:

All things should indeed be so ordered that the Masses, whether
they be celebrated with or without singing, may reach tranquilly
into the ears and hearts of those who hear them, when everything
is executed clearly and at the right speed. In the case of those
Masses which are celebrated with singing and with organ, let noth-
ing profane be intermingled, but only hymns and divine praises. . . .
They shall also banish from church all music that contains, whether
in the singing or in the organ playing, things that are lascivious or
impure.?!

This attempt to distinguish between music and dance that is “las-
civious or impure” and music that evokes the proper religious sentiments
continued to be a conflict in Christian worship—from the persecution
of the Shakers in the eighteenth and nineteenth centuries for dancing in
their church services to the banning of drums in Christian services by
European missionaries in Africa and the Caribbean. In the American re-
ligious revival movement of the nineteenth century, there emerged two

W Martin Luther

Courtesy of Library of Congress
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these various combinations of instruments to read the standard religious
hymns, the band members started writing their own music of praise. The
phenomenon spread until even large churches (with organs and pianos)
had their own “Praise Band.” Many of these bands also used the new re-
cording technologies (see Chapter 12) to record CD’s of their music, so
that new members could learn the songs, and shut-ins could enjoy the
music part of the services.

For Reverend Simmons of the St. Albans Congregational Church, the
use of gospel music that engages the whole congregation in active partici-

pation is not only the best way to communicate God’s love, but a way to
communicate hope:

To me, music is a significant and powerful tool for expressing joy in
the midst of sorrow, for expressing life in the midst of death, for ex-
pressing joy even in the midst of pain and suffering. . . . We can praise
God in the midst of whatever our trials and tribulations are, and we
can thank God in a sustained, very powerful, rich, full way. . . . And
| see myself as a leader of a celebration, who is not afraid to allow
individuals to travel into different compartments in life. And music,
particularly music in the black or African-American worship tradition
does that. It is, in a sense, the glue that holds the worship, the praise
of God together.*

MUSIC AND HEALING

In some societies, music is viewed as more than a means of emotional
and spiritual expression, but as a form of medicine with healing powers.
Healing rituals are an intrinsic part of the overall belief system in many
world cultures and music is often a crucial component. As we saw earlier
in the chapter, the Navajos have many ceremonies involving singing and
dancing that are designed to restore balance and health to both individu-
als and the whole community. According to Ernest Brown, music in many
African and neo-African healing ceremonies is also used to bridge the gap
between the natural world and the supernatural world:

In a healing ceremony, you are asking for help from God in order
to heal someone, or you are asking for rain—you are asking for su-
pernatural assistance. Music is something that helps human beings
to connect with the spiritual. In Africa they would say that music
is something that helps the spirits to connect with human beings.
When you want the spirits to come, you play music for them. If you
don’t play music for them and if you don’t give them some offerings
of food or drink that they like, they won’t come.*

51
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tant role in bringing on and maintaining the trance. In m‘any Cultygd
which trance states are a normal cultural phenomenon, rityg] Pract{
ners, such as priests, shamans, or medicine men of women, are the
ones who have the ability to go into a trance. However, as we wi]| See y;
the Kung people, healing rituals often involve the cooperative effoy, of

whole community. §

The Kung Healing Ceremony

The Kung—also known as the Bushmen—are a nomadic people
hunters and gatherers who reside in Namibia and Botswana in oy
Africa. They live in small groups in a mostly desert or semi-arid enyjyy

ment. Weekly healing rituals are an important part of their culryre:

The Kung live in a very tough environment. It’s very easy to cross
the line and to get into real trouble through sickness . . . and so the
alleviation of sickness and suffering is a regular need that has to be
addressed. And the healing ceremonies that the Kung perform are i
one way of addressing those needs and of restoring balance, har- t
mony, and health to the society and also to particular individuals.*

The Bushmen attribute sickness to the will of the creator Godvé
distributes the forces of good and evil through a secondary god andili
messengers, the spirits of the dead.® The treatment of illness consig
of literally driving out the sickness and bad spirics from a person’s b
by singing, dancing, and the medicine man’s use of supernatural pOwﬁ.
while in a trance. Power is thought to reside in medicine songs themsel
and in order to activate the power, the songs must be sung as part of
overall ritual. In this context, music can be viewed as a vital form of me
cine, as well as a vehicle for transformation. '

