
 

 

 

The Mechanics of World Music:  

Examining World Music through a framework of  

Intentional Hybridity 

 

 

Hollie Longman 

 

 

A thesis submitted for the degree of 

Master of Arts 

University of Otago 

Dunedin, New Zealand 

 

 

 

March 2012 



 ii 

Abstract 

World music is an ambiguous term that defies singular definition, with focus generally placed 

on the ethnicity and geo-cultural origins of the musicians and the music, rather than the 

textural or mechanical constructs of the music itself. This thesis seeks to examine world 

music as a genre by investigating the key role of hybridity in the world music production 

process. It will examine available literature and discourses on world music to provide an 

overview of prevailing analytical perspectives on world music, much of which is concerned 

with specifically non-musical aspects of the genre and its musicians. The examination of 

world music construction presented in this thesis draws heavily from the theoretical 

perspective of cultural hybridity, particularly philosopher and social theorist Mikhail 

Bakhtin’s distinction between organic and intentional hybridity, with the aim of seeking an 

alternative mode of understanding for the genre. The ‘intentional hybrid’, although conceived 

within the scope of literary theory, offers new ways of understanding world music and can be 

applied to focus on the genre construction of world music, an area that to date has received 

little theoretical consideration.  The approach of the argument is formed through reviews of 

both academic literature and popular culture sources of world music, and four case studies of 

prominent world music products.  
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Introduction: The Discourse of World Music 

World music is a diverse globalized music genre made up of historical, cultural, social and 

political components in varying degrees.  Though extant interpretations of ‘what world music 

is’ are vast, many scholarly perspectives relate to the position of world music reception, rather 

than to the technical constructs of the music. To music audiences, world music could be 

summed up as the discovery of another people’s music/culture.  To the music industry, world 

music is a product mediated through popular culture for financial profit. An 

ethnomusicologist may examine world music as a modification to one local tradition or 

another; an extension or an aberration of culture. Performers of world music may express 

music from the position of bearing culture and consider their performance in the context of 

cultural traditions, or perhaps not. These varied perspectives contribute to the breadth of 

understanding and various roles of world music as a category of commercial music 

production. With regard to the understanding of world music as commercial production, 

prominent world music scholar Taylor (2004) provides a list of requirements, stating that 

world music should be:  

 

1. By people of color [sic] from European and American elsewheres 

2. Political in lyrics, employing musical signs and lyrics that signify anger, if the 

musician is from a known oppressed group 

3. Hybrid (that is, a music that does not sound traditional, but employs both traditional 

and western pop/rock sounds) and 

4. Urban1 

 

                                                

1  Taylor, Timothy: Bad Music (2004) pp. 83, 84 
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Despite this prescriptive description, world music nevertheless brings with it a perception of 

‘free agency’, where musicians can choose what to include and exclude as opposed to 

adhering to the music structures found in other genres, especially commercial pop music, 

where formulaic styling of the music drives the commercial success of the music.  Jason Lee 

Oakes (2004) describes pop music as being ‘situated as the flipside to rock and rap; used to 

describe music that is supposedly more concerned with craftsmanship (i.e., its status as a 

commodity) that with self-expression (i.e., its status as an artistic statement)’.2 In contrast to 

impressions of pop music, world music has the appearance of being flexible in both structure 

and approach, where a musician can freely adopt whichever musical elements they wish. Yet 

discourses of commercialisation, music adaptation and appropriation, industry power, and 

promotion of musical hierarchies, as well as overarching discussions of hegemony and 

resistance also accompany world music. 

 

Populist and academic discourses of world music tend to focus on world music as a mediated 

product, with less regard for the compositional processes underlying its creation.  This said, 

mass-communication, expressions of global media-culture, and accompanying music-culture 

discourses, tend to relegate world music productions to predefined categories such as folk 

music, ethnic music, international music, and traditional music. As Martin Stokes (2004) 

observes, despite the near quarter-century existence of world music as a discrete music genre, 

there are still strong divisions regarding how this genre is understood and defined.  Stokes 

observed ‘shifts in theoretical direction’3 in the major arguments formed by writers on music 

from the late 1980s through to 2004, but added that ‘The dynamics of discussion across rigid 

disciplinary and sub disciplinary boundaries are complex’.4  Through an explanation of 

                                                

2 Oakes, Jason Lee.  Bad Music: The Music We Love to Hate (2004) p.71 
3 Stokes, Martin.  Music and the Global Order (2004) p.48 
4 ibid 
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ethnomusicological and anthropological global processes, Stokes finds that ‘Finer-grained 

historical and ethnographic approaches to global music circulation, with reference to specific 

genres and sites of intercultural encounter, predominate’.5  In this study, Stokes locates world 

music perspectives, or in his words, ‘global music circulation’, as existing between a 

‘mediation of two positions’.6 The first of these is Erlmann’s vision of global music as a 

system of ‘production and consumption of difference’,7 a viewpoint drawn ‘partly on 

Jameson’s analysis of late capitalism’.8 This view is centralised in the ‘orderly production and 

consumption of difference’, and ‘postcolonial critique’, where a ‘colonial global imagination 

symbolically acknowledges the entangled cultural and historical destinies of the West and the 

rest’.9  Stokes finds that Erlmann identifies world music and world beat as being ‘understood 

in terms of the colonial contexts in which European, Black South African, and Black North 

American musics circulated and cross-fertilized’.10  

 

The other position identified by Stokes revolves around Slobin’s focussing on the organic 

hybridity underpinning much world music production. As described by Stokes, Slobin draws 

from Arjun Appadurai’s language of ‘scapes’11 to develop his own language of 

‘Intercultures’.12  It is in this language that Slobin negotiates global music meanings, and 

contrary to Erlmann, is ‘reluctant to see “system” at work at the current moment of 

globalization’.13 

 

                                                

5 Stokes, pp. 47, 48 
6 Stokes, p.50 
7 Stokes identifies Erlmanns’ view as drawing from Jameson’s (1991) analysis of late capitalism.  
8 Stokes, p.48 
9 Stokes, p.48, in Moore-Gilbert (1997) 
10 ibid 
11 See page 19 of this dissertation for a discussion of Arjun Appadurai’s language of ‘Scapes’ 
12 See page 23 of this dissertation for a theoretical account Mark Slobin’s “Interculture” and “Micromusics” 
13 Stokes, p.49 
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Stokes argues that although the identification of Erlmann’s and Slobin’s’ work as either a 

‘pessimistic Marxian critique’ or an ‘optimistic radical liberalism’ is ‘reductive’, much of 

what has been written on globalization from the perspective of ethnomusicology falls in the 

opposing ‘camps’ of Marxism and Liberalism.  He also identifies that our current 

understandings of music globalization are limitative, and ‘argues for an approach to musical 

globalization that contextualizes those genres, styles and practises that circulate across 

cultural borders in specific institutional sites and histories’.14   

 

Despite the depth of music globalization/world music discourse, inconsistencies do remain. 

The analytical framework that Taylor has provided, although an explanatory tool for world 

music identification, remains inconsistent in part.  Where Taylor’s rules and conventions of 

‘what world music is’15 are technically correct for some world music productions, these 

definitions exclude many types of music that are now accepted and received as world music. 

Additionally, these definitions tend to minimize the agency of individual performers, 

regardless of where they are from.  

 

In this thesis, I propose that a further pathway to understanding world music can be found by 

examining the structures of world music productions through the theoretical concept of 

hybridity, irrespective of the oppositional critiques articulated in extant literature. Building on 

this established discourse, this thesis investigates what a theoretical framework of intentional 

hybridity can add to the understanding of world music by applying this theoretical framework 

to four unequivocal examples of world music products. Hybridity is often discussed in the 

context of world music as a gestalt position, yet studies of world music rarely include any 

discussion of hybridity theory. My approach specifically draws from Bakhtin, considered 

                                                

14 ibid 
15 Taylor (1997) and full citation in introduction of this dissertation, p1. 
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through the lens of media studies scholar Marwan Kraidy’s ‘critical transculturalism’ - a 

theoretical framework Kraidy developed from concepts of hybridity in order to study cultural 

mixture. Kraidy’s theory can be applied practically to media and communication, and 

therefore is useful as a platform for exploring the workings of intentional hybridity in world 

music.  Kraidy describes Bakhtin’s ‘intentional hybrid’ theory as ‘first of all a conscious 

hybrid’,16 and views the difference between Bakhtin’s organic hybrid and intentional hybrid 

as a useful device to apply to culture.   

 

Like other scholars of hybridity,17 Kraidy is critical of the cultural or political agendas 

underpinning constructs of hybridity. He argues that ‘when hybridity is posited as a naturally 

occurring and globally desirable position in public discourse, it reproduces the prevailing 

global order’.18  He further supports this statement with a finding from one of his case studies 

from fieldwork in post-colonial Lebanon: ‘even the hybridity articulated by Maronite youth 

who themselves see it as an empowering identity can be perceived hegemonic by other 

Lebanese confessions’.19 

 

For Kraidy, ‘this brings us to the issues of violation and intention: whether hybridity is self-

asserted or ascribed will determine to a large degree its relation to agency’.20 Here, Kraidy 

describes ‘intentional hybridity’, the result of ‘artistic intention and stylistic interpretation’ 

and ‘organic hybridity’, as ‘unintentional, unconscious hybridization’,21 concluding that 

intentional hybridity represents ‘primarily a communicative phenomenon’.22  It is this aspect 

of Kraidy’s research that provides the theoretical underpinnings for the perspective pursued in 

                                                

16 Kraidy (2005). p.152 
17 Bhabha (1994), Taylor (1997) 
18 Kraidy, p.152 
19 ibid 
20 ibid 
21 Bakhtin, p.358 in Kraidy (2005) p.152 
22 Kraidy, p.152 



 6 

this thesis, as the idea of hybridity as an aspect of communication is easily transferred to a 

musical domain. Furthermore, Kraidy identifies ‘a process of othering’23 as a possible 

outcome of intentional hybridity, and believes that the ‘necessity of translation, of rendering 

meaning cross-culturally, raises the issue of who controls the means of translation’24. He sees 

the ‘means and ability to communicate’ as being the ‘important determinant of agency in 

intercultural relations that form the crucible of hybridity’.25  For precisely these reasons, the 

framework of intentional hybridity provides an appropriate position from which to examine 

the material structure of world music productions.   

 

Where most studies of world music are concerned with performer identities, and therefore 

inviting notions of Kraidy’s ‘othering’ and ‘means of translation’, the application of hybridity 

theory in this dissertation is primarily concerned with musical style and genre characteristics. 

Historically, world music has often been subject to genre classification by the perceived or 

projected ethnicity of a performer26 as opposed to the style or function of the music. Music, as 

identified by Stokes, is often used as a metaphor of global social and cultural processes.27 The 

globalization and dissemination of music is a powerful area of academic debate in 

ethnomusicology and popular music studies.28 This thesis provides a review of this literature, 

however, my analysis of world examples is concerned less with global cultural processes, and 

more with the internal processes of the music itself.  

 

                                                

23 Kraidy defines ‘othering’ as ‘where identities are projected by powerful social agents onto others who are less powerful’ (p152) 
24 Kraidy, p.152 
25 ibid 
26 Taylor, 1997 p. xix 
27 Stokes (2004) 
28 Blacking: 1981, Fiske: 1993, Frith: 1996, Taylor: 1997 
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Problems with Defining World Music 

World music is an ambivalent concept.  Within this concept, ideas of unity, spirituality, 

community and free-expression, or appropriation, cultural fetishism, consumerism and theft 

are adopted and discussed by both musicians and audience.  These understandings and 

perceptions of world music products and processes generally fall to either side of a ‘rampant 

culture industry or free-globalization’ disputation, and are discussed in this nature in both 

academic and populist discourse.  Within an axis of music as ‘a culture industry’ and music as 

‘free globalization’ exists a debate that strives to define a clear picture of the space that world 

music occupies in contemporary culture.  

 

Additionally, world music productions are sometimes simply defined by the participation of 

musicians with particular ethnicity, gender, age, and class. As Taylor identified: ‘Even if they 

make recognizably pop or rock musics, their music is labelled and marketed as “world music” 

if they aren’t North American or British’.29 Many current uses of the term ‘world music’ are 

limited to music developed through combinations of perceived gender, class, and ethnicity 

structures.  In some cases, world music performers have used ‘strategies of resistance’ such as 

‘strategic inauthenticity’ as means to ‘combat the infiltration of western ideas that they view 

as threatening to undermine their own culture and practices.30  Although the validity of these 

discussions as a framework for conceptualising world music performance and reception have 

not diminished, current manifestations of world music performance, popular 

conceptualisations of ‘what world music is’ and the industry specification of world music as a 

genre invite broader perspectives to the debate.   

 

                                                

29 Taylor (1997), p. xix 
30 Taylor, (1997) p. xx 
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Applying Intentional Hybridity to World Music: A Conceptual Framework 

The conceptual framework for this thesis draws on theories of cultural hybridity as a 

framework for discussing the sound characteristics and structures of selected examples of 

world music. While cognizant of the various and complex social and political forces 

surrounding and affecting world music, the key element of this conceptual framework is that 

it focuses on the contributions made by individual producers and musicians, rather than on the 

general reception of songs or albums as mass-mediated products. This argument necessarily 

emphasises the role of the individual in making choices about their compositions and 

performances, rather than simply being subject to market or music industry forces.  

 

This framework specifically examines certain compositional choices inherent in world music 

production, and pulls together musics that, according to current definitions, must otherwise be 

located as world music through Taylor’s conventions of world music definitions.31 The 

catalyst for this conceptual framework is (an English translation of) linguist Mikhail 

Bakhtin’s Speech Genres and Other Late Essays (1986), where, when discussing ‘situations’ 

of communication, he poignantly identifies that: 

 

We speak in diverse genres without suspecting that they exist.  When in the most free, 

the most unconstrained conversation, we cast our speech in definite generic forms, 

sometimes rigid and trite ones, sometimes more flexile, plastic, and creative ones 

(everyday communication also has creative genres at its disposal).  We are given these 

speech genres in almost the same way that we are given our native language, which 

we master fluently long before we begin to study grammar.  We know our native 

language – its lexical composition and grammatical structure – not from dictionaries 

                                                

31 Cited page 1 of this dissertation 
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and grammars but from concrete utterances that we hear and that we ourselves 

reproduce in live speech communication with people around us.32 

 

Bakhtin’s description of communication and language offers a perspective for discussing 

world music composition as an action of intentional hybridity. Bakhtin’s concept of the 

‘utterance’, which forms part of the smallest unit of speech - metalinguistics - and is a 

moment where one form of communication ends and another begins,33 is an important part of 

this, and is reflected in my conceptual framework, which proposes three ‘strands’ of 

understanding for intentional hybridity in music: conceptual, receptive and synchronal 

hybridity. These are explained further as follows:   

 

1. The Conceptual Hybrid: An act of musical hybridity defined by its standardized 

format, and its popularization through the use of music that is obtained from a geo-

cultural area outside of the predominant artist’s/producer’s own. Driven 

predominately by one singer/songwriter/performer, the music is an intentional hybrid 

from conception. 

2. The Receptive Hybrid: An act of musical hybridity in which the identification of the 

hybrid can be located at the moment of audience reception, and is a projection of 

Bakhtin’s ‘utterance’, whereby one ‘communicator’ ends and another begins.  Upon 

audience reception, the interpretation and use of this music ensures its placement as a 

hybrid form.   

3. The Synchronal Hybrid: An act of musical hybridity that occurs through 

contemporaneous music making (or ‘jamming’), and, due to technological advances, 

                                                

32Bakhtin, Holmquist, Emerson:  The dialogical imagination: Four essays by M.M. Bakhtin.  (1986), p.78 
33 Bakhtin’s concept of the ‘utterance’ and his theory of Organic and Intentional Hybridity are further discussed in page 73 of this 
dissertation 



 10 

is a current global phenomenon. Another arena in which a form of the synchronal 

hybrid is identifiable is in the production of large-scale performance bands (eg. Afro 

Celt Sound System) that are deliberate combinations of two or more diverse music 

types. 

 

This use of ‘strands’ to describe hybridity within a selection of case studies is not unique: 

Kraidy employed a similar strategy in his examinations of his case studies.34  Kraidy 

succinctly states that, ‘The challenge before us is therefore not to come up with an all-

purpose, final definition of hybridity, but to find a way to integrate different types of hybridity 

in a framework that makes the connections between these types both intelligible and 

useable’.35 

 

I will apply my conceptual framework to four case studies of world music recordings that 

have achieved some degree of international exposure, and which reflect four very different 

approaches to world music as an aesthetic domain. Three of the case studies are albums that 

have become symbolic World Music productions: Graceland (Paul Simon, 1986), Buena 

Vista Social Club (Ry Cooder, 1997) and Thiruvasagam (Ilayaraja, 2005), and the fourth is 

the song “Sweet Lullaby” from Deep Forest (Deep Forest, 1992), which has attained an 

extremely high level of exposure as a single track. 

 

These are just four of tens of dozens of examples that could be subject to similar analysis. 

Through my selection, I am not intending to position these particular albums as more 

important or relevant than any other (though both “Sweet Lullaby” and Graceland have 

attracted a great deal of scholarly and media attention). Rather, this selection is reflective of 

                                                

34 Kraidy’s articulation of hybridity is discussed in ‘Intentional and Organic Hybridity’, pp. 69-73 of this dissertation. 
35 Kraidy, 2005, preface vi 
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other matters, such as the age of the recording, the geo-cultural location with which each is 

associated, and the diversity of musical material that they represent. These particular 

recordings reflect diverse historical and geo-cultural locations, and aim to provide the thesis 

with a deliberately broad, eclectic range of case studies.  I propose that, if my conceptual 

framework of ‘intentional hybridity for world music’ is valid, it should be able to be applied 

to examples of any kind of world music, well known or not, and regardless of the place of 

composition or the specific music elements upon which each one draws.  