Within the ceremony itself, singing and clapping are done by womé
who typically sit around a fire. Each singer in the group sings melOéf
fragments in a hocketing technique that ultimately creates a whole L
ody. Brown further described this kind of singing style as reflectin®
Kung’s collective lifestyle: :

You get a kind of composite melody that’s not sung by any oné
person. So it’s a very collaborative melody or collaborative forM =
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of melodic line. It needs a community in order to have that music
happen.®

The songs are sung in vocables—non-lexical syllables that are not part
of everyday speech, but have meaning for the participants.

The men—wearing rattles on their legs—dance around the women in
single file, and sometimes sing. Since over one half the male population
are considered medicine men, the males are then able to go into a trance
one after another as they dance. Once in a trance, the men do not sing and
their trance and dancing are maintained by the singing of the women,
who do not themselves go into a trance. As Rouget has described, the
treatment begins when one medicine man approaches a sick member of

the community:
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A Kung healing ceremony

In the medicine dance, treatment of the illness j,
volves two stages. The first consists of Capturing apng ;
driving out the illness: the medicine man, in a trance
massages the sick person’s body, anoints it with his
own perspiration, lays hands upon him, thus dray,.
ing the illness out into his own body; he then rig,
himself of it by ejecting it violently in the direction o
the secondary god and his messengers, the spirits of
the dead. The second stage consists in driving away 1,_
the spirits themselves by hurling insults and sticks
at them. . . . When entranced, the medicine man j;
in fact seeing the secondary god and the spirits of the dead, and s
therefore able to address them directly.”’ 3

For the Kung, healing rituals are part of their close associatiop
nature and wich the supernatural world. These rituals help to re '
health both to individuals and to the society; by curing one person,
and balance are also achieved for the collective. Even though the act
healing must take place through the intermediary of a medicine
a trance, the ceremony is only able to be performed through active 1-.
ticipation by everyone in the community. The power of song to call ¢
spirits, as well as the collective power of the singing, motivates the .1
which in turn gives rise to the trance state. According to Rouget, “theg
rative power of the singing ‘boils’ and thus attains its full efficacy.” On
in a trance, the medicine man is able to directly confront the spiritsa
to drive out illness.”®

THE POLITICAL POWER OF MUSIC

From the beginnings of recorded history to the present day, musicl
provided a powerful medium for the presentation of political rness_"
The Psalms of David gave comfort and inspiration to the early Israe

“in the presence of . . . [their] . . . enemies” (Psalm Twenty-Three)-'.
chanted epics of Homer celebrated the virtues and warned of the 3
of early Greek heroes and kings, bolstering Greek national identity i
world of unpredictable deities and rival armies. In the twentieth cen !
pioneering scholars in the field of oral tradition sought to understand!
workings of the Homeric epics by studying the contemporary epic (&
rions of Yugoslavian singers, Serbian musicians whose songs celebrat
victories of past heroes in battles against neighboring ethnic grOUPS 4

Yugoslavia Civil War. Like a once-dormant volcano, this 5
ingly innocent Balkan musical tradition roared back to life in the
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1990s, not in the form of epic poetry, but in the contemporary guise of
music Vide()f portraying machine gun-toting soldiers running through
the streets of Sarajevo. Music was such an important psychological factor
in the Yugoslavian civil war that rival camps fought pitched gunfights
to win control of the television station which broadcast such videos.* In
battle, nations often derive courage and discipline from patriotic hymns
and marches (or now, music videos); in victory, they sing of their heroes,
and in defeat, they eulogize their martyrs.

Music also frequently serves as a medium for criticism of government
from within a society. The medieval songs of Robin Hood, who robbed
the rich, gave to the poor, and fought the tyrant Prince John and his con-
federate the Sheriff of Nottingham, celebrated one of the earliest “outlaw
heroes” in a song tradition that continues in the twentieth-century bal-
lads of Pretty Boy Floyd and Jesse James. Contemporary outlaw songs are
also found 1n traditions as diverse as salsa, reggae, and rap. Just as soldiers
serving king or country derive courage from patriotic anthems, protesters
struggling against governmental abuses find strength and inspiration in
songs, whether on the picket line, in public demonstrations, or in armed
uprisings.

Political Messages. Music, and particularly singing, is an espe-
cially effective medium for political messages for a number of reasons.
Prior to the advent of the mass media in the form of newspapers, maga-
zines, radio, and television, songs served the functions of all these media
in many societies. Memorable tunes and rhymes are powerful mnemonic
devices or memory aids—when we sing or whistle a few notes, entire
verses can easily be called to mind. By adding new words to the melody of
a familiar hymn or popular song, political songwriters often find a short-
cut to the listener’s memory—the familiar tune automatically replays in
our minds, reminding us of the new message being carried by a favorite
melody.

In some ways, music is closer to the contemporary media of radio and
television than to the older medium of print; music, like television, is
audible and therefore inescapable. We can choose not to read a newspaper
article, but we cannot avoid hearing a song within earshot.

As stated earlier, music also has the power to move people, both physi-
cally and emotionally. Marching music literally coordinates the move-
ments and efforts of a group of people. The emotional power of music can
bind people into a community, give them courage in the face of danger,
and charge them with adrenaline before a confrontation. Music is transfor-
mative, and political songs are able to efficiently convey information, de-
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liver opinions, affect our emotions, and motivate us to change our actj
. ifiind
Governments clearly believe music to be a dangerous political we,

since they often attempt to control music by means of patronage (ftwa

ing artists who support the rulers) and censorship (punishing thoge “’ﬁ

do not).
We begin to explore the political power of music by studying the’"og

|
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obvious genre of political song: the national anthem.

National Anthems and Patriotic Music j
The words and tune of England’s national anthem ’ ‘God Save the K; é‘
are said to have been composed by the English composer Henry Ca
(1690—1743), but rival claims for authorship of the tune have been lod
in both France and Germany. This is truly an “international anthep
in the United States, “My Country "Tis of Thee, " 1s one among at |e
twenty nations to have adopted the melody of “God Save the King”
national anthem or patriotic song. Germany, Denmark, Austria, Swit
land, and Sweden all have nationalistic songs which employ this melg
World War . Some of these adaptations have resulted in hig
ironic situations; in World War I, British and American soldiers soygl
courage in the identical melodies of “God Save the King” and “My CQ‘:
try 'Tis of Thee,” while German soldiers sang the same tune in theit|
triotic anthem “Heil dir im Siegerkranz” (“Hail thee in victor’s crown’
The fact that mortal enemies were all singing the same tune illustratest
chameleonlike nature of melodies, whose affective power owes alleglan
to no single party. It is almost as if this tune were a weapon like a riffe

a cannon—all the armies possessed them, and victory went to the poj

which wielded them most effectively.

England. While “God bave the King” is a sober prayet on bel
of the monarch, “Rule Britannia” is a more martial anthem of impe
expansion. Composed by Thomas Augustine Arne in 1740 for a mas
play about the recovery of Britain by King Alfred from the rule of Dat
invaders, “Rule Britannia, Britannia rule the waves, " became a pOplf
anthem at the height of the British empire, when Britain did indeed!

much of the sea as well as considerable territory in Asia and Africa.

France. Although the French national anthem, the “Marseill
was adopted as a theme of the French Revolution, its composer, Caf
Claude Joseph Rouget de Lisle, was not a revolutionary but a loya
porter of the Bourbon kings. Composed in 1792 to celebrate the
invasion of Prussia, the “Marseillaise” in 1795 was declared the F
national anthem, and performed at every state execution. Its com

—
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Rouget de Lis!?, refused to submirt to the edicts of the National Assembly,
and nearly suffered the ironic fate of losing his head on the guillotine to
the accompaniment of his own composition. Relieved of his employment
in the French army, he lived the remainder of his life in poverty, and was
only posthumously honored for his musical contribution to the nation, "

The "Marseillaise,” composed by a royalist, but immediately adopted
by the enemies of the crown, subsequently became an international theme
of revolution and republicanism, but like “God Save the King,” it was
occasionally adopted into situations of great irony. In one early German
adaptation, the song text exhorted the united armies of Germany to take
up their swords and defend their fatherland against the invading army of
the French revolutionaries, and in 1798, another German text was set to
the “Marseillaise” tune in an anthem dedicated to the newly enthroned
king of Prussia.