 

These four examples have been further organized into pairs, to determine shared 

characteristics within the recording process, for the purposes of analysis. The first pairing 

(Graceland, Buena Vista Social Club) involves recordings in which a celebrated U.S. popular 

music star has engaged with a particular community of musicians with the intention of 

releasing a recording. The second pairing involves examples that are more through-composed, 

either compiled electronically or comprehensively scored and notated before production. 

 

The first example, Paul Simon’s Graceland (1986) is arguably the prototype world music 

recording of the 1980s, and has been subject to extensive critical review. The production of 

the album created global controversy due to Simon’s activity in South Africa during a period 

of trade boycott against the Apartheid regime, yet paradoxically, these circumstances served 

to invigorate Graceland’s popularity. Several academic discourses arose in response to the 

album from a music-culture perspective,36 with much of this literature focussing on the 

political climate the album was manufactured under, and subsequent issues of cultural and 

musical appropriations and abuses of power that were illuminated through close inspection of 

the album’s compositional process. To date, an investigation of the musical composition of 

                                                

36 Meintjes, 1990; Taylor 1995,1997; Hamm 1989; Mills 1996 
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the album from a collaborative perspective is in absence. The Graceland case study contained 

in this thesis will effect an investigation of the musical processes within this album, under the 

consideration of the ample Graceland literature and reviews that have been compiled to date, 

and in particular, will view and discuss the creative process and outcome of this album. 

 

The second case study, Buena Vista Social Club, is a production that re-defined the place of 

Afro-Cuban music in the commercial music industry that problematized the differentiation of 

world music and popular music realms. A production that has been subject to surprisingly 

little scrutiny, Buena Vista Social Club became a phenomenon of world music through the 

pairing of traditional Cuban music with the mainstream production profile of US guitarist Ry 

Cooder. This was partially achieved through the release of an album, documentary, and 

English translations in the liner notes to the album, yet the appeal of Buena Vista Social Club 

was largely due to the unique process in which the music was created. The case study 

examines each song on the album and discusses some of the musical and cultural traditions 

that at times are veiled in the promotion of the album as a musical production of Havana, 

Cuba - a marketing strategy with which the album was successfully marketed. 

 

The third case study is the song “Sweet Lullaby” from Deep Forest’s Deep Forest 

compilation (1992). The music produced by Deep Forest, initially created through the 

combination of digital sampling and MIDI accompaniments, and later through collaborations 

developed with various musicians, established Deep Forest’s production of numerable studio 

albums and singles spanning over ten years.  Deep Forest recordings have been used in 

several aural and visual locations, including albums, singles, advertising campaigns, films, 

promotional footage and, more recently, as a musical accompaniment to a popular YouTube 

video channel.  
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Some characteristics of Deep Forest albums that have generated socio-cultural discussion are 

that of Deep Forest’s appropriation of African ethnographic recordings (and other 

ethnographic samplings) to areas removed from their local domain, such as Sony’s sale and 

distribution of Deep Forest compilations through American coffee-chain giant, Starbucks.  

The processes and consequences of de-contextualizing music samples, as has occurred in the 

making of the Deep Forest albums, has been widely acknowledged within music research.37  

In consideration of socio-cultural discussions, this case study identifies Deep Forest’s single 

“Sweet Lullaby” as a tool that conjunctionally produced world music, and mediated 

perceptions of global music-culture production.  In an examination of “Sweet Lullaby,” the 

vacillating nature of world music definitions is highlighted. To the music industry, Deep 

Forest has established their product as a popular music brand, one that can propel music from 

many different traditions into the popular music realm.  To their fans, Deep Forest, through a 

promoted ideology of global unity, can transport its audience to several global locations, 

simply through the act of listening.  Because of this, the French music duo Deep Forest 

became emblematic of world music in the 1990s, and they continue to represent world music 

today. 

 

The final case study, Thiruvasagam, is amalgamation of Indian and European classical music 

composed and orchestrated by popular South Indian composer Maestro Ilayaraja.  

Thiruvasagam, released in 2005, is the first known oratorio written in Tamil, with text 

comprised from a collection of sacred hymns on Lord Shiva, written by seventh century poet 

                                                

37 Of significance to this discussion is Steven Feld’s ‘A Sweet Lullaby for World Music’ (2000) and his more recent publication,  ‘Pygmy 
POP. A Genealogy of Schizophonic Mimesis’ (2006). 

 



 14 

Manickavasagar.  According to the Ilayaraja, the album was designed and developed to 

encourage the absorption of Manickavasagar’s teachings within a younger Tamil generation. 

At the same time, the composer Maestro Ilayaraja posts his thoughts through messages via his 

official fan-site, where he appeals to the ethos of the teachings of Manickavasagar to promote 

his album to his audiences.  The album is self-described as a ‘cross-over’, its drawing power 

coming from not only the multitude of musicians that feature on the album, but in the 

religious sub-contexts it references, including that of Father Jasper Raj, an Indian Catholic 

priest whose organization ‘Tamil Mayam’ financed the Thiruvasagam production.  

 

Scope and Limitations 

In this thesis, I argue that, by investigating the sound structures and genre characteristics of 

world music productions through the lens of intentional hybridity, it is possible to provide a 

broader context for understanding the place of world music in contemporary culture. The full 

extent of the complexities of world music composition and production addressed in extant 

literature are, however, beyond the scope of this thesis.  Neither does this thesis attempt to 

grapple with the myriad sub-genres and identity constructs embedded within this amorphous, 

globalized genre, which itself exists within frameworks of post-colonialism and political 

struggle. These issues have been addressed broadly in cultural studies literature,38 and have 

been examined from the perspectives of meanings in world music practice,39 though the only 

text to comprehensively examine them in terms of music is Tim Taylor’s seminal book 

Global Pop:  World Music, World Markets (1997). However, in the fifteen years that have 

passed since the production of Global Pop, world music has evolved remarkably, and the 

book cannot hope to explain all musics that fall within this wide and disparate genre. As 

                                                

38 Especially Hall, 1979, 1981,1991,1993,1996; Appadurai 1990, 1996 
39 Guilbault (1997) 
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Taylor stated at the time of writing ‘music and musicking are proliferating faster than we can 

conceptualise the processes of musical/cultural change, and so there is a good deal of slippage 

in current discussions about what to call this contemporary movement’.40  

 

Although the thesis contains an extensive account of literature and theory in the areas of 

world music and cultural studies, it is not intended as a critique of these scholarly areas. 

While the thesis presents an overview of these theories as they relate to music globalization, it 

does not provide a critical analysis of the work of these theorists; but utilizes selections of 

their works as an intended platform on which to base this thesis’ analytical model.   

An existing exploration and critique of world music scholarship by Martin Stokes (2004) 

provides an excellent framework for this. Rather, this thesis provides an account of current 

manifestations of world music theory and thought, to exemplify the unique position that 

world music currently occupies in contemporary culture.  

 

 

Chapter 1 of this thesis provides an overview of populist understandings pertaining to world 

music, drawing this overview from several varied and prominent contemporary forums for 

world music mediation, including websites, festivals, and populist texts, and looks at some of 

the marketing and corporate strategies involved in these communicative forums. Chapter 2 is 

a presentation of prominent contributors to the academic discourse of world music.  Between 

them, chapters 1 and 2 provide an account of world music’s place in contemporary culture, 

and illustrate the permeation of the term due to its widespread use. 

 

                                                

40 Taylor, p. 202 
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Chapter 3 provides an overview to the discourse of cultural hybridity, and looks at some 

common notions of hybridity that are present in popular culture. Following a review of 

prominent theorists in the field of cultural hybridity, this chapter focuses on Mikhail 

Bakhtin’s Organic and Intentional Hybrid (1981) and Marwan Kraidy’s Critical 

Transculturalism (2004), and articulates how these theories inform the conceptual framework 

employed in the case studies presented in the thesis. 

 

Chapters 4 and 5 present the case studies themselves, split into two groups.  Chapter 4 

presents key ‘albums’ of world music revolving around the participation of a key western 

performer/producer. In contrast, Chapter 5 presents individual world music compositions that 

have been deliberately through-composed. 
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Chapter 1: World Music in the Public Domain 

A complicating factor in the understanding of world music is that the genre’s meaning is 

mediated by a range of different cultural and social forces. In order to contextualise the case 

studies examined in this thesis, this chapter examines prominent examples of how the 

meaning of world music has been mediated in the public domain. Four aspects of mediation 

have been chosen for this examination: commercial record production, commercial synergy, 

world music festivals, and populist literature. The examples used in this discussion have been 

drawn from myriad options, and represent a sample, rather than a definitive survey, of the 

types of information that can be encountered in this domain. Collectively, they provide an 

overview of the scope of world music in contemporary culture. 

 

Commercial Record Production 

One of the earliest examples of commercial world music production is the label Real World 

Records, founded in 1989 by Peter Gabriel.  Their philosophy is to sign musicians ‘who share 

an empathy with music in general, rather than a shared cultural background’41 and to ‘provide 

talented artists from around the world with access to state-of-the-art recording facilities and 

audiences beyond their geographic region’.42  Though artists signed to Real World Records 

belong to various musical genres, the majority are categorized through regionalization.  For 

example, Charlie Musslewhite and the Holmes Brothers have descriptions promoting their 

music, with an artist profile giving history on their musical career(s), whilst other catalogued 

artists have descriptions promoting a ‘Real World Region’ listed beside their name:  Abdel 

Ali Slimani , Africa Farafina  - Africa; Black Rock - Europe and North America; and 

Drummers of Burundi - Real World Region  - Africa.  Because Real World identify some, but 

                                                

41 www.RealWorldmusic.com  
42 ibid 
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not all, music concerning geographical region, they are using a system of ethnic 

differentiation.  They state that ‘whilst there is a tendency for people to pull together this 

diverse range of releases under the banner “world music”, the reality of the Real World output 

extends beyond this categorization.’ Here, Real World seem to be implying that the term 

world music does not adequately describe their artist base. This is supported by another of 

their statements: ‘we find that great music is enjoyable to listen to irrespective of the 

nationality of artists creating it.’ However, in the next sentence they continue with: ‘ indeed, 

many of the most exciting sounds that you will discover on our label are the result of 

collaborations between musicians from many different countries’.43 Further to this, Real 

World provide an online, interactive ‘map’, in which a refined search for an artist can be 

generated by browsing through countries and continents.   

 

This raises the question of why some artists from within their catalogue are promoted through 

region. The answer lies in Real World’s promotion of their artists as diverse because of the 

region they come from, and not because of the shared diversity of music they have made, 

harking back to the initial marketing category that was constructed for the ‘world music’ 

genre.  As Taylor reiterated in discussing ‘Global Pop’, ‘world music was initially set up as a 

distinctly marginal category reserved for these racialized and/or geographic Others’.44  

Though attempts have been made to clarify what world music means, Real World Records’ 

musical/cultural regionalization, or ‘Othering’, to categorize music has enabled world music 

genre classification through artist ethnicity, as opposed to the music or performance an artist 

creates. 

 

                                                

43 ibid 
44 Taylor (2004), p.85 
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Of the several world music record labels that now dominate the genre, one of the most 

prominent is Putumayo World Music, a corporate organization that creates world music 

compilations and who have a worldwide catalogue of over 100 releases.45  Putumayo World 

Music grew out of Dan Storper’s Putumayo Clothing Company, a New York store that sold 

Latin American crafts and clothing, and was established in 1975. During 1993, Storper and 

his friend Michael Kraus founded their recording label, which grew to encompass a website 

offering an online shop with artist profiles, a radio show, a children’s store, and the marketing 

of international festivals and musical and cultural events.   

 

The Putumayo World Music mission statement is: ‘Putumayo World Music was established 

in 1993 to introduce people to the music of the world’s cultures’.46  The site also presents 

historical information regarding the founder of the label, continuing with: ‘In the past fifteen 

years, Putumayo World Music has become known primarily for its upbeat and melodic 

compilations of great international music characterized by the company’s motto  ‘guaranteed 

to make you feel good!’.47 This statement calls on audience pathos that ‘world culture’ and 

‘international music’ has emotionally uplifting benefits, with these methods of persuasion 

tending to repackage world music as a complement to consumer lifestyle as opposed to a form 

of music.  

 

 Putumayo World Music affirms one of their goals as ‘to connect the traditional to the 

contemporary’, and consider their label a  ‘rarity in today’s artist-based music industry’.48 Yet 

their radio playlist on Putumayo World Music Hour features artists such as Bob Marley, Sting 

and Santana, and documents interviews with Joan Osborne, Bonnie Rait and Jackson 

                                                

45 http://www.putumayo.com 
46 ibid 
47  http://www.putumayo.com/en/about_us.php 
48 ibid 
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Brown,49all of whom are musicians renowned for achieving celebrity through the ‘artist-based 

industry’ route.   

 

Due to their ‘unique brand identity’, which according to Putumayo is achieved through a 

combination of ‘appealing music and visuals with creative retail marketing’,50 they have 

achieved a consistent increase in revenue, their Vice President of International Sales and 

Marketing stating that: ‘year after year we have exhibited an increase of at least 20% in sales 

worldwide’.51  Part of their marketing includes the promotion of Putumayo World Music to 

wholesalers, and public access to Putumayo World Music licensing.     

 

The Putumayo World Music label retains the master and publishing synchronization rights to 

many of the songs on their artist catalogue, providing artists on their label with an avenue to 

reach the commercial industry. They also provide products wholesale to retailers with 60-day 

no-risk trial. They market this wholesaling in stating:  

 

Putumayo collections are guaranteed to make you and your customer feel good while 

helping to create a great environment for retail shopping. Our philosophy: if the music 

is upbeat, the customer will be happier, linger in the store longer and buy more. 

Additionally, stores earn extra income when customers purchase CDs.52 

 

The label’s website directs the reader to ‘non-traditional retailers around the world’53 

alongside record stores, as a locale to purchase Putumayo albums.  Considering their brand a 

‘pioneer and leader in developing the non-traditional market’, Putumayo’s target demographic 

                                                

49 www.putumayo.com/en/radio.php 
50 ibid 
51 http://www.therecordmag.com/niv2007/putumayo.html  
52 http://www.putumayo.com/en/retail_specialty.php?submenu=S1 
53 http://www.putumayo.com/en/faq.php?#6 
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is what they determine ‘Cultural Creatives’ - ‘a sociological and lifestyle term for 50 million 

North Americans and millions more around the world with an interest in culture, travel and 

the arts.’  With over 3000 outlets worldwide, the company networks sales of clothing, coffee, 

book and gift retailers, all of which play and sell the Putumayo albums. Supplemental to this 

Putumayo provide online sales for the purchase of ‘world music’ albums. The albums 

available  include: Asia: From the traditional to the contemporary, an album stating a 

collection that ‘highlights the sounds of these ancient lands’; Groove: Cutting edge sounds 

from around the world; Lounge:  Chill-out music with a laid-back flavor and Middle East a 

collection marketed as highlighting ‘the gems to be found in one of the most musically fertile 

regions of the world’.54 Additionally, Putumayo sell children’s music through their 

‘Putumayo Kids’ label, aimed at parents and teachers.  Some titles include Hawaiian 

Playground; African Dreamland; Celtic Dreamland and Picnic Playground. The mission 

statement for Putumayo Kids is ‘to introduce children to other cultures through music from 

around the world’. 

 

Also listed on the Putumayo website are at least thirty-nine charities and not-for-profit 

foundations that the company associates itself with by apportioning a percentage of certain 

record sales to the foundations.  The Putumayo company apportions funds to ‘regions where 

from the music originates’.55  

 

Putumayo World Music offers to sell a ‘global responsibility’ to their consumers, made 

evident through their marketing of charities and specific causes on their website and on radio.  

However, the Putumayo trade of global responsibility as commodity does not necessarily 

unite the musicians they employ with the sundry charities and causes the company promotes. 
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Even so, the production and distribution of Putumayo releases are driven by the ‘feel good’ 

factor that sells their product; a Putumayo customer, empirically, can purchase a belief, 

impression, or feeling of social responsibility. The website even pledges this assurance 

through a money back guarantee: ‘Putumayo’s products are protected by our Feel Good 

Guarantee. If you are unhappy with any purchase of a Putumayo CD, you may return it to 

Putumayo for a full refund’.56  

 

This message is further emphasized throughout their site, communicated through the 

repetitive statement of ‘music to make you feel good’, extensive lists of charities and causes 

that Putumayo supports, and through marketing of world music for children.  Offering 

children’s educational toys for purchase to raise ‘awareness’ is but one example of this. In a 

review of a Putumayo World Music release, Acoustic Arabia, Culture and Theatre editor Jon 

Sobel writes: ‘It’s somewhat fashionable to disparage the term “world music” as an emblem 

of homogenization, and there is no shortage of bland, toothless music out there from many 

lands. Putumayo, however, is excellent at compiling songs that are representative, musically 

interesting, and pleasing to the Western ear. This disc is no exception’.57  

 

The ‘representation’ mentioned in this review is formed from the construction of Putumayo 

albums which are determined by the company’s employees, and are representative of their 

specific musical tastes. After deciding on a theme, and seeking music that they determine to 

fit the chosen theme, the ‘world music’ is packaged, released and distributed globally. The 

process encompasses music research by Putumayo’s resident ethnomusicologist, after which 

co-founder Dan Storper decides on the ‘semi-final’ inclusions. The final selection of music to 

be included in the compilation is made communally by the Putumayo World Music staff.  

                                                

56 ibid 
57 http://blogcritics.org/archives/2008/08/19/113502.php 
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Putumayo World Music is highly influential to a mass culture formation of world music 

meaning. Due to its mass marketing through ulterior modes of music distribution - including 

sales through gift shops, clothing, coffee and other retail outlets - Putumayo World Music has 

contributed to the music industry’s representation of world music terminology. 

 

Commercial Synergy 

Co-owned by coffee company Starbucks, World music label Hear Music was originally a 

music store/catalogue company in Massachusetts, U.S.A. that was purchased by Starbucks in 

1999.  In 2007, Hear Music became a joint venture between Concord Music Group and 

Starbucks.  The Concord Music Group website describes the label as developing ‘emerging 

artists with inspired vision and extraordinary talent and also serves as a home for established 

artists with timeless resonance. Hear Music advocates creative control for artists and 

encourages musicians to stretch and take risks, which the new label believes will result in 

compelling music choices for consumers’.58  The Hear Music website describes the label as: 

‘Dedicated to helping people discover great music.  We handpick the music you hear in 

Starbucks coffeehouses and create unique compilations and new recordings you can’t find 

anywhere else’.59  In 2006, the Starbucks stores integrated a digital download outlet to some 

of their stores, meaning customers could either purchase a physical CD, or digitally purchase 

music60. In August 2010, Starbucks CEO Howard Schultz announced his plan to launch ‘The 

Starbucks Digital Network’, a partnership with American Internet corporation, Yahoo! that 

will ‘offer an innovative customer experience’ giving customer access to a ‘one-of-a-kind 
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destination’.61  The proposed network will provide six online channels, in which Starbucks 

customers can access content under the umbrellas of ‘News’, ‘Entertainment’, ‘Wellness’, 

‘Business and Careers’, ‘My Neighborhood’ and ‘Starbucks’.  The content providers are 

iTunes, The New York Times, Patch, USA Today, The Wall Street Journal, Yahoo! and 

Zagat. 

 

In the ten or so years that Starbucks has developed Hear Music, the aggressive marketing and 

distribution of recordings from traditional retail outlets to public spaces has given Hear Music 

commercial success, including eight Grammy awards62 for artists on the label.    

Anahid Kassabian has studied the act of listening to both Putumayo Recordings and Hear 

Music recordings in her 2004 article, ‘Would You Like Some World Music with your Latte?  

Starbucks, Putumayo, and Distributed Tourism’.  She uses the term ‘entanglement’ to 

describe the act of ‘inattentive listening’ to world music, as happens in the Starbucks coffee 

stores, and suggests that listening in a ‘bi-location’ is an act of ‘distributed tourism’. During 

her examination, he queries how we should ‘understand the fact that stores choose what we 

now call ‘world music’ for their CDs?’63 

 

In the case of Hear Music, the association of a regionalized music being distributed with 

coffee beans from the same geographic area is a marketing strategy that sells their products 

whilst contributing to what Kassabian describes as ‘distributed tourism’. Starbucks/Hear 

Music also extensively advertise their support for ‘fair trade’ coffee beans, a marketing 

approach that appeals to the global customer ethos that they promote throughout their stores.   

Not all Starbucks/Hear music distribution draws from ‘world music’ sources; in 2007, the 
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company released works by Paul McCartney and Joni Mitchell.  But as Kassabian points out, 

the Starbucks CDs that focus on world music are ‘based on musical practices in countries 

associated with coffee, such as Brazil and Cuba’.64  

 

An example of this is Starbucks’ 2006 compilation Café Cubana:  A Flavorful Blend of Latin 

Sounds that features tracks from musicians featured on Buena Vista Social Club, the Gipsy 

Kings, and Cuban pianist (and member of Buena Vista Social Club) Ruben Gonzalez.  

Alongside the purchase of a Starbucks ‘Latin Sounds’ album, a customer can purchase a 

House Blend by Starbucks Coffee, a product that is a ‘wonderful, straightforward blend of 

Latin American coffees. The bright flavor is tempered with a round smoothness and ends with 

a clean finish’.65   

 

Neither the album notes nor the coffee promotion provide information on Cuban social, 

musical or culture expression.  But the combination of marketing Latin American coffee 

beans with Cuban music create what Kassabian terms a ‘lifestyle-oriented marketing strategy’ 

that is ‘based on the insertion of world music sounds into the contemporary gift and coffee 

shop retail landscape’.66 

 

Considering that the Starbucks/Hear Music selections are based the perceived flexibility of 

the music genre to fit the marketing of their coffee beans, or that the artists on their ‘world 

music’ compilations are selected due to the geographic location their music is identified with,  

Starbucks/Hear Music form misrepresentations that are absorbed by the  public on ‘what 

world music is’, as a musician featuring on a Starbucks/ Hear Music (or Putumayo World 
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Music) album must adhere to the particular ‘themes’ that the company has chosen to market, 

in order to receive a contract, and their album’s subsequent exposure.  Therefore, ‘world 

music' that is promoted through ‘distributed tourism’ can be a false representation of an artist 

or a group’s repertoire, and indicate the conformity of musical/cultural identity to a corporate 

power.  In this way, Starbucks/Hear Music over and under-represents certain regional musics, 

and this compounds misunderstandings within populist world music terminology. 

 

World Music Festivals 

World Music Festivals offer further perspectives on perceived meanings of world music. 

Here, world music audiences gather to listen to artists, bringing with them issues of meaning, 

belonging and cultural identity. An intensification of connections to ‘Other’ cultural and 

social identities is implied at festivals through the exoticization that is marketed through 

music, dance and performance.  This is then reinforced by the sale of ‘cultural goods’ and 

‘cultural foods’. Of significance to festivals is the connection between music and place, which 

sets up auditory and sensory associations that are particularized to festival music. In Sara 

Cohen’s field study titled ‘Music and the Sensuous Production of Place’ (1998) she asserts 

expressions of music and place through ‘everyday social relations and interactions’, and 

discusses the ways in which ‘place could be said to be socially, culturally and materially 

“produced” through music practice’.67  

 

Philip Bohlman68 views the World Music Festival (2001) in Chicago as transforming the 

entire city into a stage for world music. He describes how ‘the metropolis becomes a 

metaphor for the world, mapping its music and music cultures so that anyone and everyone 
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can participate in the encounter69, and adds that,  ‘were one so inclined, it would be easy 

enough to dismiss the ‘World Music Festival 2001 as no more than entertainment and 

tourism’.70 This statement refers to the positive financial returns that a festival such as this 

brings to the city.  Conditions such as these are consistent with many world music festivals, as 

an event such as this could not continue to run without profit. Of the world music festivals 

that recur periodically throughout the world, arguably one of the more predominant of these is 

the festival organized by the WOMAD foundation.  

 

In the case of WOMAD, Taranaki, New Zealand (2008), available alongside over 300 

performers is a ‘Global Village’.  This is made up of more than 80 stalls trading a vast range 

of international food, beverages, arts and crafts. Global Village is presented as ‘your chance 

to shop around the world’. Global Village offers ‘food and shopping’, ‘Kidzone – a family-

friendly, relaxed vibe that is unique to WOMAD in Taranaki,’71 and is promoted by the 

statement: ‘Activities for lively young minds ages 5 to 12, all held within the wondrous 

surrounds of Brooklands Zoo’.72  

 

WOMAD also provides workshops, a place where the WOMAD audience can interact with 

many of the WOMAD performers, and within these workshops, the audience is invited to 

discover themselves and ‘explore your vocal range’; ‘dance to a different beat’; ‘be creative 

through visual art’ or ‘meet and be inspired by an artist’. Arguably, performers at WOMAD 

are seen as engaging at ‘ground-level’, as opposed to having ‘rock star’ status, suggesting the 

ideal of audience and artist meeting at one (imagined) level.   
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Between 2007-2008, WOMAD Festivals were held in New Zealand, Australia, the United 

Kingdom and Spain.  The Spain WOMAD event was free to the public, paid for by 

commercial sponsorship and the local government.  They also provided a WOMAD summer 

school, offering workshops and master classes with performing artists’.73  The design of each 

WOMAD festival is similar, with the main differences being the marketing of the landmarks 

and culture particular to the geographical area in which the festival is located. Fundamental to 

WOMAD festivals is audience participation. This is successfully achieved through marketing 

the event as a cultural adventure, a place to learn about ‘Others’, where anybody is welcomed. 

However, like world music record labels Putumayo and Starbucks/Hear Music, the world 

music meanings that are represented are multifaceted, and interpretations of these meanings 

are further determined by belief and judgments formed by those in attendance at these 

festivals, where an audience is exposed to what Philip Bohlman terms a ‘stage for World 

Music’.74 Bohlman identifies multifaceted meanings in misinterpretations presented during 

the Chicago festival, where he points out that anyone ‘wishing to attack world music as 

homogenized global pop, cultural imperialism made sonorous, would find convenient 

targets’.75 This is a surface judgment, however. When inspected further, Bohlman points to 

the city’s response to the range of local factors already present, such as the ‘densest 

neighborhood cartography’,76 which is provided by blues musicians.  He explains that its 

density is due to the map of the festival drawing attention to what is ‘known throughout the 

world as  ‘Chicago blues’ or  ‘urban blues’.  The reasoning behind this argument is similarly 

applicable to the WOMAD Festivals.  Each WOMAD festival during the period of 2007-2008 

was promoted by its regional attractions; the publicizing of tourist attractions followed by 
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WOMAD’s systematic approach to marketing through the design or formula of cultural foods, 

Kidzone and workshops.   

 

John Hutnyk critiques festivals and world music in his publication, ‘Adorno at WOMAD:  

South Asian crossovers and the limits of hybridity-talk’ (1998), and argues that ‘World Music 

has come to be considered by the music industry – its commercial production and 

promotional arms – as a potentially profitable, and so exciting, expansive and popular way 

forward in contemporary music’.77  He approaches this argument through a discussion of the 

WOMAD audience, and the difficulty in assessing who the audience represents, stating that 

beyond the generalities of middle-class and Western music genres ‘there is no obvious 

disproportionate cultural or racial audience mix vis-à-vis proportional representation in, for 

example, the U.K.’78   

 

Hutnyk considers the music identified within the world music genre, discussing the 

commercial selections made for WOMAD by the Real World record company as ‘essential 

exoticas’.79 It is here that he explores and identifies disparities in musical choice, identifying 

‘differing demarcations of the authentic’, and states that ‘WOMAD seems to maintain a form 

of nationalist cultural essentialism that music remain blind to the inconsistencies of its own 

designations’.80 Drawing from Adorno, he believes discussions of world music ‘can be 

recast’,81 and chooses to define the political contexts and cultural politics of WOMAD as a 

‘global music celebration’.82  Articulating WOMAD as an interesting site ‘for the playing out 
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of capitalist cultural production at both ideological and economical registers’,83 he argues the 

‘commercialisation of music and the evacuation of politics at such events’ corresponds with 

an ‘aversion to the technological (or a pastoralising of it) and an absolutist and authentic 

singularism’, and to Hutnyk, this requires further examination.84 

  

Another prominent World Music festival is WOMEX (World Music Expo): an international 

trade fair provided by the music industry for the music industry.  WOMEX occurs annually in 

Europe, and aims to ‘develop partnerships with (world) music media, networks, trade fairs 

and festivals’.85  Marketing themselves as ‘the world’s biggest professional music conference, 

trade fair and showcase for world, roots, folk, ethnic, traditional, alternative world, local and 

diaspora music’,86 WOMEX employ people from all over the world, employees which are 

empowered to define and give direction to the term ‘world music’. WOMEX is advertised as 

‘the world music expo’,87 with participants including music industry labels, producers, and 

publishers alongside media and festival organizers. WOMEX administer a book conference 

for authors, performances by WOMEX artists, a World Music Film Market, a WOMEX T.V 

Studio, web casting, and the presentation of music awards, including ‘Top Label’ and the 

‘WOMEX’ awards. WOMEX also runs conference sessions, showcases and documentaries, 

has a media centre and radio station, and has been described as a ‘promotional center for 

world music’.88  Displayed on the WOMEX website is a quote from the UNESCO Global 

Alliance for Cultural Diversity: 
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This international fair brings together professionals from the worlds of folk, roots, 

ethnic and traditional music and also includes concerts, conferences and documentary 

films. It contributes to networking as an effective means of promoting music and 

culture of all kinds across frontiers.89 

 

This quote suggests that the drive of WOMEX (and WOMAD for that matter) is to expand 

the world music community, yet this is limited by the ideological constructs WOMEX places 

itself under.  Because world music is identified through concepts of authenticity and 

difference90 by the industry (Taylor, 1997), here again world music as a term and concept is 

limited through its very identification. Recently, WOMEX have extended their trade fair to 

include an online network of people who can buy a ‘virtualWOMEX’ profile, meaning that 

anyone can upload their company profile and publish artists online under the WOMEX 

association.  The commanding occupancy of WOMEX in the shaping of world music 

terminology is apparent under consideration of WOMEX as a means of the ‘industry 

educating the industry’. 

 

Populist Literature 

The information about world music that is easiest to access is that which appears in general 

reference books on the topic.  There have been a number of books in this vein over the last 

fifteen or so years, the most prominent of which include the Rough Guide to World Music
91 

and publications such as World Music, The Basics,92 and Global Minstrels: Voices of World 

Music.93  
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One of the most accessible public domain sources of information about world music is the 

Rough Guide series, with Volume 1 first published in 1994 by Rough Guides Ltd, followed 

by the 2000 publication of Volume 2, edited by filmmaker, author and editor Simon 

Broughton.  The book is co-edited by author of travel and reference books Mark Ellingham 

and freelance author Richard Trillo.  World Music: The Rough Guide, (1994), refers to the 

music included in the book as ‘sounds that, in large part, are unfamiliar’.94  The editors advise 

that ‘We have put together The Rough Guide to World Music to spread the word and to fill in 

some of often hard-to-find background’.95  Although this statement is made, the book only 

briefly discusses the concept of world music, and like similar world music reference books, 

asks the question, ‘do we know what the World Music tag means?’96  This is answered 

through a discussion on the difficulty of defining world music, and concludes with the 

statement (that the book is) ‘A 700 page book on just about every strand of global popular 

music’.97 

 

Following this are thirteen chapters of selected musics, information on music sources, and the 

cultural interchange of music influence throughout history.  These chapters are followed by a 

discography, in which the ‘best’ and ‘most accessible recorded music’ are presented.  The 

music is selected by the editors for the discography ‘either because it’s wonderful or 

representative or both’,98 a statement suggesting that the music/performance that is included 

in this book for discussion is mostly researched and sourced according to the editors’ and 

contributors’ aesthetic preferences. 
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Another source of world music information in the public domain is that of World Music, The 

Basics (Richard Nidel, 2005), a book which offers ‘a brief introduction to popular music 

styles found around the world’, and, like The Rough Guide to World Music,  ‘features both 

background information on the cultural and musical history of each area, along with succinct 

reviews of key recordings’.99  Self-described as ‘A complete introduction to world music 

styles’ and ‘[including] a complete list of key recordings, videos, websites and books’,100 

Nidel organises lists of recordings and media sources according to select continents, countries 

and regions, which are respectively organised in alphabetical order.  The introduction to the 

book asks, ‘What is world music?’ and offers a one-page section on this subject.  Primarily 

discussing what ‘is not world music’, for Nidel, it is ‘widely agreed in the world music press 

and among the international entities selling music that rock & roll, R & B, soul, jazz, 

Broadway, classical, heavy metal, new age, fusion, country, alternative rock, blues, disco, hip 

hop (with some exclusions), techno, karaoke, trip hop, and pure pop are not World Music’.101  

This said, Nidel answers the question of identifying world music with the statement ‘ideally, 

all music is world music and, admittedly, there is no way to comprehensively define or even 

agree on the parameters of the term’.102   

 

Although Nidel acknowledges that the list of recordings in his book ‘is by no means 

comprehensive or complete’, the direction for the reader is to ‘compact discs we know are 

representative, significant and, in our humble opinion, the artist’s best’.  Though the book is 

self-positioned between an ‘ethnomusicological treatise’ and a ‘popular survey’,103 the 

acknowledgements made to music that is ‘representative and significant’ arguably suggests 

the book is a product of journalistic opinion.  
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Another author to consider the space between populist and academic discourse is Elijah Wald, 

who wrote Global Minstrels: Voices of World Music (2007).  The book offers ‘A survey of 

the world music scene104’, which is documented through a variety of artists the author 

interviewed during his employment as world music critic for the Boston Globe.  Wald’s 

survey includes both well-known and little-known artists, as he explains: ‘when less-known 

artists were more articulate than their more successful peers, I included them in the hope that 

their stories would be illuminating or entertaining even though readers were unfamiliar with 

their music’.105  Wald positions his musical interests by stating, ‘as a general thing the fusion 

projects leave me cold.  I am interested in music from the world, and in genuine, well-

developed attempts at cultural interchange – but not in the fact that somebody has added a 

couple of exotic instruments to an otherwise standard jazz, folk, rock or classical album’.106  

This statement could be interpreted using an Adornian popular culture critique of ‘high art / 

low art’, but is more a reflection of the author’s background.   

 

Although Wald’s writing history is associated predominately with the construction of music 

articles and books intended for populist use, his statement clearly demonstrates an attempt to 

distinguish between purist (traditional) and contemporary (global pop) forms of world music, 

a theoretical area and problematic division that is generally omitted in populist music 

literature.  Interestingly, this statement is followed in the next chapter by a survey of world 

music, beginning with Paul Simon’s Graceland as ‘the beginning of the world music 

boom’,107 an album that evolved through Simon’s adaptation and fusion of African and 

American popular music.  Here, Wald acknowledges ‘good’ world music fusion, as opposed 
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to his previous statement of world music fusion that ‘leaves him cold’.  Describing musical 

collaborations prior to Graceland as ‘earlier experiments in international music fusions’,108 

Wald defines world music as ‘a large-scale version of what on the American scene is called 

roots music, those styles that are clearly rooted in a particular place or culture rather than 

being an indistinguishable part of an ever more homogenized global pop scene’.109  The book 

continues with an exploration of what he determines as being international music, and is 

completed with recommended listening by the author. 