As a song of revolution, the “Marseillaise” was at times banned in both
France and Germany. Before World War I, the German Social Democratic
Party adopted it as a rallying song. Decried for its older revolutionary and
newer socialist significance, the song was prohibited during the Third
Reich. In Vichy France of World War II, the “Marseillaise” was only sung
secretly, by members of the Underground resistance movement.

Austria. Austria’s national anthem, “Gott erhalte,” was composed
in 1797 by Franz Joseph Haydn, who was inspired to create this musical
“weapon” by the threat of Napoleon’s rapidly expanding armies.

Germany. Germany had a number of patriotic songs, including the
above mentioned “Heil dir im Siegerkranz,” but Germany’s most power-
ful political music was created by Ludwig von Beethoven. Born in 1770,
Beethoven enjoyed the benefits of royal patronage as the son of a court
singer until he began to make his own career as a composer in Vienna in
1792. There he became the friend of revolutionaries, and chafed against
the aristocratic pretenses of patrons who placed themselves above the sta-
tus of a “mere musician.”

Like Haydn, Beethoven sometimes composed music with explicit po-
litical purposes. He originally dedicated his third symphony (1804) to the
revolutionary hero Napoleon, but later changed the dedication to “Heroic
Symphony Composed to Celebrate the Memory of a Great Man” when Napo-
leon abandoned republican ideals to assume the title of “emperor.” Portions
of this great work are widely regarded as “program music,” that is, music
which tells a story, paints a picture, or otherwise evokes feelings associated
with extra-musical events. The slow movement in particular is described as
a funeral march for the dead of the Napoleonic and all other wars.*

© Bettmann/Corbis

A Copper engraving of
Austrian composer Franz
Joseph Haydn.
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Broadsides. Early topical songwriters in nued theg

ition of printing their lyrics as broadsides—single sheets it

glish trad 4
, y or posted in public plag

might be hawked on the street for a penn
. i | ‘ 1 musi .
Such publications included the song text without mus cal notatiop:y

tune was usually taken from a popular song,
included the instruction to sing the lyrics “to the tune of so-and-go "
As the name suggests, the broadside was often an attack, preseu
criticism of a person, group, or government. If songs were the early
papers, the broadside often played the role of an editorial or letter td
editor. Interestingly, the advent of print media and the publicatioy
newspapers did not replace music as a medium for conveying news;
opinion. The same technology that permitted the printing of newspap
also facilitated the circulation of songs, which stirred the emotions rmg
more effectively than printed or even spoken prose or poetry. 3
Early American broadsides addressed issues related to the Umé
States’ transition from a European colony to an independent repub}:
Marching songs such as “Yankee Doodle” and anthems such as “The §
Spangled Banner” supported the revolution against British rule. After
dependence, topical songs accompanied the effort to rid the New W_"y
o

and broadsides occasjop

of archaic laws, holdovers from the era of rule by Dutch and then E

colonial aristocracies. ;

Satirical broadsides attacked the imprisonment of debtors, and balla

celebrated the exploits of armed farmers resisting the subjection of reﬂ_&%

to virtual slavery under old Dutch feudal laws in the Hudson Valle
upstate New York. In the nineteenth century, immigrant groups enco

tering segregation in the workplace voiced their indignation in songs st
as “No Irish Need Apply.”* ﬁ
The Labor Movement in the United States. Ameriv‘
first strike occurred in 1786 among journeyman printers in Philadelp,
From that time, unions have sought to improve the working conditiof
wages, and social status of their members, often using music as a prof
nent strategy in motivating their members and promoting their demand
The Knights of Labor, founded in 1869, had limited success in pro 0
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ing its political agenda, but it was certainly an enthusiastic singing
organization.