 

Peter Spencer’s World Beat (1992) is an earlier example with a similar approach to Wald, 

with a short introduction to ‘what world music is’, and reviews of musicians from a variety of 

regions.  Spencer’s definition of world music is: ‘world music is both entertaining and 

different.  It takes the listener to a place where the world’s various cultures meet happily and 

in the spirit of festival.  It is a force for understanding and goodwill in an increasingly dark 

world’.110 

 

Although this description of world music seems archaic, if not patronizing, it is the same 

premise on which several marketing campaigns were based in the 1990s.111  The perception of 

world music as an activity of ‘festival music’ that promotes ‘happily meeting cultures’ has 

infiltrated mass culture, with festivals such as WOMAD and GLOBALfest112 supporting this 

idea. Spencer further contributes to the obscurification of world music as a term or category 

by defining world music as ‘entertaining and different,’ and ‘a force for understanding and 
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goodwill’.113  This writing offers little to illuminate the term, and like the authors previously 

discussed in this chapter, Spencer relies on his extensive background of populist and media 

text authorship to organise his writing on world music. 

 

The characteristics of such populist writing leave the reader with an ambiguous sense of ‘what 

world music is’, and little to define what it is not.  However, this style of writing is 

symptomatic of the popular culture industry, and echoes in part the analyses that German 

sociologists Theodor Adorno and Max Horkheimer co-performed initially in 1947, and which 

they revisited in 1967.  Here, they considered the ‘artists active in the culture industry and 

those who control it’, and noted that the culture industry ‘exists in the “service” of third 

persons, maintaining its affinity to the declining circulation process of capital, to the 

commerce from which it came into being’.114  In the subdivision of survey texts selected for 

this dissertation, it appears customary for writers with rock journalism (and similar populist 

writing such as travel writing) backgrounds to study world music from an ‘audience’ 

perspective, and even more notably, from a participatory perspective, as most of these authors 

have also had careers that involved working as travelling musicians. 

 

Conclusion 

This chapter has examined a broad range understandings of world music from varied public 

domain sources.  The purpose of this review is to highlight, through a publication summary, 

the transitions of meanings that occur within global music research.  Broughton’s Rough 

Guide series gathers global music productions, and without discussing in depth what 

determines a product as being ‘world music’, seeks to provide a musical map to reference 
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many sources of music from differing geo-cultural locations in accordance with the 

author’s/editor’s preferences.  In a similar vein, Nidel’s World Music, The Basics provides a 

layout of global music.  Additionally, Nidel determines which musics can be excluded from 

the world music genre, yet concurrently asserts that ‘all music is world music’.  Like Nidel, 

Elijah Wald has provided a book that occupies a space between both populist and academic 

literature.  In Global Minstrels: Voices of World Music, Wald seeks to distinguish traditional 

music from global pop, providing a survey of musical productions to determine this.  

However, the method he utilizes in album/artist selection is based on interviews with the 

musicians featured in his book.  Whilst the previous two books discussed relied on 

author/editor musical-cultural preferences, Wald’s selections were chosen due to what he 

described as the ‘articulation’ of the musician being interviewed.  For Wald, the story that a 

musician told was of more importance than whether their music had featured in the popular 

charts.  Peter Spencer’s World Beat is another example of a text that performs reviews of 

artists and music from different geo-cultural regions, and like the previous authors, Spencer 

provides a basic definition of what he believes world music is, and has compiled the music 

featured in his book through his background in popular writing.   

 

The integration of current world music perceptions, collated through record labels, festivals, 

radio, internet and literature sources, reveal that world music perception is subject to the 

forum from where it is being presented, thus it is an ever-changing phenomenon.  The term 

‘world music’ lacks definition, but more than that, it lacks a foundation to structure a 

definition from.
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The examples provided in this chapter identify that whilst world music scholarship has 

developed rapidly over the last two decades, world music is ever-changing, thus world music 

scholarship is an ever-developing area of study.  Likewise, the domain of popular culture 

continues to inhabit ever-increasing forms of world music, and currently includes world 

music festivals, world music labels and websites, and multifarious world music productions in 

both aural and visual forms.  Based on our current understandings, world music perceptions 

can only diversify as more and more expressions of world music become created and 

absorbed within popular culture.   

The following chapter will examine world music perspectives formed through key academic 

discourses, firstly through a theoretical framework reviewing world music through a mass 

culture perspective, and following this, by discussing key literature texts for world music.  

The aim of this investigation, alongside chapter 1, is to establish an integration of current 

understandings of world music, in order to define a clear space for the concept of intentional 

hybridity to function as a tool to assist in the analysis of world music. 
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Chapter 2: Concepts of World Music in Academic Discourse 

Discussions of world music in academic literature are predominately argued from two main 

perspectives: that which views world music in a circulation of global flow, synonymous with 

the development of mass culture; and that which is a commodification of a constructed 

product within a transnational capital world.  Yet of these approaches deal neither with the 

mechanics or compositional characteristics of world music.   

This chapter presents an overview of the key literature sources for world music as a domain of 

intellectual enquiry, and reveals a clear space for the engagement of intentional hybridity as a 

tool for examining and analysing the world music genre.  Following a discussion of key 

theoretical perspectives that relate to transitions of world music meanings in mass culture, the 

enquiry will consider the presence of world music within specific world music academic 

discourses. 

 As revealed in Chapter 1, world music in the public domain is well and truly embedded as an 

element of popular culture. Similarly, in academic literature, the basic understanding of world 

music is predicated on the notion that it is a ‘product’ within the ‘mass culture’ discourse 

within popular music studies. I have come across no studies that seek to position world music 

outside of mass culture, and indeed, the very definition for the genre provided by Taylor 

assumes a commercial orientation to all music produced within this genre.  

This chapter begins with a discussion of mass culture before applying this to world music, 

and then provides a review of academic literature pertaining to world music. This review 

reveals two main approaches to world music in academic discourse: either an approach that 

does not theorize world music as a concept, but defines it through its very existence; or that 

which positions the topic within theoretical frameworks and uses theory to deal with the space 

that world music occupies in contemporary culture. It finishes with a more detailed study of 
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selected works that have risen to prominence in the discourse of world music from the mid-

1990s onwards.  

 

Mass Culture and Globalization 

The theory of ‘mass culture’ has produced extensive debates from researchers in the 

humanities and social sciences. Neo-Marxist theories, proliferated by associates of the 

Frankfurt School such as Theodor Adorno and Max Horkheimer, are early examples of mass 

culture research. The progress of the Frankfurt School and its associative theories – which 

extended on classical Marxist theories - developed alongside the rapid social changes of the 

1940s, with scholars such as Adorno defining capitalism theories and co-developing key 

concepts such as the ‘culture industry’.  In ‘Culture Industry Reconsidered’,115 a re-

examination of a previously co-written work, ‘Dialectic of Enlightenment’ (Adorno and 

Horkheimer: 1947), Adorno discusses the term ‘culture industry’ as a replacement for ‘mass 

culture’. He uses the former expression to ‘exclude from the outset the interpretation 

agreeable to its advocates’.116 For Adorno, culture is a spontaneous expression, arising from 

the masses, and he views this as a form of contemporary popular art.    

In a greater discussion that sees Adorno deconstructing ideologies of the ‘culture industry’ in 

regard to the 20th century, he views the industry as manufacturing products that have 

‘regressive’ effects, and denotes that the power of the culture industry’s ideology is such that 

conformity has replaced consciousness.117 Adorno constructs the ‘culture industry’ as a fusion 

of ‘the old and familiar into a new quality’. He states that ‘in all its branches, products which 

are tailored for consumption by masses, and which to a great extent determine the nature of 
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that consumption, are manufactured more or less according to plan.’ 118  The expression 

‘industry’, Adorno points out, ‘ is not to be taken literally’, but rather, it ‘refers to the 

standardization of the thing itself’.   This he determines as familiar to every ‘movie goer’ - 

and to the rationalization of distribution techniques, but not strictly to the production 

process.119  In discussing consumption and production within the industry, Adorno maintains 

that ‘Each product affects an individual air; individuality itself serves to reinforce ideology, 

insofar as the illusion is conjured up that the completely reified and mediated is a sanctuary 

from immediacy and life’.  To summarize Adorno and Horkheimer’s construction of their 

‘culture industry’ is a task too great for the limitations of this dissertation,120 however but to 

use Adorno’s words, the culture industry ‘impedes the development of autonomous, 

independent individuals who judge and decide consciously for themselves’.121 Approximately 

twenty years after the publication of Adorno and Horkheimer’s construct of the ‘culture 

industry’, alternative philosophies of popular culture began to emerge. During the 1960s, 

researchers such as Levi-Strauss sought to analyze popular culture through approaches of 

Structuralism, drawing from earlier Semiology concepts and theories developed by Swiss 

linguist Ferdinand de Saussure. Contributions to this field of study have been made, and 

gained pace as the theory was argued over and adapted throughout the 20th century, but are 

too numerous to recount here. However, one theorist to have made theoretical impacts on the 

domain of cultural hybridity is Stuart Hall. Influential to the work of Bhabha, Taylor and 

others, Hall’s many publications give rise to the ‘global and the local’, that to Hall are ‘the 

two faces of the same movement from one epoch of globalization, the one that has been 

dominated by the nation-state, the national economies, the national-cultural identities, to 
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something new’.122  Hall describes a ‘new globalization’ that is ‘not English; it is 

American’.123   For Hall, ‘American’ globalization has to do with a new form of global mass 

culture.  He views this as a different globalization to that identified as English, that is, cultural 

identities associated with the nation-state in an earlier phase.124 Global mass culture, to Hall, 

is ‘dominated by the modern means of cultural production, dominated by the image that 

crosses and re-crosses linguistic frontiers much more rapidly and more easily and that speaks 

across languages in a much more immediate way.’125 In his article ‘Ethnicity and Difference’ 

(1996), he focuses on concepts of identity and its critiques, critically discussing the 

relationship between  ‘cultural identities and ethnicity’. In the same year, a publication 

authored by Stuart Hall and Paul du Gay titled ‘Questions of Cultural Identity’ outlines the 

‘paradoxical development’126 of the concept of identity. Although this discussion is not 

conducted through an argument of cultural hybridity, with identity politics being tools for 

critique, there are counterpart analyses to critical hybridity theories.  Homi Bhabha’s concept 

of the Third Space bears similitude to Hall’s ‘Identity Concepts’, where Hall discusses 

identities as being constructed within, as opposed to outside of discourse, and that states that, 

‘above all, and directly contrary to the form in which they are constantly invoked, identities 

are constructed through, not outside, difference’.127  Like Hall, Bhabha argues that ‘new 

hybrid identities’ that result from [this] cultural production are ‘neither one thing or the 

other’.128 Where Hall and Bhabha have discussed a hybridity and identity construction that 

results from through difference in a cultural production, Arjun Appadurai makes a further 

important contribution to this discourse – one that has been readily adapted into music 

research.  
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Appadurai considers the relationship between ‘knowledge of globalization and the 

globalization of knowledge’, and suggests that ‘any discipline that takes subjectivity and 

ideology as something more than an ephema in the saga of capital and empire’129 should 

‘deliberate upon this aspect of the relationship between regions.’130 He believes that this is a 

‘vital pre-requisite for internationalising academic research’.131 

 

Appadurai views globalization as ‘a cover term for a world of disjunctive flows’,132 and 

believes a view of the world from the location of social, cultural and national standpoints133 is 

needed in order to move away from what he terms ‘trait’ geographies to what he terms 

‘process geographies’.134  Appadurai views the tension existing between cultural 

homogenization and heterogenization to be at the core of global interactions.135 He believes 

that a ‘new global cultural economy’ should be understood as a ‘complex, overlapping, 

disjunctive order’, and believes that this cannot be understood from the standpoint of ‘existing 

center periphery models’.136  Thus, he proposes a framework to observe relationships between 

the global economy and global culture flow, his framework consisting of imagined worlds,137 

constructs in which to examine the flows of culture in a global world.  This concept is defined 

in the language of ‘scapes’, of which there are five - the ethnoscape, technoscape, 

financescape, mediascape, and ideoscape.  These frameworks are ‘not objectively given 

relations which look the same from every angle of vision, but rather that they are deeply 

perspectival constructs, inflected very much by the historical, linguistic and political 
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situatedness of different sorts of actors:  nation-states, multinationals, diasporic communities, 

as well as sub-national groupings and movements’.138  Through an ‘extended terminological 

discussion’ of the five ‘scapes’ that Appadurai conceptualises, he ‘sets the basis for a tentative 

formulation about the conditions under which global flows occur’.139  In using this 

terminology, Appadurai is able to discuss global cultural flow whilst enquiring on the study of 

cultural forms in general.  

The following section presents theoretical discourses on world music, all of which are 

positioned from perspectives of formative mass culture research, and define world music not 

through it’s compositional constructs, but from the space in which it inhabits within mass 

culture. 

 

World Music in Theoretical Context 

In applying these cultural theories to music, various scholars have, over nearly two decades, 

developed specific frameworks for positioning music. Stephen Feld discusses ‘world music’ 

as a discourse and historicizes the evolution of the term.  He explores, through a case review 

of  ‘Solomon Islands:  Fateleka and Baegu Music from Malaita’ (1973)140 the ‘experimental 

effects’ of world music, with a view of world music as ‘a contact zone of activities and 

representations’.141 Feld also investigates ‘forms of musical invasion and forms of cultural 

exchange’ in a study that links ‘colonial and post-colonial Africa’142 through musical 

discourses and practises to world beat music, where he investigates the Mbuti (Central Africa) 

ritual, habitat and culture, and the role that music inhabits in their existence.  Feld’s 

perspective is concerned with the ‘global musical heterogeneity’ that is marketed as world 
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music, and which has an interdependent relationship with the ‘musical homogeneity’ of world 

beat.  He notes that the ‘marketers’ of contemporary world beat are ‘selling celebrations of 

hybridity’,143 an observation that he makes in a broader discussion of the representations of 

the Central African forest people.  

 

Alternatively, and drawing on a different domain of music production and consumption, 

Simon Frith describes world music as ‘the commercial process in which the sounds of other 

people (diverse forms of music as yet unclassifiable in Western terms) were sold to British 

record buyers’.144 He states,  ‘world music wasn’t a sales category like any other; these record 

labels claimed a particular kind of engagement with the music they traded and promised a 

particular kind of experience to their consumers.’145 He discusses the ‘exotic as the authentic’, 

and proposes the question of whether there is such a thing as authenticity within music, 

except where that authenticity is an ideological construct – a construct of commercial and 

academic discourse.146  To Frith, world music as an ideological category can only be 

understood in reference to the rock world from which it emerged, in which it was sold not as 

global pop, but as roots rock.147  

 

According to Frith, the difference at stake in world music marketing was not between 

Western and non-Western music, but between the musically true and the musically false, or 

authentic and non-authentic experiences.148  He views the authentic/non-authentic as being 

mediated by ethnomusicologists, who helped to define world music,149 ‘thus proper 

appreciation of world music through marketing was achieved through the forming 
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relationships of academic and commercial expertise’,150which opposed a view of it as ‘tourist 

music’. 151 

 

Like Taylor, Frith defines the world music audience in a description of what the audience of 

another musical genre is not, and conceptualises world music as ‘music for grown-ups not 

adolescents, unashamedly functional (for dancing, courting), expressive of local community, 

emotionally robust’.152  He points out that musical traditions are only preserved by constant 

innovation,153 further stating that although world music and its creativity always involves 

cultural borrowing, ‘changes in local musical tradition do not mean the loss of culture’.154  

 

Mark Slobin offers a further perspective on world music and globalization. Slobin 

conceptualises world music through his music-culture model, where he locates music as 

fitting into three distinct terms: ‘subculture’, ‘superculture’, and ‘interculture’.155 

It is from this standpoint that he discusses ‘micromusics,’156 describing them as ‘small units 

within big music cultures’.157 Focussing on what he terms the ‘Euro-American sphere’, he 

argues that ‘micromusics are proliferating due to a resurgence in regional and national 

feeling’158 and ‘the rapid deterritorialization of large populations’.159  He believes that ‘people 

are quite aware of the varieties, values and hierarchies of their music-cultures’,160 and affirms 

that ‘everyday musicians and consumers create and sustain an extremely complex, highly 

articulated music system in the ‘late capitalist’ and ‘emerging capitalist’ societies of North 
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America and Europe.161 Slobin discusses Arjun Appadurai’s ‘Global Economy’ model (1990), 

its five dimensions,162 and each dimension’s partial dependence on the others to create this 

economy.163  Drawing from this, he forms a theoretical study comparing music-culture and 

music experiences.164 Although he is cautious to label or systemize language to discuss 

globalization,165 preferring instead to ‘suggest a framework’, he considers Appadurai’s model 

useful in discussing musics.  He argues that ‘the implications of this world scape for a view of 

music are worth considering for an ethnomusicology that is itself unmoored from older 

ideologies, adrift in the movement of technologies and the media, and confused by constant 

deterritorialization of music makers’.166  Slobin views music as ‘moving beyond its natural 

boundaries’167through a path he calls ‘validation through visibility,’168 and forms this 

discussion through the lens of Appadurai’s principles of global flow,169of which Slobin notes 

Appadurai as titling ‘the global economy’.170   

 

Slobin utilises the philosophy of his sub/super/interculture model to locate and discuss the 

flow of micromusics.  Slobin’s ‘interculture’ is again broken down into three subcultures, 

which he discusses at length:  the industrial interculture as music industry,171 the ‘diasporic 

interculture’ as multiple diaspora  - networks of subcultures that overlap each other,172 and 

‘affinity interculture’ - performer/audience interaction.173  It is through these networks of 

interculture that Slobin seeks to clarify and define music-culture, a music-culture that reflects 

a free-globalization view of consumer choice.  He forms his study through drawing from 
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examples from a variety of musics from global cultures and subcultures, using the musics 

from these societies to propose his system of ‘interculture’, ‘superculture’, and ‘subculture’, 

and to argue that music-culture is in constant flow as opposed to being transfixed.   

 

More recently, Martin Stokes questions why certain ‘intercultural music practises retain their 

identities as recognizable musical processes in diverse musical environments’,174 and argues 

for an approach to music globalization that contextualizes those genres, styles and practises 

that circulate across cultural borders in specific institutional sites and histories.  His 

engagement is concerned with amassing definitions and attestations of global modernity 

within urban mass-media, and particularly the difficulty in ‘defining the proper relationship 

between the critical agenda and the rhetoric of those promoting global music commerce’,175 

where he points out that ‘the problem is not, of course, exclusive to the study of music’.176  

Within this argument, he compares specific theories that explain world music, and reviews in 

detail the works of Slobin177 and Erlmann.178  He notes the difficulty in identifying the shifts 

‘in theoretical direction and emphasis’ within music writing in both anthropology and 

ethnomusicology, due to the relatively small writing history - ‘from the late 1980s to 2007179 - 

and forms his review from this period.  Stokes identifies that ‘the term world music is not 

‘adequate for descriptive or critical purposes’, and notes the varying musical expressions for 

which world music is used as a descriptive, pointing to rock music, musicians involved in 

WOMAD, and other destinations where the term is rendered.180 Stokes views ‘the cultural 

imperialism hypothesis’ as a ‘poor guide to understanding the global circulation of music 
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today, whether as world music or anything else’,181 calling attention to the ‘mechanisms’ of 

major recording companies ‘for understanding the situation’ as self-serving, and as having an 

incomplete position on the circulation of global music.182  Investigating the use of hybridity 

theory within world music discourse during a discussion of diasporic culture and 

consciousness, Stokes reinforces popular world music discourse as revealing fragmented links 

of ‘hybridity and diaspora’ in ‘[the] practise of authenticity and hybridity’, identifying world 

music discourse as ‘betray[ing] their [artists] ideological dimensions’.183  With a broad 

concern with ‘why particular practises circulate’,184 Stokes notes that much focus to date has 

concentrated on ethnography and musical practise as opposed to ‘promotional discourse’,185 

with this approach somewhat overlooking cultural fetishization in local domains, and the 

‘extraordinarily dispersed and fragmented conditions of production’ that accompany local 

cultural fetishization.186  Stokes discusses ‘hybridity as a defining mark of the post-modern’ 

and the scholarly arguments this topic entails, pointing specifically to ‘hybridity-valorizing 

discourses’ in which music can be accounted for or categorized as ‘inauthentic’187 within a 

larger discussion of hybridity strategies that ‘erode important and necessary aesthetic, 

political and social distinctions’.188 He attests that ‘any properly [sic] cultural analysis of the 

global music order’ should consider the varying ‘musical…political, social and economic’ 

explanations to why ‘particular practices circulate’.189 

 

The theoretical perspectives that have been included in this chapter articulate understandings 

of global identity, and local and national understandings that relate to the contemporary 
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world.  Within these perspectives, the movement of world music as either a global flow or 

alternatively, a production in fixed time, can be located, and it is in these understandings that 

perceptions of world music and its functions are manifested. With this in mind, the second 

part of this chapter examines seminal works for world music to identify further sources of 

world music perceptions and understandings. 

 

Key Works for World Music 

The following section presents an overview of key texts for world music discussion. These 

publications address in particular world music performance and production through the 

trajectory of socio-cultural perspectives.  They are fundamental to both populist and academic 

conceptual formations of world music in both its contemporary setting and in its historical 

contexts.   

 

 The first of these texts is Worlds of Music (2009) by ethnomusicologist Jeff Todd Titon.  

Here, Titon discusses the integrity of music-culture as ‘ a world of music’,190 using the 

language of sound-scapes to describe the world of music.  He points out that although music 

is universal, ‘its meaning is not’.191  Titon progresses with a thorough discussion of the 

question, ‘what is music?’, examining this from the perspective of ‘other’ cultural 

understandings as well as his own, pointing out that ‘some music-cultures have words for 

song types (lullaby, epic, historical song, and so on) but no word for music’.192 Music 

structure, melody, form, and harmony are directed in a ‘textbook’ style discussion, prior to a 

presentation of World of Music as ‘music in relation to individual experience, to history, to 

                                                

190 Titon (2009), p.1 
191 Titon, p.2 
192 Titon, p.5 



 51 

the economy and the music industry, and to each music-culture’s view of the world, which 

includes ideas about how human beings ought to behave’.193 

 

Some music research literature indicates a commonality in the trajectory of sociological 

understandings of ‘spaces’, ‘scapes’, and ‘scenes’.  Rather than describing music as an 

undeviating form (whether as a cultural artefact or an activity of free-expression), these 

publications often encompass alternative virtual spaces, such as the Internet, as an explorative 

and significant connection to the development of global music-culture.194  In addition, the 

language in which music is addressed is geared toward conceptualising music, for example, as 

an ‘encounter’195 or as a music ‘scene’196 in which common musical tastes are collectively 

shared between a ‘cluster’ of ‘producers, musicians and fans’, with this cluster distinguishing 

itself from other clusters.197  This developing discourse suggests that the way in which music-

culture is being examined is changing from a reflection of music as construction of identity, 

to a construction of identity through music.  In Postnational Musical Identities
198 the 

positional distinction is described as a ‘discrepancy between the conceptualisation of music as 

an extremely fluid phenomenon (across formal or informal borders) and the traditionally 

malevolent notion of identity199 to which it has been historically incorporated’.200 

 

In a similar vein, Philip Bohlman describes world music as music that we all encounter 

everywhere in the world, and expands on this definition by identifying world music as folk 

music, art music, or popular music.201  He states that the ‘world of world music has no 
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boundaries, therefore access to world music is open to all’.202  Identifying world music as a 

phenomenon inseparable from globalization, he discusses globalization as having two 

meanings.203  These meanings form through discussions that transpire through viewing the 

axis of world music as a celebration of globalization or as a homogenizing force, and they 

represent ‘two contradictory ways in which ‘world music’ is understood today’.204 He 

suggests the forms of globalization  ‘ opens up two ways of encountering the world, and most 

people ally themselves with one or the other’.205 

 

Bohlman explores diversities apparent in world music, as both construction and meaning, and 

discusses several interpretations of the relationship between world music and globalization.  

He views world musics and their ‘pretense towards hybridity’ as ‘therefore no less 

constructions of race and music, both of which continue to depend on a mutual 

inseparability.’206  In World Music: A Very Short Introduction (2002), Bohlman himself 

identifies global encounters of world music as losing some measure of what we might 

perceive as original meaning,207 but points out that these encounters are a new point of origin, 

‘for new meaning accrues to world music because of the aesthetic transformation that it sets 

in play’.208  He points out that world music ‘acquires meaning through both individual and 

collective’, and, ‘local and global’209 qualities. 

 

In Music and the Racial Imagination (2002), Bohlman and Radano position ‘the condition of 

ownership’210 within world music as being removed due to its accessibility within media.  
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They suggest that world music is representative of ‘heightened repetition and destabilization 

of meaning associated with the ‘post-modern condition’.211  To Bohlman and Radano, 

discourses about music fundamentally derive from the ‘construction and deployment of racial 

categories’, and these categories ‘grow ever more complicated and confused as a result of 

their sonic-discursive projection within the metaphysics of music’.212  They argue that the 

comprehension of the roles that music and race occupy in reference to the construction and 

commodification of world beat can be understood in looking at the effects of a transnational 

capitalism.213  They state that this capitalism ‘depends on deracinated languages about music, 

just as it derives its “authenticity” from the significations of racial difference manufactured in 

modernism’.214  Drawing on Meintjes (1990) and Hamm (1998), they use Paul Simon’s 

Graceland (1986) to give an example of a ‘world music whose racial character augments the 

mediation attendant upon collaboration through deracination’.215  In short, Bohlman and 

Radano define world music as a mutually inseparable construction of music and race. 

 

Another text to address socio-cultural perspectives of world music is Tony Mitchell’s Global 

Noise:  rap and hip-hop outside the USA, a publication that discusses indigenous hip-hop as a 

globally consumed, yet locally expressed form of music-culture.  In this book, Mitchell 

identifies that ‘hip-hop and rap cannot be viewed simply as an expression of African 

American culture; it has become a vehicle for global youth affiliations and a tool for 

reworking local identity all over the world’.216 
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It is from this vista that the book examines the formations and expressions of rap and hip-hop 

music-culture that have materialized globally, particularly in Europe, Anglophone and 

Francophone Canada, Japan, Korea and Australasia.217  In a documentation of global hip-hop 

culture and its roots, Mitchell’s publication provides a survey of rap and hip-hop in these 

geographical areas, and identifies manifestations of ‘strong local currents of hip-hop 

indigenization’218 which occur through the combining of African-American and local 

indigenous elements.  In a collection of essays from various contributors, the examination and 

identification of the different global cultural contexts that hip-hop and rap music occupy 

navigates a path for discussing the musical and cultural collaborations that this style of music-

culture espouses.  Mitchell delineates the lack of attention these developing styles receive in 

academic literature.  He calls to attention the exoticization of rap music which he describes as 

an ‘outgrowth of an African American-owned idiom, confined to national borders but subject 

to continuous assessment in terms of U.S. norms and standards’.219 Mitchell acknowledges 

the presence of this notion of ‘hip-hop in the U.S.A.’ within academia.   

 

An earlier work that conceptualises world music is Tim Taylor’s seminal book Global Pop:  

World Music, World Markets (1997).  In his study, Taylor researches world music and 

hybridisation, positioning the topic between Western hegemony and non-Western self-

determinism.  He gains his perspective through musician profiling and song analysis, and 

draws from Stuart Hall’s construct of the ‘global post-modern’220 and Arjun Appadurai’s 

explanation of ‘scapes’221 to conceptualise his research.  
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Defining world music as ‘first and foremost, music by people of color from Western 

metropoles’, Taylor states, ‘No matter what the music may sound like, and even if the 

musicians sing in English, if they are known to be Others, they will be placed in the world 

music category.’222  He discusses ‘racialized and/or geographic Others’ as performers for 

whom the world music category was created by the music industry, and suggests that ‘in the 

end’ the ‘style/genre categories’ devised by the music industry are in fact ‘labels segregated 

by race or ethnicity that protect European and American rock musicians from racialized 

others’.223  He adds that these labels ‘serve to protect the prestige that European and American 

musicians derive from being in the rock category’.224  Taylor describes the world music 

audience as middle class, with money, who are educated, and who are well travelled, and 

describes world music as an ‘umbrella category for the musics of the world that are folk 

and/or traditional.’225  

 

Arguing that the ‘(post) industrialized West’ wants world music to be ‘authentic’ and 

‘untouched by the West’,226 Taylor identifies ‘world music’ as a term generally applied to 

non-western musicians.  He states that ‘the term isn’t usually applied to music by western 

popular musicians such as Peter Gabriel and Paul Simon – their music is, generally, “rock” – 

but rather is reserved for non-western musicians like Youssou N’Dour’.227  He defines the 

many musical styles that make up the world music genre as overlapping with each other and 

with other genres or categories of music.  The result of this is a genre of music that is 

constructed primarily through a performer’s race, and has little to do with the construction of 

music.  
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Taylor acknowledges a ‘global ethnoscape’228 as a ‘post-modern’ location where traditions, 

styles and practises (can) circulate and juxtapose themselves as never before’,229 with this 

‘ethnoscape’ bearing a similarity to the contours of Philip Bohlman’s notion of the 

‘encounter’ (2002).  Whilst profiling ‘world’ musicians, Taylor deals with music-culture 

hybridity.  In a section entitled ‘Whose Hybridity?,’ he examines ‘who is asked to be 

authentic, and whose music is labelled hybridised?’.230 He ascertains that musics and 

musicians belonging to both western and non-western heritages, and the accompanying 

aesthetics and conditions of authenticity that serve to facilitate these binaries.  Here, Stuart 

Hall’s ‘global post-modern’ and Arjun Appadurai’s ‘scapes’ are teased out in a conceptual 

consolidation that also positions the opposing theoretical frames of Fredric Jameson and Veit 

Erlmann.231  Nevertheless, for Taylor, theories available in the literature of cultural studies, 

and in particular the topic of globalization, were insufficient – insofar that even collectively 

these theories could not fully explain world music. Taylor determines that whilst ‘much of 

this literature attempts to theorize the global flow of capital and forms, it rarely stops to take a 

look at concrete examples of people using what is in that flow’.232  This, for Taylor, is 

because: ‘In the production of musics we have encountered in this book, different sounds are 

mobilized for a vast array of reasons, but, perhaps most often, as a way of constructing and/or 

solidifying new identities’.233  It is in this context that Global Pop pioneered new 

understandings of commercial music culture, and fresh perspectives in the analysis of global 

musics.   
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Another account of world music definition and meaning can be located in Laurent Aubert’s 

collection of essays The Music of the Other (2007).  Here, Aubert describes world music as 

being ‘the only original expression that could arise at the end of the twentieth century,’ 

viewing this as a ‘summing up of all the ‘heres’ and ‘elsewhere’s’ which have woven our 

lives’.234  Aubert discusses world music as a musical bridge between cultures, but also points 

out that ‘world music looks for consensus:  it tries to satisfy the largest number of people with 

a product of synthesis’.235  He considers world music audience reception, deeming that ‘for its 

fans, world music constitutes nevertheless the outcome of an evolutionary process aimed at 

valorising traditional music, particularly the extra-European, within the contemporary 

context’.236  

 

Asserting that ‘world music results from an assemblage of perfectly identifiable factors not 

only musical and technological, but also sociological’,237 Aubert considers world music as 

one of the ‘largest music movements considered popular in the twentieth century’,238 and a 

genre (among others) that has descended from ‘an enforced239 meeting of diverse 

influences’.240 

He further identifies world music as a label that ‘essentially applies to intercultural experience 

within the domain of contemporary popular music; experiences resulting from the meeting of 

musicians of various origins, and the integration of ‘exotic’ instruments and sonorities with 

the electronic and computer equipment of contemporary Western music production.’241  He 

points to technology (particularly MIDI) as a means of production for world music, and 
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identifies this technology as homogenised sound.  

 

To Aubert, the cultural globalization is not an ‘exclusive synonym for the Westernisation of 

the rest of the planet’, but a ‘vast and indefinite game of distorting mirrors, in which the other 

sends back to us the altered image of our transient identity’.242  Contending that ‘we are in the 

other, and the other is in us’,243 in the context of this statement, he identifies the world music 

label applying to ‘intercultural experiences’ in the contemporary popular music domain.244 

 

Chapter Summary 

 

Populist and academic discourses on world music tend to focus on the non-musical aspects of 

the genre and musicians.  The review of academic literature examined in this chapter provides 

a framework for understanding the key theoretical perspectives that have contributed to 

current understandings and definitions of world music in contemporary culture, and because 

of this, also reveals a space in academic discourse for the notion of intentional hybridity to be 

employed . Within this space, world music can be examined from a compositional 

perspective, and can be analysed in terms of its musical structure and characteristics without 

reference to a musician’s geo-cultural location or ethnicity.  The theorists discussed in this 

chapter have contributed to and generated knowledge in the discourse of world music, and 

have identified and discussed at length world music’s existence in the globalized world.  

However, a conclusion to the question of ‘what is world music’ is yet to be found. The 

examination of world music from the vista of its technical constructs, from the perspective of 
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intentional hybridity, can provide a more in depth understanding of ‘what world music is’ by 

examining ‘it’ from the perspective of mechanical construction. 

The following chapter will deal with the concept of hybridity, and will view the multi-

disciplinary approaches to the notion hybridity as a tool that deals with concepts of cross-

fertilization in a globalized world.  Following this, an overview of organic and intentional 

hybridity will be discussed before performing a specific examination of Bakhtin’s (1986) and 

Kraidy’s (2004) concepts of hybridity.  From here, my own model of ‘intentional hybridity 

for world music’ will be explained, with the inclusion of a reference table, before moving to 

an examination of four selected world music case studies.
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Chapter 3: Hybridity and World Music 

The meaning of the word ‘hybrid’ has developed within popular culture, and is often used to 

describe facets of mass culture that share two or more ‘anythings’.  In the music industry, it 

has a particularly common use as a term to describe music genres, and is often found within 

the World Music category, used as a description for the music product that results from the 

collective musical ideas and events that happen between musicians and performers.  Within 

world music, diverse meanings and interpretations of the term ‘hybrid music’ can lend 

themselves to various music production processes.  These processes can describe the 

combination of musicians that form to produce an album, as in Paul Simon’s 1986 release of 

Graceland, or through the integration of one musical choice into another, exemplified by 

musical group Afro Celt Sound System (signed to Real World Records).  Afro Celt sound 

System’s collaborative albums combine music traditions from several regions, and their fans 

describe them as ‘the most innovative, inspiring and accomplished group of musicians’.245  It 

is also a term that encompasses dance and/or house music found in Hybrid, a Welsh 

electronic dance/music performance act, and has been used to refer to instrumentation and 

arrangement choices - Canadian rock group The Tea Party released several albums that 

singer/songwriter and front man Jeff Martin describes in this way.  The Tea Party released a 

multimedia ‘Enhanced CD’ under the title Alhambra (1996).  Along with the audio tracks is a 

DVD that displays ‘world’ instruments and arrangements, with educational performances by 

the band.  ‘Hybrid’ as a term is associated with the development of compositional style, as in 

the case of progressive rock, where the development of rock into subgenres created various 

‘hybrid’ musics, or it can be a process produced in the naming, development and marketing of 

an artist or album, as in Linkin Park’s album Hybrid Theory (2000). 
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‘Hybrid’ is also a term used in the music industry to classify music that does not fall into the 

current and popular marketing categories.  Just as the 1980’s ‘world music’, world beat’ and 

corresponding terms became ‘catch-alls’ for music that would not fit the marketing categories 

of the time, ‘hybrid’ currently holds appeal as an industry term to identify the unidentified.  

So within the now large and ever-growing world music genre, several ‘mini-genres’, or 

musical processes that these genres stem from, are promoted by the industry as ‘hybrid’.  A 

current example is New Zealand musician Gin Wigmore, described recently on her website as 

an‘unique hybrid of pop, soul, blues, and down-and-dirty rock & roll’.246 

   

This chapter defines the concept of hybridity, in both an historical and contemporary context, 

and reviews the contributions and arguments augmented by some of the preeminent theorists 

in the discourse of hybridity.  From here, the presentation of Bakhtin’s Organic and 

Intentional Hybridity  (1981) provides the foundation for discussing Marwan Kraidy’s  

Transculturalism (2005). 