IWW. The Industrial Workers of the World (IWW), founded in the
United States in 1905, employed both songs and strikes with more tell-
ing effect than the earlier Knights of Labor. The IWW repertory drew
heavily on Methodist and Baptist revival music, evangelical and Salva-
tion Army songs, and songs of the hobo “jungles.” IW'W members, or
“Wobblies,” sang at every meeting. Important songwriters in the move-
ment included Joe Hill, whose songs addressed the problems of homeless-
ness, unemployment, and prostitution, as well as strike-related issues, and
Mac McClintock, author of the Wobbly theme song, “Hallelujah, I'm a

Bum.” Hill’s lyrics in “The Tramp” describe the plight of the unemployed
hobo:

Tramp, tramp, tramp, keep on a tramping,
Nothing a doing here for you.

If | catch you 'round again,

You will wear the ball and chain.

Keep on tramping, that’s the best thing you can do.

Joe Hill became an important Wobbly martyr when he was executed
in 1915 on a still-disputed charge of murder; IW'W members insisted
that the accusation was false, an instance of “white-collar murder” at the
hands of enemies of the movement.

Mac McClintock published the IW repertory in the first “little red
songbook” to “fan the flames of discontent” in 1911.°° In World War I,
most leaders of the IWW were imprisoned, ending the effective life of the
organization. Labor organizations continued to employ music; the CIO
and the United Auto Workers sang, and the Almanac Singers (which at
various times included performers Millard Lampell, Pete Seeger, Woody
Guthrie, Lee Hays, Cisco Houston, Josh White, Burl Ives, Bess Lomax,
Leadbelly, Richard Dyer-Bennett, Sonny Terry, Brownie McGhee, and
Earl Robinson) performed at union rallies through the 1940s.

The Wobblies’ “little red songbook” was succeeded by many publica-
tions of topical songs. The Commonwealth Labor College in Arkansas
published the Commonwealth Song Book, the Kentucky Workers Alliance
published Songs for Southern Workers, and the Textile Workers of America
published Labor Songs. The People’s Song Book (1948 and 1956), Lift Ev-
ery Voice (1953), Singout! magazine (founded in 1950), People’s Songs, and
Pegple’s Artists propagated political music, either in print or by organizing
performances called “hootenannies” or “hoots.” Pete Seeger was a princi-

¥ Joe Hill

A performance of “The
Tramp” by Cisco Houston,
an important folksinger
who was involved with the
labor movement.



T ———————

62 ;
Exploring the World of Music

pal figure in performing, recording, and publishing topical Music.

the Almanac Singers’ days up to the l‘)()-()s.Si ' '
The Civil Rights Movement in the United Stateg
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) .
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discrimination, unfair jg
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on public cransportation. Pervasive social
he enforcement of unjust laws of disenfrayg

housing restrictions, t
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ment, and poverty wer

out the country.
The cause for justice for African-Americans began with the figgg o

tance to slavery and continued strongly after the Civil War. Pogg-gly
movements included Marcus Garvey's back-to-Africa initiative in theg
two decades of the twentieth century. Garvey’s message of black pride,
his philosophy of black self-help and independence electrified Afe
Americans in urban ghettos all over America.

After the Depression, labor organizations, such as the United y
Workers led by John L. Lewis, launched a campaign to bring A ‘
American workers into the unions with equal pay. This strategy was,
opted by other unions all over the country, including the Congr
Industrial Organizations (CIO), the Steel Workers Organizing Co 1
tee, and the United Auto Workers. By the early 1940s, blacks u
equal job access and equal pay pressured President Roosevelt to esta

the Committee on Fair Employment Practices. This executive ordet
lowed almost one million African-Americans to enter the industrial -'
force during the war years. |
World War II marked a turning point for the civil rights moveme
the United States. African-Americans had defended democracy in thei
but were still subject to discrimination and segregation at home. G
cases, such as Brown versus the Board of Education in 1954, only '-‘\
to address the wrongs of segregation. ’ |
The real pressure for social change and racial justice began asa péd
movement at the grassroots level. Drawing inspiration from blackw
ers of .the pa;t, Christian doctrine, and the successful civil disobedi
Ezmplz)ugns of Mahatma Gandhi in South Africa and India, African-£ '
miﬁilgie(l)l: all :15911513; elifective' movement of non-violent resistance if
Martin Lut.her King) ,J r%alli);l:)l:teer: i Momgomery,' e 'i
» JE, the segregated city bus system- &
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In 1960, African-American college students staged a sit-in at a seg-
regated lunch counter in Greensboro, North Carolina. Their arrest drew
the attention of the national media, and sparked a sympathetic movement
among university students across the United States. Both in the south,
where non-violent marchers faced beatings, hosing, burning, shooting, or
jail with no defense other than their courage and songs based on the melo-
dies of traditional hymns, spirituals, and gospel tunes, and in the north,
where guitar-wielding students composed and sang songs of solidarity
with the civil rights struggle, music played a central role. According to
Ernest Brown, spirituals and gospel music kept the growing movement
together:

Music was a key part of the civil rights movement. Why do | say
that? Because if you are alone in a jail cell somewhere in the south
in 1962, and you've been threatened with dogs and you've been
beaten, the only way you can recover your humanity, the only way
you can recover your strength is through singing. Civil rights work-
ers sang those songs in jails, sang those songs on the picket line, and
sang those songs in order to uplift their spirits and keep their minds
focused on what they were trying to achieve,*?

Although the repertory of the southern civil rights marchers in organiza-
tions such as the Southern Christian Leadership Conference, led by Rever-
end Martin Luther King, Jr., and the Student Non-Violent Coordinating
Committee (SNCC), drew heavily on African-American religious music,
some of the most important songs and musical strategies of the movement
were directly influenced by the prior experiences of labor organizers in
the south. The Highlander Folk School, founded in 1932 in Tennessee,
had long served as a “central clearinghouse” for songs used on picket lines
across the nation. Mrs. Zelphia Horton, musical director at the school
from 1935 to 1956, adapted the Baptist hymn “I'll Be Alright,” retitling
it “We Shall Overcome,” for use in tobacco worker’s strikes in the 1940s.
The song is also said to derive from the chorus of a religious composition
entitled “I'll Overcome” composed by C. A. Tindley (circa 1905). Horton
taught her version of the song to Pete Seeger.

In 1959, musical leadership of the Highlander Folk School shifted to
Guy Carawan. In April of 1960, Carawan taught “We Shall Overcome”
to eighty civil rights sit-in leaders attending a music workshop at High-
lander. In the same month, he taught the song to 200 sit-in leaders at a
conference organized by the Southern Christian Leadership Conference.
Within months, “We Shall Overcome” had become the central anthem of

A live performance of

“We Shall Overcome”

by the SNCC Freedom
Singers. -
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sung at every demonstration by Si“geys !

Jas i { movement, ) )
Sh 51 Lhghis one another with interlaceq

swayed from side to side, embmmnrg P i B a “
As important as “We Shall Overcome. B¢ h y Ot g

of hundreds of songs embraced by the civil rights m(;lvemem_'Eachi
of the south had its own performers‘and songs, burt Lle mo.st mﬂu
performing group was the Freedom SlﬂgGTS, an erTs‘em € which origf
consisted of five SNCC field secretaries. The musical style of Fhe Preedy
Singers, unaccompanied part singing. b‘y a Sm?ll groxfp of VOICCS.’ der"'
directly from the gospel quartet tradition, dating back to the f““@te
century and carried into the twentieth by grc?ups.such as the Dlxie Hy
mingbirds. The Freedom Singers’ repertory 1s alive tOd?iY,. mamtain:
performances of Sweet Honey and the Rock, an ensemble including g,
dom Singers’ founder Bernice Reagon.
The effectiveness of music to promote a message received its ulti-
expression when President Lyndon Johnson himself voiced the ref
“We shall overcome,” in a televised statement announcing his Sup
of civil-rights legislation. The song was the vehicle by which the
achieved currency, but it was the message of the words that Johnsony
citing. Lyndon Johnson enacted the most sweeping civil rights laws ":;
history of the United States, but his civil-rights “activism” was Overshy
A SNCC Freedom Singers owed in the minds of protesters by his subsequent support of the Vietng
War, s

The Anti-War Movement in the United States. Ame

can university students, who had begun to sing and march in sup

of the civil rights movement in the early 1960s, marched through g

decade singing in protest against the Unired States’ military involy

ment in Vietnam. The most popular protest song of the era, Bob Dy

“Blowin’ in the Wind,” served double duty, with verses addressing bo

issues: “How many times must the cannonballs fly before they’re foré

banned?” “How many years can some people exist, before they’re allovk
to be free?”