 

Robert J.C Young, author of Colonial Desire:  Hybridity in Theory, Culture and Race (1995), 

makes an interesting observation whilst discussing models of cultural interaction, stating: 

 

Hybrid is the nineteenth century’s word.  But it has become our own again.  In the 

nineteenth century, it was used to refer to a physiological phenomenon; in the 

twentieth century, it has been reactivated to describe a cultural one.  While cultural 

factors determined its physiological status the use of hybridity today prompts 
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questions about the ways in which contemporary thinking has broken completely with 

the racialized formations of the past.247   

 

Here, he draws inference from historical use of the term, which was used in the nineteenth 

century to ‘denote the crossing of people of different races’ with Young quoting earlier uses 

of the term to describe ‘mixed or intermediate races’.248 Since Young’s publication in 1995, a 

‘reactivation’ of the term hybridity has been subsumed by the music industry to frame 

musical arrangements, instrument choice, the collaboration of artists, artist promotions and 

compositional choices as an euphemistic term to capture the more politically loaded notion of 

music globalization.  

 

Hybridity in Theory 

Hybridity theories that originated in biological science, and have evolved throughout the 

social and human sciences, have formed the basis for major theoretical discussions throughout 

a range of disciplines.  Concepts of hybridity are active in academia in disciplines including 

cultural studies, cultural politics, and post-colonial studies, with theorists from within these 

areas developing ideas and theories that relate to the cultural effects of globalization.249  

During the 1990s, Homi Bhabha, Robert Young, Stuart Hall and others pioneered or 

advanced earlier theories of hybridity in the progression of colonisation, cultural, social and 

linguistic studies, with the adaptation of theories of hybridisation contributing to socio-

cultural evolution, particularly in discussions of meaning, belonging and identity.  
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Bhabha, whose work in the social sciences has led to new perspectives within the discourse, 

addresses post-colonialism through concepts such as mimicry, liminality, and hybridity in 

‘The Location of Culture’ (1994).  This work is an assemblage of twelve of Bhabha’s essays 

that focus on ‘in-between spaces’250 as a location of ‘moments or processes that are produced 

in the articulation of cultural difference’.251  Bhabha argues that cultural differences express 

and even create imagined identities of nation and culture, and he reevaluates the formation of 

notions of representation and resistance. For Bhabha, to move away from ‘the singularities of 

‘class’ and ‘gender’ as primary conceptual and organizational categories’,252 inhabits ‘any 

claim to identity in the modern world’.253 In comparison, Taylor’s discussion of world music 

argues several representations in proportion to Bhabha’s discourse. That contemporary 

Western European and American musics sustain ‘western metropolitan notions of ‘the 

other’,254 and that many musicians are categorized through race and ethnicity,255 are but two 

of these similarities. 

 

Bhabha extends  Mikhail Bakhtin’s model of intentional hybridity in ‘The Location of 

Culture’ (1994) with his conception of the ‘Third Space’ – a postulation discussed through a 

configuration of cultural exchange.   In the ‘Third Space’, Bhabha envisions complex 

negotiations, with hybrid constructions having transformative power.  He argues that the new 

hybrid identities that result from this cultural production are neither ‘one thing nor the 

other’.256  
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Young describes Bakhtin’s ‘intentional hybridity’ theory as being transformed by Bhabha to  

become ‘an active moment of challenge and resistance against a dominant cultural power’.257    

During an interview between Homi Bhabha and W.J.T. Mitchell, Bhabha discusses the ‘Third 

Space’ and the work of Walter Benjamin as a leading influence on his work: 

 

His work has led me to speculate on differential temporal movements within the 

process of dialectical thinking and the supplementary or interstitial "conditionality" 

that opens up alongside the transcendent tendency of dialectical contradiction - I have 

called this a "third space," or a "time lag." To think of these temporalities in the 

context of historical events has led me to explore notions of causality that are not 

expressive of the contradiction "itself," but are contingently effected by it and allow 

for other translational moves of resistance, and for the establishment of other terms of 

generality.258 

 

 A review of The Location of Culture (1994) by Tim Woods succinctly sums up Bhabha’s 

response to cultural exchange:  

 

Bhabha argues for a theoretical position which escapes the polarities of East and West, 

Self and Other, Master and Slave, a position 'which overcomes the given grounds of 

opposition and opens up a space of translation: a place of hybridity, figuratively 

speaking, where the construction of a political object that is new, neither the one nor 

the other, properly alienates our political expectations, and changes, as it must, the 

very forms of our recognition of the moment of politics.259  
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Whether authors on hybridity view the concept as a workable theory, or a ‘cultural 

commentary’, such cogent contributions to the ever-expanding discourse of globalization 

have established hybridity as a transdisciplinary term, and a term that should be applied 

contextually due to the ‘varied and sometimes contradictory nature of its use’.260  As Marwan 

Kraidy (2005) has asserted, it is ‘imperative to situate every analysis of hybridity in a specific 

context where the conditions that shape hybridities are addressed’.261  

 

Organic and Intentional Hybridity: An Overview 

The inspiration for Marwan Kraidy’s Hybridity, or the Cultural Logic of Globalization (1995) 

draws, in part, from multidisciplinary scholar and literary theorist Mikhail Bakhtin’s The 

Dialogic Imagination (1981), a work that has been pursued as a source of reference to 

hybridity in much academic literature. Of primary concern to this thesis is Bakhtin’s 

provision of the hybrid, which he splits into two distinct forms: the ‘organic’ and the 

‘intentional’.262 For Bakhtin, the linguistic immersion he analyses is summed up in saying, 

‘two points of view are not mixed, but set against each other dialogically’.263  

 

Bakhtin expounds his theorization in stating, ‘Intentional semantic hybrids are inevitably 

internally dialogic’ (as distinct from organic hybrids).  He affirms that  ‘Two points of view 

are not mixed, but set against each other dialogically’.264  He continues to explain that during 

intentional hybridity, at a moment that he terms an ‘utterance’, two consciousnesses will be 

present:  the one being presented and the other one doing the representing’.  Through this 
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linguistics theory, Bakhtin shows language to be internally conflicted, and the ‘double-voice’ 

as humanly imminent.  He conceptualises the intentional hybrid as a ‘collision between 

different points of view on the world’,265 a statement formulated through his concern to show 

the capacity of social language to exist dually through ‘the limits of a single utterance’.266   

 

Marwan Kraidy’s concepts of hybridity as a communication phenomenon are germane to the 

discussion of intentional hybridity as a device for generating world music analysis.   

He envisions hybridity as ‘the cultural logic of globalization’,267 believing that a 

comprehension of this hybridity ‘requires a relational, processual, and contextual approach to 

hybridity from a critical perspective’.268  He asserts that hybridities should be viewed ‘each as 

a particular, localized practise as opposed to a singular hybridity conceived as an all inclusive 

sociocultural order’,269 and views hybridity as ‘one of the emblematic notions of our era’.270 

He views the ‘notion of hybridity’ as international communication,271 identifying cross-

cultural contact as a requirement for hybridity to occur.  He upholds that this contact can be 

‘the fusion of distinct forms, styles or identities’, and that this can fuse across national 

borders.272 

 

Kraidy’s belief is that hybridity and globalization are fully compatible, and he uses the term 

“Critical Transculturalism”273 as a platform from which to view cultural imperialism, 

explaining this to be a conceptually different viewpoint, where it can ‘empirically investigate 
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the issues’.274  Kraidy applies Bakhtin’s ‘unintentional, unconscious hybridisation’275 as a 

cultural exchange that ‘occurs and changes historically when several cultures come into 

contact’,276 and describes Bakhtin’s intentional hybrid as: ‘precisely the perception of one’s 

language by another language, its illumination by another linguistic consciousness’.277 He 

determines that intentional hybridity is ‘therefore primarily a communicative 

phenomenon’.278  

 

In Critical Transculturalism, Kraidy discusses the connections between hybridity and 

communication, illustrating varied global culture perspectives.  Focussing on intercultural 

relations, Kraidy examines ‘cultural imperialism’ and ‘active audience’ as areas of opposition 

between media research and globalization, whilst comparatively historicizing the evolution of 

global media debates.279   

 

Kraidy also examines popular constructs of hybridity, dealing with newspapers, magazines, 

and trade books to characterize hybridity as a frame for global culture.  Several case studies 

documented throughout the book form a conceptual space from which Kraidy tackles 

questions of hybridity from global media studies and historical constructs and perspectives.  

Drawing from the work of Bakhtin (1981), Bhabha (1994) and others, Kraidy performs two 

contrasting case studies to represent two different kinds of hybridity in socio-cultural 

transformation, in order to form a conceptual ground for hybridity.  The first he terms ‘the 

culture of covering’280 amongst radio disc-jockeys in post-World War II Italy, and the second, 

‘the breaking of the Hawaiian taboo system in the wake of Captain Cook’s arrival in the 
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Polynesian archipelago’.281  He views the two case studies as representing two hybridities, the 

first as a ‘superficial and historically inconsequential hybridity’ and the second as ‘deeply 

rooted and of epochal significance’.282   

 

Proposing an ‘international communication framework’ which he calls (critical 

transculturalism), he describes the conception of this term to convey ‘a synthetic notion of 

culture and a dynamic understanding of relations between cultures’.283  He sees ‘critical 

transculturalism’ as ‘at once an engagement with hybridity as discursive formation, a 

framework for international communication theory, and an agenda for research’.284  In 

discussing the historical developments of cultural mixture discourses, the effects of historical 

of developments on hybrid identities and the introduction of hybridity to communication 

studies, Kraidy outlines this ‘critical transculturalism’ framework.  He examines the use of 

hybridity in mainstream discourse, and believes that hybridity may be better understood as ‘a 

strategic rhetoric,’285one that ‘frames hybridity as natural, commonplace, and desirable in 

intercultural relations, and therefore noncontentious.’286  To Kraidy, hybridity understood 

from this perspective is part of the process of globalization.  

 

As with Kraidy’s approach, this thesis will deal with the application of hybridity theory to 

world music through a ‘contrapuntal power-hybridity nexus’,287 that is, an approach that 

acknowledges but moves beyond the dichotomy of culture industry versus free globalization.  

This approach also moves beyond world music as an entity imbued with issues of 

authenticity, hegemony and its resistance, and ‘assumed’ identity, to a discussion and analysis 
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of world music as a purposeful, active and fluid compositional process.  In Kraidy’s approach 

to the ‘power-hybridity nexus’,288 which he views as ‘contrapuntal’,289 themes are privileged 

‘provisionally’.290  Within this thesis, the roots of connection between globalization and 

critical theory that form notions of dominance from industry to audience are neutralized.  

Kraidy locates his adaptation of this approach as belonging to Edward Said (1994), ‘who 

explained in the counterpoint’291 that: 

 

Various themes play off one another, with only a provisional privilege being given to 

any particular one; yet in the resulting polyphony there is concert and order, an 

organized interplay that derives from the themes, not rigorous melodic or formal 

principle outside the work.292 

 

 

Applying Bakhtin’s Intentional Hybridity to World Music 

As formerly noted, one area in which all definitions of world music coincide is in the 

identification of it as a cultural hybrid, particularly so when musical processes are viewed 

through the lens of Bakhtin’s ‘intentional hybrid’ theory.  Marwan Kraidy’s application of 

Bakhtin’s ‘distinction between intentional and organic hybridity’ culture sees Kraidy adopting 

the ‘artistic intention’ and ‘stylistic organization’ of the theory,293 and henceforth, this theory 

can be pursued to alleviate the uncertainty of the ‘world music’ term as a mediator for social 

and cultural understandings of music. 
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Music making viewed through Bakhtin and Kraidy’s proposition of the intentional hybrid is 

music of a conscious musical process, rather than a random, spontaneous or ‘organic’ process.  

During music composition and performance, the process and product that is created is an 

‘utterance’.  This, according to Bakhtin’s theory, is  

 

A mixture of two social languages within the limits of a single utterance, an 

encounter, within the arena of an utterance, between two different linguistic 

consciousnesses, separated from one another by an epoch, by social differentiation, or 

by some other factor.’294   

 

In a later publication, Bakhtin discusses the utterance as ‘a unit of speech communication’, 

and denotes that the utterance is ‘determined by a change of speaking subjects, that is, a 

change of speakers’.295  Finally, he asserts that ‘the speaker ends his utterance in order to 

relinquish the floor to the other or to make room for the other's active responsive 

understanding.296 

 

To utilize Bakhtin’s ‘utterance’, the application treats the music-making process through the 

contours of the intentional hybrid, where, due to its unique nature in recognizing the moment 

of collaboration (social, cultural, musical or otherwise), there is a potential for re-

classification of the world music phenomenon. Kraidy asserts that the distinctions made in 

Bakhtin’s intentional/organic hybrid model can be usefully applied to culture,297 meaning that 

music arranged for classification that succumbs to current misrepresentations or 

definitions/perceptions of world music can be realigned in the ‘utterance’ of the intentional 
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hybrid.  Potentially, this could contribute to detatching discussions of ethics that surround 

hybridised music, leaving such arguments as topics outside of the arena of world music 

definition.  

 

In discussing hybridity theory and its applications, Pnina Werbner (2001) asks, ‘what are the 

creative limits of cultural hybridity?’  For this thesis, though the current realms of creativity 

and production of world music in the 20th century are limited by the bounds of social, 

historical, ethnic and geographical constructs, when viewed through the lens of the intentional 

hybrid, these can be viewed as limitless - a music-culture processed during the ‘utterance’ of 

its creation. 

 

Bakhtin’s ‘utterance’ can be translated to music as a communicative platform for music-

making. He describes this act of intentional hybridity as a ‘collision between different points 

of view on the world’,298 a statement formulated through his concern to show the capacity of 

social language to exist dually through ‘the limits of a single utterance’.299  In this theory of 

linguistics, Bakhtin shows language to be internally conflicted, and the ‘double-voice’ as 

humanly immanent.  The ‘utterance’ may express dissimilar styles, forms or positions that are 

dependant on the speaker, and may hold contradictory or oppositional meanings. In using this 

linguistic hybridity theory, Bakhtin’s example of ‘utterance’ can rectify a position of world 

music composition as an intentional hybrid at the point of cross-fertilization in its many 

forms, including performance, composition, and audience reception. To further explain this 

conceptualization, I draw from this explanation of ‘utterance’ as having meaning in its time of 

practice, as in this concept, the point in which a speaker (in Bakhtin’s case, in the novel) 
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intentionally uses language other than his or her primary language, as being the only point of 

reference in which meaning can occur.  

 

  The co-optation of Bakhtin’s intentional hybridity theory as a junction for ‘world music 

meanings’ provides fresh access to a view of world music. From the concept of Bakhtin’s 

‘utterance’, and through the lens of Kraidy’s ‘critical transculturalism’ concepts, this thesis 

presents a new model: ‘intentional hybridity for world music.’  The use of this conceptual 

model is intended for a performance of world music analysis that omits the current 

requirements (populist or academic) for world music identification, specifically, music made 

by people of colour, music that is political, music that is a mixture of western and non-

western elements, and music that is urban.300  This is not to say that music classified as ‘world 

music’ will not display one or more of these ‘traits’, but is an assertion that the current 

identifying features can be set aside, and an identification of the compositional processes that 

occur in world music production can offer new insight into the recognition and classification 

of the genre. 

 

 

Concepts of hybridity in popular culture and in academic discourse are vast, ranging from a 

term to describe aspects of culture that share any given characteristics, to a marketing strategy 

for corporate and sometimes popular use, to a cultural phenomenon that, as Young (1995) has 

identified, breaks racial formations that were based on earlier conceptualizations of the term.   

In theoretical discourse, the concept of hybridity is adapted to several streams of academic 

enquiry, and is employed in discussions of globalization throughout the disciplines.  In the 
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reviews of discourses in this chapter, hybridity is revealed as a multi-disciplinary concept, one 

that can be adapted and shaped to the context in which it is applied.  

 

The following chapters will present four case studies, and will discuss world music as an 

intentionally hybridized music-culture following a thorough investigation of compositional 

strategy and device.  The analytical framework of ‘intentional hybridity for world music’ 

encompasses three strands of identification: the conceptual, receptive and synchronal hybrid. 

These will be used to examine the characteristics present in the compositional and conceptual 

processes of these case studies.  A musicological analysis of each album/song can determine 

the compositional structures within the music, but cannot be used to compare the conceptual 

processes of the album/song.  Therefore, these case studies will employ both musicological 

analyses of the productions selected, and use the analytic framework of intentional hybridity 

with the aim of affiliating seemingly unrelated similarities within these productions, 

particularly those do not rely on ethnicity or geo-cultural locations as determinants of 

inclusion to the genre.  

 

After presenting the productions, the following chapters will discuss world music as an 

intentionally hybridized music-culture following a thorough investigation of compositional 

strategy and device.  The intentional hybridisation that has occurred in the following four case 

studies has occurred at the point ‘utterance’, which could tranlate to any point of the 

compositional process, or as Bakhtin explains, ‘the epoch’.301 As explained in the previous 

chapters, these four productions are classified as world music in many arenas, including both 

populist and academic discourse, and in the music industry. There are, however, pronounced 

and extensive variables and fluxes, in the composition, musicality, collaborations, value 
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systems, production values, and drivers of intentionality in the following studies – 

productions that are distinguished from each other through these very facets. All represent 

variable systems of operation and production, yet all share in the same marketing category, 

genre, and colloquial understanding of what world music is.   

 

Chapter’s 4 and 5 aim to reframe the following productions as ‘intentional hybrids’, a 

description that encompasses all compositional processes and resulting products, to consider 

‘world music’ as more than product created and consumed based on our current 

understandings.  

 

 

The following table is a reference guide to the three strands of hybridity present in the 

‘intentional hybridity for world music’ model.  In applying this model to the following case 

studies, characteristics within the productions that are seemingly unrelated can be identified 

as sharing significant attributes.  Collectively, these attributes can form associations that assist 

in the examination and analysis of world music compositions.  
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Reference Table: Intentional Hybridity for World Music Analysis 

 

 

Conceptual 

Hybrid 

 

Receptive 

Hybrid 

 

Synchronal 

Hybrid 

 

1. Driven predominately by one 

performer and/or producer, who 

promotes a ‘hero status’ in the 

making and marketing of the album 

 

 2. Intentional hybrid from 

conception, the music/album is 

conceived as a crossover product 

 

3. Iconography is designed in a 

standardized, globally recognizable 

format 

 

4.  Employs 

artists/musicians/performers from 

geo-cultural area’s outside of the 

predominant artists own 

 

5. Album/song is marketed through 

the mainstream music industry 

route 

 

 

1. Music that is written for a specific use, 

often devotional,  

 

2. Often driven by political or religious 

conviction    

 

3. The intentional hybridity in this form is 

located at the moment of audience 

reception  

 

4. Is often music that is written from the 

perspective of compositional ownership, 

for example the traditional music of 

composers homeland    

 

5. Upon audience reception the 

interpretation and use of this music 

ensures its placement as a hybrid  

 

 

 

1. Music that brings together two or 

more traditions and cultures, often 

resulting from ‘jam sessions’ 

 

 2.  Music that is hybridised during 

the act of improvisation 
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Chapter 4: Jamming with the Stars 

 

This chapter analyses two case studies, and will examine and discuss the musical and 

production processes of two albums.  The albums are discussed and examined conceptually 

with regard to their position as commercially successful world music productions.  Following 

this, the study turns its attention to a musicological analysis of each song contained on the 

albums.  From here, conclusions are made as to how the methodology of ‘intentional 

hybridity for world music’ is applied to these works, and discusses the forms of ‘receptive’, 

‘conceptual’ and ‘synchronal’ hybridization, and how these strands of hybridity can 

illuminate the characteristic similarities in seemingly unrelated compositional album 

processes. 

The two case studies examined in this chapter represent prominent commercial productions in 

which world music can be given a clear commercial delineation. Paul Simon’s Graceland and 

Ry Cooder’s Buena Vista Social Club present similarly constructed marketing strategies. 

They are both productions that have evolved from the authorship of ‘American stars’ teaming 

with and/or employing ‘exotic Others’ in order to popularise their promoted album concept as 

world music. 

 

 

Case Study 1: Graceland 

Paul Simon’s Graceland (1986) is an album comprised of eleven songs that feature 

multifarious cultural and musical characteristics, and is an album that connects previously 

disconnected traditions.  The creation and release of Graceland generated global controversy 

due to accusations concerning Paul Simon’s perceived connection and association with South 
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Africa, and the imposed apartheid regime that was current at the time.302 Undoubtedly the 

controversy led to the Graceland musicians’ global exposure - particularly South African 

choral group Ladysmith Black Mambazo - a group that were spotlighted due to both their 

musical involvement and the political backlash that followed.  Graceland has become the 

paradigm world music production, due to its myriad sources of identifications that form world 

music perceptions.  The recording of Graceland occurred in several locations.  The album 

incorporates musical styles including isicathamiya303 and mbaqanga;304 prominent African 

musicians,305 lyrical content that reflects Paul Simon’s personal process during the making of 

the album,306 and innovative recording techniques307 - all of which have contributed to these 

perceived identifications.  Marketed through the music industry’s recently formed genre of 

world music, the album and its producers had the additional benefit of novelty through which 

to promote their album. 

 

In response to the release and market success of Graceland, academic commentators provided 

several discourses, including those of Louise Meintjes (1990), Tim Taylor (1995, 2007), 

Charles Hamm (1989) and Sherylle Mills (1996).  Some of these discourses specifically 

address the integrity of the music-culture relationship of Paul Simon to Africa  and more 

                                                

302 ‘As the apartheid government reduced the area of homelands so that fewer people could live on them, black South Africans were forced to 
migrate into the cities to work as cheap labourers.  The government granted all of the homelands a form of political independence so the 

political status of the migrant workers in the Republic of South African under apartheid was like that of guest workers in many European 
countries.’ Taylor, (1997) pp. 70, 71. 
303 Louise Meintjes describes Isicathamiya as ‘the Zulu choral tradition that Ladysmith Black Mambazo grew out of.  It's a tradition 

associated historically with migrant labor, as a number of these Zulu styles are.  It is a male vocal tradition sung in competitions.  There are 
numerous varieties, but essentially, it is male, choral music.’ http://www.afropop.org/multi/interview/ID/115/Louise+Meintjes-2007-
The+Zulu+Factor (accessed 24/06/2009 11:56 am) 
304 Meintjes describes Mbaqanga music as ‘a studio-produced music, essentially with garage band backing, a close harmony front line that 
could be men or women, sometimes with a male figure like Mahlathini, who would sing with a deep bass voice, and was known as an 
"groaner."  It was a form of South African Afropop that enjoyed its heyday in the 1970s, and enjoyed a revival in the early 1990s, following 

the Graceland album.)(Mbaqanga is historically not identified as a Zulu genre.  It’s an urban popular genre that grew out of recording 
studios, where the musicians and the singers were not only Zulus.  Some of the key proponents of mbaqanga, like Mahlathini, were 
Zulus.  So mbaqanga became increasingly Zulu identified within the politics of South Africa, and by the early 90s, the time that mbaqanga 

made a break onto the international scene, it had a much stronger sense of being Zulu music than it did before.  In the 1970s, it wouldn't have 
been spoken about as Zulu music.  I think there are two components to this shift. On the one hand, it became more identified as a Zulu music 
within the domestic context of the late 1980s, early 90s ethnic nationalism. On the other hand, in the context of mbaqanga’s international 

break, Zuluness becomes an icon of South Africanness.’ : http://www.afropop.org/multi/interview/ID/115/Louise+Meintjes-2007-
The+Zulu+Factor 
305Over fifty musicians were involved in the recording of Graceland – see Graceland liner notes 
306 In “You Can Call Me Al”, Graceland DVD 
307 For instance, on Graceland DVD babies are filmed with their mothers/relatives singing during studio recording sessions. 
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generally discuss processes of adoption, adaptation, identity and political struggle that 

resulted from the making and marketing of the album. 

 

In Simon’s Graceland, South Africa, and the Mediation of Musical Meaning (1990),308 

Louise Meintjes describes Graceland as ‘a composite of styles, each richly embedded with 

social and historical meaning’, and identifies the album as ‘a complex polysemic sign vehicle 

that comes to stand for social collaboration.’309  Whilst locating associative complex 

meanings that appear due to the inclusion of musical styles in the album, Meintjes focuses her 

study on the process of how political significance occurs in musical meaning.  She discusses 

certain socio-political and ideological issues that she identifies through the making and 

marketing of the album, and argues that Graceland ‘operates as a sign which is principally 

interpreted by means of the notion of collaboration.’310  Additionally, she explores 

understanding and response to notions of collaboration from both a White South African and 

Black South African viewpoint.311  It is from these positions that she defines the Graceland 

album as a global juncture point for meanings of music-culture specific to the album, that of 

the global economic and political system and the local lived experience of specific creators 

and interpreters.312  

 

Taylor discusses Graceland extensively, as world music, in Global Pop.  He makes further 

reference to the album in his subsequent book, Beyond Exoticism (2007), particularly in 

comparisons of western and non-western musics.   

 

                                                

308Meintjes, In Ethnomusicology, Vol. 34, No. 1. (Winter, 1990), pp. 37-73. 
309 ibid 
310 ibid 
311 Meintjes, In Ethnomusicology, Vol. 34, No. 1. (Winter, 1990), p.60 
312 Meintjes, In Ethnomusicology, Vol. 34, No. 1. (Winter, 1990), p.69 
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Sherylle Mills discusses Graceland in ‘Indigenous Music and the Law: An Analysis of 

National and International Legislation’ (1996).313 It is here that, through the guise of 

copyright law, she discusses profits made through the inclusion of African musicians on the 

Graceland album, and the exploitation of non-western communities through intellectual 

property laws of the west.  She points out that by hiring and paying African musicians as 

opposed to sampling field recordings, ‘Paul Simon treated the musicians of Graceland 

well’.314  

 

Meintjes discusses the effects of South African studio music, and argues that outside of the 

treatment of the Graceland musicians, their promotion through being involved in the album 

created unrealistic expectations for South African musicians, expressing that: 

 

Graceland created enormous fantasies for South African musicians, and great hope 

that many more would make it to the international market.  For instance, other 

mbaqanga musicians hoped that because one mbaqanga group had made it onto the 

international market - that was the Mahotella Queens - many others could also.  Or, 

because one isicathamiya group, Ladysmith Black Mambazo, had made it onto the 

international circuit, that many other isicathamiya groups would.315  

  

To the South African music community, the popularisation of African music through 

Graceland had created opportunities, and reinforced the idea that culture and music could be 

bought, sold and bartered.  The Graceland productions, according to Meintjes, therefore 

created great expectations of African music for African musicians.  She asserts that  ‘these 
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expectations really stimulated the South African imagination, that at last the world would hear 

the great diversity of South African music.  Of course, it didn't really happen.  It happened to 

a limited extent for a limited number of musicians’.316  Meintjes also points out that not all of 

the South Africans that were involved in the process of the album’s creation were treated 

fairly, as Paul Simon suggests, and Sheryl Mills has documented.  Meintjes suggests that 

there were ‘other struggles’, claiming that she ‘could recount a couple of stories from the 

perspective of South Africans’.  Meintjes believes that those who ‘fell through the cracks in 

this were the people who mediated the project for Paul Simon within South Africa.’ She 

recalls Koloi Lebona, from the South African music industry, as ‘[Finding] the musicians for 

Paul Simon’ and who ‘put them together for him’.  He also worked in the studio to ‘get a mix 

that sounded authoritatively South African, while Paul Simon was recording in 

Johannesburg’.  Finally, Meintjes asserts that ‘Lebona did not benefit as significantly as I 

would suggest he should have’.317 The Graceland album continues to invite perspectives of 

world music discourse. One of the more recent publications is a musicological biography of 

Paul Simon’s career, which includes a chapter on ‘World Music’, under which the Graceland 

album is discussed.318 In relation to the controversial discourse surrounding the production of 

Graceland, Paul Simon is identified by Taylor (1995) as saying ‘It’s hard to know if you’re 

being attacked as an artist or as a person’.319 Here Taylor points out that although as a person 

‘he was resolutely anti-apartheid, as an artist, his western, voracious aesthetic allowed him to 

appropriate anything and do anything with it’.320 

 

The musical components in Graceland are dense due to the broad range of music traditions 

and influences within the album; although Simon remains rooted in his prevalent writing 
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style, he embellishes this style through the addition of African music traditions, acquired 

directly from the musicians involved.  Such is the case with Ladysmith Black Mambazo, who 

perform isicathamiya music - a music which ‘is inseparable from the history and struggles of 

the Zulu-speaking working class’,321 and a music that the group were performing before the 

conception of the Graceland album.322  Isicathamiya is described by Meintjes as ‘the Zulu 

choral tradition that Ladysmith Black Mambazo grew out of.  It's a tradition associated 

historically with migrant labor, as a number of these Zulu styles are.  It is a male vocal 

tradition sung in competitions.  There are numerous varieties, but essentially, it is male, 

choral music’.323   

 

Several other African musicians and musical groups were popularised outside of South Africa 

due to their musical contributions on the album, including Stimela, Morris Goldberg, General 

MD Shiranda and the Gaza Sisters, Forere Motloheloa and the Boyoyo Boys.  The Boyoyo 

Boys, for example, were the inspiration behind the Graceland album, and the premise Simon 

based the album on, after hearing a cassette tape of their instrumental performance of their 

composition “Gumboots” whilst he was in America.324  Because of their inclusion in the 

Graceland album, the Boyoyo Boys have gained global musical success, gaining thousands of 

fans through Internet sites such as Youtube.325  Another example is that of General MD 

Shiranda and the Gaza Sisters.  General MD Shiranda had a long musical career behind him 

before the Graceland release, and was a respected musician in South Africa.  Sello Galane 

writes in Beyond Memory:  Recording the History, Moments and Memories of South African 

Music (2008), ‘the musician who is affectionately known as General MD Shiranda has a 

                                                

321 Taylor (1995)p.70 
322 Prior to collaborating with Simon, Ladysmith Black Mambazo had been practising their repertoire for performances in Isicathamiya 
contests, see Taylor (1997), p.70 
323 http://www.afropop.org/multi/interview/ID/115/Louise+Meintjes-2007-The+Zulu+Factor 
324 Graceland DVD, notes 
325 http://www.youtube.com/watch?v=SC2jrDrVWPw 
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streamline of albums that include Music is the Food of Love and Sama 13’s Best Tsonga 

Music Album Gama Ra Nsele.  Although Shiranda had success in South Africa, as did the 

group with the Gaza Sisters, the publicising of their music on Graceland was globally 

productive for their band, whose composition and co-performance of “Nkata Mina” (1984), 

which was included on the album - renamed and performed by Simon as “I know what I 

know” - achieved world-wide recognition.326  Retrospectively, the majority of musicians that 

worked with Simon on Graceland view the album, and the process of its creation, 

positively.327     

 

The success of Graceland is due in part to its conformity to standards that were being applied 

within the music industry at the time, and furthermore, to Paul Simon’s positioning as being 

‘inspired by’ African music, therefore making African music ‘desirable’.  The notion of 

inspiration through, or by, Africa is an impression made apparent by Simon through 

accompanying album liner notes in the original release, and representatively, because the 

impetus for the album was driven by the performance and composition of South African 

musicians, the Boyoyo Boys’ song “Gumboots”.  This ‘inspiration’ initiated a similar 

response in Graceland’s audience, as they ‘discovered’ this ‘natural’ and ‘authentic’ music.  

Taylor (1995) identifies that ‘authenticity is jettisoned and hybridity is celebrated’, but that it 

is ‘always “natives” whose music is called a hybrid’.328  Vernacular reviews of the album 

reveal the sentiments of Graceland as music that is ‘rediscovered’.  ‘Natural’ hybrids do in 

fact exist. William Ruhlmann reviews Graceland as having ‘hit on the idea of combining 

[Simon’s] always perceptive songwriting with the little-heard mbaqanga music of South 

Africa, creating a fascinating hybrid that re-enchanted his old audience and earned him a new 

                                                

326 Galane, p.297 
327 During album interviews, the musicians filmed speak of the process in a positive manner.  (Graceland DVD) 
328 Taylor, (1997) p.21 
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one’.329  Arguably, the proliferation of Graceland sales in America result, at least in part, 

from the perceived authenticity that the album evoked.  As Alan Moore (2002) argues, 

authenticity ‘does not inhere in any combination of musical sounds’, but is rather a ‘matter of 

interpretation’, and one that is ‘made and fought for from within a cultural and, thus, 

historicized position’.330 

 

In 1986 America, ratings of “The Cosby Show”  - a sitcom of a non-essentialized African-

American family331 living in Brooklyn, New York - were at an all time high.332  An insurgent 

force in mainstream popular music333 was rap music, a music genre that has been described as 

promoting ‘Afrocentric national culture’.334  In February 1986, Congress, by Senate Joint 

Resolution 74, designated the month of February 1986 as National Black (Afro-American) 

History Month.335  With these factors as a backdrop, the singles released from Simon’s 

Graceland were brought to an audience that was arguably ready for African-American 

consumption, and with America prepared, Paul Simon’s application of African traditional 

music to his own retained his current audience whilst creating a new one.  Although 

Graceland’s audience tenably perceived the release as being ‘different’ and ‘new’, it still had 

enough similarity to be safe, and was therefore accepted.  Current hits at the time of 

Graceland’s release were David Bowie’s “Lets Dance”(1983) – a video that depicts ‘ethnic 

others’, with bare chested ‘natives’ standing on natural, untouched land with wonderment on 

their faces whilst ‘discovering’ the red dancing shoes that are placed in front of them (by a 

white person).  Once discovered, the ‘Others’ are depicted fulfilling menial jobs, then urban 

                                                

329 Review in: www.answers.com/topic/Graceland-album 
330 Moore (2002), p.213 
331 Cultural and social issues pertaining to “The Cosby Show” are discussed in Miriam Miranda Chitiga’s Black Sitcoms, A Black Perspective 
(2003) 
332 The Cosby Show was nominated for, and won, a multitude of awards between 1984-1990, including Emmy, Peoples Choice, and Golden 

Globe:  http://www.worldlingo.com/ma/enwiki/en/The_Cosby_Show#Ratings 
333 Rap singles, such as those from Salt n Pepa and Ice-T were placed in the top ratings.  For stats, see http://hubpages.com/ 
334 Henderson (1996), argued for a nationalistic focus of hip-hop, where if returned to, would become a ‘politico-economic and cultural 

development’ for Afrocentric national culture.   
335 http://www.presidency.ucsb.edu/ws/index.php?pid=36910 
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shopping and buying jewellery.  Gradually they are dressed in ‘western’ clothing whilst 

enjoying a fine-dining restaurant experience, whilst being served by a well dressed European 

man.  Although this is a compressed example of the video, the message is clear:  The ‘Others’ 

become acceptable during their gradual merge into western culture.  Another 1983 release 

was “Karma Chameleon” by Boy George, set in 19th century Mississippi, and following this 

USA for Africa released “We are the World” (1985).  Both of these releases had a similar 

format to Bowie’s “Lets Dance” in respect to their ‘Othering’. As Taylor has identified in 

Global Pop,  

 

The West, while it views its citizens as occupying many different subject positions, 

allows ‘natives’ only one, and it is whatever one the west wants at any particular 

moment.  So constructions of “natives” by music fans at the metropoles constantly 

demand that these “natives” be premodern, untainted, and thus musically the same as 

they ever were.336 

 

Taylor asserts that ‘it is always a native whose music is a hybrid’.337  Simon describes the 

Graceland production as being an unforseen event, stating in a 1986 interview with Steven 

Holden of the New York Times that ‘my new album really came about by accident’, 

continuing with: 

 

In the summer of 1984, a friend of mine gave me a tape of ‘township jive’, the street 

music of Soweto, South Africa.  It was a happy instrumental music that reminded me 

of 1950’s rhythm and blues, which I have always loved. By the end of the summer I 

was scat-singing melodies over the tracks. I thought that the group, whoever it was, 

                                                

336 Taylor (1997), p.21 
337 ibid 
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would be interesting to record with. And so I went on a search to find out who they 

were and where they came from.338 

   

Graceland went on to have financial success and worldwide popularity because it was ready 

to be received; the global political positioning and the cultural conditioning of South Africa 

and American had generated this outcome. 