Phato by foe Alper. courtery fackie Gibson Alper

L

3

“Blowin’ in the Wind” was one of the earliest and most popular
war songs, but like “We Shall Overcome,” it was only one of hundt
or perhaps thousands in jts genre. Anti-war songs emerged from and‘{
dressed a different population than civil rights songs. The latter, .
OH'SOUthfH African-American singing traditions, were usually sung
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The a.ntl-war movement, like the civil rights movement,
had a rapld and powerful effect on government policy. The un-
popularity of the war brought down one American President
and motivated the next to seek a speedy exit from Vietnam, and
the popular sentiment that affected these changes owed no little
part to the power of music as a carrier of political messages.

We have briefly examined the role of political songs in Burope and the
United States. Narional anthems and protest songs played similar roles in
nation-building and the freedom struggles of colonized peoples in Asia,
Africa, and South America. To conclude, we will consider an important
genre of political song in Latin America: Nueva Cancion.

Latin America—Nueva Cancion. Chilean composet, per-
¢, and activist Violeta Parra (1918-67) may be considered
¢ of nueva canci6n.’® Like Pete Seeger in the United
eds of traditional ballads, composed songs
ssues in “folk” style, published tra-
th performed in and organized
ed “La Carpa de la Reina”
music. Her children,

former, folkloris
the “spiritual founde
States, Parra collected hundr
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", & for traditional
“The Tent of the Queen”), a center ' | —
isabel and Angel, carried on her work after her death, running at impor

sic coffeehouse. e
. mz cancién” was coined to describe a repertory of politi
ic festival held in Santiago, Chile, in 1969. The
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associated with the U nidad Popular politicy]
ate Salvador Allende. Allende’s SUCCegg,
reform and the nueva cancién gmr&i

new genre was closely

of socialist presidenrial candid

1970 election brought political

ly 1970s. |
a cancion emphasized instruments and genresg (’fiii

d with Hispanic and African musica| .
cures. One such genre known as ciec, Chile’s~ most Popular folk dapy.
had already served for generations as 2 vehicle for singing of the Strugg
of the Chilean working class. Both lyrically and musically, nueva Canqq
songs expressed Chilean nationalism, solidarity with the Andean Ing,
peoples, socialist ideals, and resistance to social and political domingg,
cither by a resident ruling class or by North American cultural impeg,

ism. The United States was viewed with distrust. |
The Bay of Pigs invasion of Cuba in 1962, American military ac

in the Dominican Republic 1n 1964, and the American world-wide dom
nance of the mass media made the United States formidable adversary;
the minds of nueva cancion activists. Nueva cancién was an internatig
genre, which spread throughout Latin America, and American incursig
in any nation of the hemisphere were perceived as attacks on the au:,j

omy of all Latin American peoples. %

The fate of Allende’s government and the singers of nueva cancién leg
credence to such a view of American intentions in the region. In 1973, w
nueva cancién had reached its peak of popularity in Chile, a CIA-bacE
military junta overthrew President Allende. A new totalitarian regin
banned political parties, labor unions, mass rallies, overt dissent, and té
performance of nueva cancién. Victor Jara, a prominent composer and pe
former in the genre, was tortured and killed: other exponents were jailecﬂf
exiled, and the playing of indigenous musical instruments was outlawed.i

In this new, extremely repressive environment, musical protest 1
appeared in a new genre called “canto nuevo,” in which political messag
took a more subtle form. The cueca genre, once favored by dissidents,ﬂi

co-opted by the new regime, which adopted this form to present s0
painting unreal images of Chile as a bucolic paradise. Both the musicij
and the style of nueva cancién were forcibly exported, both to other Lat
American countries and around the world. Nueva cancién became af if
portant means of political expression in the Nicaraguan revolution duri4
the late 1970s, and international festivals of the genre were held inC ‘
Mexico, Nicaragua, Ecuador, and Argentina, through the mid-198

The social and political message of neuva cancién continues to attf

the
their peak in the ear

Stylistically, nuev
digenous Andean music, blende

significant pan-Latin audience in the 1990s.
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SUMMARY i ’

The power of musical expression can give rise to transformation on
many levels. Music can enhance religious experience, healing, celebration,
social and political protest, and nationalism. It can arouse deep emotions,
moving people to ecstasy or tears, and inspire work, play, and dance. Mu-
sical experience can be both deeply personal and communal. Because it is
rooted in the culture in which it is made, music provides a strong con-
nection between the individual and society. In the next chapter, we will
explore the ways in which music, interacting with memory, evokes feel-
ings which play a fundamental role in defining both personal and group

identity.



Exploring the World of Music

POINTS TO REMEMBER

1. Music is an important means of social expression that give ..
emotion, to memories, and to pleasure; it also facilitates transfos

tion on many levels.
2. Whether it is generated by individual or group energies, mug

power derives from the dynamic enactment of valuable hug

relationships within community.
3. Some communities are formed directly around the performgp,,

music and dance.

4. Music is often an important component of religious ritual:
inspires spiritual and religious feeling for both the individyg _‘
the collective, triggers memories, invokes trance, aids in heg;,
and brings people closer to their understanding of the divine.

5. From the beginning of recorded history to the present day, M
has provided a powerful medium for the presentation of polit

Mmessages.

1. How do the activities and beliefs surrounding the performance
music give us a window into the workings of an entire culture?”
2. What are some ways that music helps to create and main

community? 7
3. What are some examples of communities thar are formed direct

around the performance of music and dance? 7
4. Why is music often an important component of religious ritual?
5. Why and how does music provide a powerful medium for d
presentation of political messages? Give examples. |

'STUDY QUESTIONS
1. How would you define the field of ethnomusicology?
2. Why is music such an important component of culture?
3. Give examples of communities that are formed around music @
dance.
4. Describe the roles that music plays in religious worship.
5. What are the conflicts regarding music that have existed witll

Christian worship over time?
6. What are the functions of protest songs within political movements




References

ho

89)

. Titon, 1997; 254,

. Merriam, 1977: 197.

. Titon, 1997: 257.

. Herbst, 1997: 122,

. McAllester, 1996: 445,
0.
. Glassie, 1982: 81.

Morton, 1973: 179,

8. Cowdery, 1990: 38-9.
9. Cohen, 1982.

10.
11.
12.

13.

14.
13.
16.
17,
18.
19,
20.
21.

23,
24.
P
26.
274
28.

Berliner, 1994: 256.

Weiss and Taruskin, 1984: 363-5.

Daniel, 1995: 104.
LauSevié, 1997.

Ibid.

Blacking, 1973: 50-1.
Turnbull, 1962: 92.

DiSpirito. Interview, 1997,

Ibid.

Glabicki. Interview, 1997.

Frith, 1992: 142.
DiSpirito, 1997.

. Slobin, 1993: 41.

Cowan, 1990: 13.
Kotzsch, 1992: 10.
Kaynor. Interview, 1989.
McAllester, 1996: 29-31.
Heilman, 1987: 242.

Simmons. Interview, 1997.

L9,

30.

Chapter 2: The Transformative Power of Music

Fox, 1987,
Ibid,

. Reese, 1959: 449,

. Simmons. Interview, 1997,
- Brown. Interview, 1997.

. Ibid.

. Rougert, 1985: 140.

. Brown. Interview, 1997,

. Rouget, 1985; 140-1.

. Ibid.

. Lotd, 1960.

. LauSevié, 1993.

. Nettl, 1967 34,

. Ibid.: 70-71

- Ibid.: 52,

. Ibid.: 78.

45.
. Ibid.: 144-152.

. Greenway, 1953: 2,

3. Ibid.: 12.

. Ibid.: 40-41.

. Dunson, 1965: 14.

. Ibid.: 16-17.

. Brown. Interview, 1997,
. Dunson, 1968: 29-33.

. Manuel, 1988: 69.

. Manuel, 1988.

Dennis, 1996: 24-25.

69