 

Graceland: Content Description  

 

“Boy in the Bubble” 

Graceland opens with “Boy in the Bubble”, a song that Simon deliberately chose ‘to begin so 

unusually…the sound of those drums at the top sounded so African that it really was like an 

announcement that said: You haven’t heard this before’.339 His decision on this song’s 

placement on the album was due to this aural interpretation of the drums.  In describing the 

African response to the song, because of its ‘imagery’, Simon depicts “Boy in The Bubble” as 

‘pretty interesting to somebody that's hearing it there.  That's not the way songs are coming at 

them’.340 Louise Meintjes comments on the subject of ‘African-sounding drums’ in an 

interview with Banning Eyre.  Recalling her ethnographic study in a South African recording 

studio, she discusses the exchange between a herself, a musician, and Nkoski West (sound 

engineer), during their attempts to mix drum timbre to sound ‘Zulu’: 

   

He understands the feeling that West wants on the drum.  That is to say, he wants the 

sound of hand hitting skin.  He wants the sound of a “traditional” African drum.  He 

                                                

338 http://topics.nytimes.com/top/reference/timestopics/people/s/paul_simon/index.html 
339 Paul Simon: Graceland DVD 4:26 
340 Interview between Paul Zollo (Songtalk Magazine (1990) and Paul Simon: Spirit Voices Vol. II, 
http://www.rocksbackpages.com/article.html?ArticleID=4439 
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wants the sound of a live performance.  And so he takes that idea, that feeling, and 

then tweaks the drum sound that he has produced electronically to give a feeling of 

toughness and what he calls “ballsiness.”  In the process, nobody has identified that as 

a Zulu sound.  It's not that West or the sound engineer necessarily want a Zulu 

sound.  But they have made a sound available to be retrieved as Zulu, should listeners 

choose to listen to it that way.341   

 

The placement of a familiar and recognizable ‘Paul Simon sound’ juxtaposed with a ‘new’ 

sound - mbaqanga, the township music of South Africa - results in a beginning to the album 

that ‘eases’ his listeners in.  A polyrhythmic song, the accordion opens with an instrumental 

sequence in common time, but with the addition of swinging bass and percussion, an additive 

rhythm is indicated by the accordion instrumentation.  A studio delay is added to the 

accordion, which further implies a triplet rhythm in the beginning of the bar.  After an initial 4 

bar drum feature of single strokes on a tom-drum, the drums form a strict 2/4-rock rhythm 

against swinging brass.  Simon’s vocal phrasing is rhythmically undefined; this adds to the 

layered effect of the song.  The structure is an extended A:B form, the A section functioning 

as an 8 bar instrumental introduction prior to each return to the verse, essentially acting as a 

device to form an overall asymmetrical phrasing to the song.  This again adds to the 

impression of polyrhythm.  Lyrical content in the A section is formed as a loose narrative 

with situational text, referring to a ‘bomb in a baby carriage’ and ‘soldiers by the side of the 

road’.  The ‘B’ section describes the ‘days of miracles and wonder’.  This statement serves as 

a reflection of Simon’s outlook in making the production, where he describes his belief that 

the cultural and musical collaborations that were formed during the production of the album 

were all inclusive - a transparent process and album that embraced the meeting of two 

                                                

341 http://www.afropop.org/multi/interview/ID/115/Louise+Meintjes-2007-The+Zulu+Factor (accessed 12.06.2009 1:46pm) 
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different cultural and musical domains.342  Simon views “Boy in a Bubble” as representing  

‘that whole feel and that whole experience’, and describes the song as having ‘a very dark, 

brooding quality about it, to me it most represents the whole trip, the whole concept and the 

whole feel of recording in that studio’.343 

 

Although the South African recording process was described as one of musical collaboration, 

the musicians were employed to work on Paul Simon’s concept, and in some cases, 

songwriting credits were shared between Simon and the other musicians.  This was the case 

for The Boyoyo Boys, with their submitted song (“Gumboots”), and General MD Shiranda 

(whose song was renamed “I Know What I Know”, and was co-performed by Simon).   

Additionally, though the musicians featured on Graceland performed whilst playing and 

singing in one room,344 the ultimate product control was harnessed by Simon in New York 

during the editing process.  Simon’s engineer Roy Halee describes the process: ‘record it in a 

way that when we get back to New York we can delete this, delete that, put this in, edit these 

four bars, put these four bars over here…and be able to do that without a mess’.345  This 

suggests that the process of the recording resulted in one form of musical authenticity, where 

musicians collaborated with each other, whereas the final studio product was developed  

between Simon and his engineer, Halee. 

 

The final product consists of a main vocal that is closely microphoned, with the addition of 

bells.  Fundamental musical signifiers of mbaqanga music  - such as accordion and percussive 

instrumentation - are edited, and supplemented with synthesizers.  Simon describes this 

process in the statement: ‘sounds are added to the original sounds to make things sound 

                                                

342 Graceland DVD, 6:11 
343 Graceland DVD, 7:24 
344 Graceland DVD, 17:17 
345 Graceland DVD, 8:19 



 88 

deeper.346  Additionally, recording non-specific words - as Simon puts it  ‘voices just making 

up sounds’347 - achieves vocal layering.  The chordal structure is characteristic of folk-rock, 

beginning with two chord changes per bar, and changing to one chord per bar within each 

phrase.  The phrasing of the harmonic rhythm opposes the phrasing of the main vocal line, 

achieving a quick chordal rhythm set against a lengthened melody.  This creates an aural 

impression of township jive, or mbaqanga, that is the feature style of this song.  

 

The Live in Africa concert video that accompanies the song is an essentialist take on Africa 

that promotes pre-Millennium stereotypical ‘African’ imagery, including Zimbabwean people 

crammed into a railway train, a woman washing a baby outside in a tin bucket, and a broken 

down pick-up truck being pushed by African men.  In stark contrast, the film moves to 

Simon’s ‘Live in Africa’ performance, where he performs centre stage in a production that 

had a budget of $1.4 million dollars,348 an impressive budget for 1987.  At the time this video 

was made, Simon’s simulation of African culture with his own (middle-class America) 

reinforced the cultural divisions of Taylor’s ‘West and the rest’.  In his celebration of 

‘difference’, Simon produced a montage that classified the African musicians by their 

ethnicity as opposed to the music they make. 

 

 

 

 

 

 

                                                

346 Graceland DVD, 9:05 
347 Graceland DVD, 9:38 
348 Plasketes, G:  In Journal of Film and Video, Vol. 41, No. 2 (Summer 1989), p. 44 
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“Graceland” 

The title track “Graceland” is a song stylistically removed from the remainder of the album.  

It is also the song that Simon considers his greatest song-writing accomplishment.349  

“Graceland” originated from a drum track that had been kept from a song Simon had recorded 

with South African group Tao Ea Matsekha, of which he deleted all but the drums.  The 

treatment of the song in the studio is similar to that of the rest of the album - editing of the 

bass by splicing and retrograding produces the chorus, and reverb enhancement of percussion 

and synthesized claps add presence.  However, the production of the song, although not 

entirely conceived by Paul Simon, has little input from the other musicians on the album.  

Rather, they are employed to play in the rhythm section, or as featuring musicians,350 while 

Paul Simon fills the role of singer-songwriter.  

 

The “Graceland” verse harmonic progression is I/IV/vi/V, and moves to a chorus of I/V (with 

subsequent IV).  The rhythmic arrangement of the song is a general 2/4 shuffle beat.  Both of 

these structures indicate that “Graceland” is constructed in a standardized pop music format.  

The instrumentation is typical of this style of music - the verse bass line is played in recurring 

octaves, and the chorus features a bass riff.  The drums play a country-shuffle, and guitars 

play whole chords - the electric guitar chords are played high on the neck, and the acoustic 

guitar in open-chord position, this being a standard guitar arrangement in western popular 

music.  The chorus lyrics, from which the title of the song - and album - resulted, were a type 

of fill-in phrase that Simon used whilst constructing the song, and was never intended to be 

permanent.351  Though it may a coincidence that this song, and the album, is entitled 

“Graceland”, the title brings with it associative meanings - the most obvious being Elvis 

                                                

349 Graceland DVD, 22:31 
350 Such is the case of the Everly Brothers, who sing harmonic back-ups in the chorus 
351 Graceland DVD, 18:22 
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Presley, an artist who experienced resistance to his performances, and who generated 

controversy due to his affiliations with 1950s and 1960s black American communities.  

Generally, exposing ‘black’ American music to a ‘white’ American audience was an 

attribution made to Presley.  “Graceland” therefore, becomes a word that signifies both 

‘America-ness’ and ‘racial affiliations’.  In the DVD footage that accompanies the 

“Graceland” song, this sentiment is presented in the imagery.  As The Making of Graceland 

DVD was constructed in 1997, eleven years after the original “Graceland” release, the DVD 

conveys a retrospective impression, rather than a view of ‘third world’ South African 

musicians serving as an ‘inspiration’  - the impression that the original liner notes to the 1986 

release of “Graceland” evoke.352 

 

“I Know What I Know” 

An adaptation of General M.D Shiranda’s composition of “Nkata-Mina” (1984)353 was re-

constructed by Simon and sold as “I Know What I Know” on Graceland in 1985.  The song is 

credited on the album as: Words by Paul Simon; Music by Paul Simon and General M.D. 

Shirinda, with General M.D. Shirinda and the Gaza Sisters; Vocals, Paul Simon, The Gaza 

Sisters; Synclavier, Paul Simon.  Simon is quoted in the liner notes as stating:   

 

The music from I Know What I Know comes from an album by General M.D. 

Shirinda and the Gaza Sisters, a Shangaan group from Gazankulu, a small town near 

Petersburg in northern South Africa. As more and more Shangaan people have 

migrated to Johannesburg, their music has grown increasingly popular, and several 

Shangaan records have recently become hits. An unusual style of guitar playing and 

                                                

352 In George Plasketes’ The Videotape Editor as Sculptor:  Paul Simon’s ‘Graceland’ in Africa (1989, pp. 43-46), Plasketes discusses the 
editing of Paul Simon’s “Graceland in Africa” concert by videotape editor John Fortenberry, and the effect this editing had on the shaping of 

the concert product image. 
353 Mojapelo,  p.297 
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the distinctive sound of the women's voices were what attracted me to this group in the 

first place.354 

 

 Although this discussion provides a history to the evolution of the song, there is a lack of 

transparency in the ownership of the music. The title of the original song is lacking, and the 

song is attributed as simply ‘coming from an album’ by Shirinda and the Gaza Sisters.  The 

piece “Nkata-Mina” was composed by General M.D Shirinda, a musician who, according to 

Max Mojapelo, author to the publication Beyond Memory: Recording the History, Moments 

and Memories of South African Music (2004), has recorded a ‘streamline of albums’.355 

 

The song opens with an electric guitar introduction, interspersed with a synthetic drum roll.  

The intro continues with a rhythm section of electric bass and heavily condensed kick drum 

that play in the meter of 4/4.  Simon’s vocal enters.  The lyrical narrative descriptive of a 

transitive relationship he is experiencing with a woman is described in the song; the message 

of the chorus “I know what I know…we come and we go” infers a casual relationship.  The 

overall content of Simon’s lyrics are rudimentary. It is a situational song written about the 

singer’s experience of an encounter, a theme which Simon describes as ‘and I guess on the 

frivolous subject matter, like “I Know What I Know”, maybe it's meaningless.’  

 

The musical arrangement of the chorus is multi-layered, principally due to the use of Simon’s 

back-up singers - vocal group The Gaza Sisters.  Their provision of vocal rhythms that 

juxtapose the lead vocal line in a language other than English (in which Simon is singing) 

results in a polyrhythmic blend of two languages.  In addition, the pitch of the electric guitar 

during the chorus, which is played high on the neck, further emphasises tonal differences 
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between Paul Simon’s voice and the remainder of the music.  The vocal group continue to 

sing a four bar refrain in a high and near atonal pitch, enunciating the sound “whoop.”  It is at 

this point in “I know what I know” that recognition of the song being anything other than 

mainstream pop-music is actualised.  As the song is mostly arranged mbaqanga music (which 

grew out of a consolidation of myriad musical styles), with the omission of General MD 

Shirinda and The Gaza Sisters, music stylised for a popular, mainstream genre could be a 

viable interpretation of this song.  The original composition was written in the style of 

Xitsonga traditional music, a style of music in which General MD Shiranda founded many of 

his compositions.  In his dissertation ‘A Critical Analysis of MD Shirinda’s songs with Special 

References to their Message, Theme, Value to Society and the Usage of Language’, Thomas 

Mahunts locates Shiranda as one of the founders of traditional Xitsonga music.  He asserts 

that he ‘decided to study Shirinda’s works, because he was one of the founders of Xitsonga 

music and his music influenced numerous other musicians’.356  A recognition of General MD 

Shiranda’s contribution to the Graceland album is somewhat counteracted in the songwriting 

credits.  This is due to the attribution of the music-writing to Shirinda, and the lyrics to 

Simon, indicating that the formative process in the song’s manufacture was a collaboration 

between the two artists, when in fact the song was written one year prior to the album’s 

conception. 

 

“Gumboots” 

The South African ‘Gumboot Dance’357 is a form of entertainment that is currently a 

contemporised art form.358 It originated through the exposure of South African migrant 

                                                

356 In an interview with Elmon Tshikhudo (2008):  http://www.zoutnet.co.za/details.asp?StoNum=6040  
357 Versions of the dance can be viewed at: http://www.youtube.com/watch?v=1YnU1RW8jAc, 
http://www.youtube.com/watch?v=9QohxSKc8ps&feature=related 
http://www.offjazz.com/gumboots.html 

Also, a video clip of Gumoot Dancing is included on DVD The Making of Graceland: 01:02:10 
358 http://www.gumbootsworldtour.com/english/history.html 
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railroad workers to conditions of their working environment.  Through listening to a copy of 

Gumboots: Accordion Jive Hits, II (music based on this form of entertainment), which Paul 

Simon acquired prior to the album’s conception, the song “Gumboots” was formed.  

Originally performed by South African group, Boyoyo Boys, Simon overlaid instrumentation 

to the song, namely that of South African saxophonist Barney Rachabane. “Gumboots” is a 

song that signifies township jive, or mbaqanga, particularly due to the instrumental 

prominence of accordion and saxophone.  The saxophone melody in “Gumboots” draws from 

traditional, improvisational pennywhistle solos - a characteristic of kwela music, one of many 

musical influences on mbaqanga.     

 

The song begins with a thematic melodic line on electric guitar, to which electric bass is 

added.  This is followed by a two-step rhythm on drums to establish a meter of 4/4, played in 

cut time, with an accent on the first half-measure.  The accordion enters and plays eight bars 

alongside the other instruments, establishing a ‘round’ of music.  Simon sings in an 

approximate pitch that is partially spoken, and partially sung. Between verses in the 

saxophone solos, the song has an improvisational quality, as if the band’s music is supplied 

for the sax to play over the top of - similar to a backing band.  The subject content is based 

around the atmospheric ‘thoughts’ of the singer about a friend who is having a breakdown.  In 

the chorus, the lyric is: ‘you don’t feel you love me but I know you could.’  This could be 

(and has been) interpreted as a social statement regarding Paul Simon’s associations with 

South African musicians and South African people, or as a personal experience of Simon’s.  

In consideration of the album lyrics - ‘Graceland (we can be accepted in)’, this a message that 

points to Simon’s reception of ‘acceptance’ in Africa as conceivable.  Although Simon 
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claimed there was no political statement in the album,359 it seems that through the ‘cultural 

acceptance’ statements, a political statement was formed none-the-less.  This has been 

identified in literature discussing Graceland (Meintjes, 1990).  The song ends casually, fading 

out to Simon’s lyric: ‘I was having this discussion in a taxi heading downtown’. 

 

“Crazy Love Vol. II” 

Track 9, “Crazy Love Vol. II” is one of several implied references to outside influences on 

Graceland; this song title is perhaps an imitation of “Accordion Jive Hits, Vol.II” - the album 

that galvanised Simon’s Graceland.  Performed with South African vocal group Stimela, the 

song is based around the idea of a relationship that the singer wants ‘no part of’.  The message 

of the lyric is centralised by the statement: “I don’t want no part of this crazy love - I don’t 

want no part of your love”. The significance of this is, arguably, due to the location of the one 

syllable arrangement of the word placements, which are positioned to fit the groove of the 

previously composed music.  The background message of the lyric is a word play between ‘he 

said, she said’ with the character that is the singer - the female in the relationship - and ‘Fat 

Charlie the archangel’.  The song begins with melodic guitar interplay, administered by two 

electric guitar tracks and supported by electric bass.  The drums enter with a calypso 

rhythm.360  Continuations of arpeggios on one guitar are sustained whilst the second guitar 

plays a revolving thematic melody.  The most notable thing about this song is the harmonic 

movement, with the key shifting broadly from G major in the verse to F major, a distant 

modulation, in the chorus.  Shifts in harmony such as this are not as apparent within the rest 

of the album, with key changes being generally closely related in the other songs.  Arguably, 

this is due to much of the song being ‘pre-composed’ by the Boyoyo boys, thus the chorus 

                                                

359 Graceland, DVD footage 
360 Dr Arvin Scott presents calypso drumming patterns at: http://www.lpmusic.com/Play_Like_A_Pro/Lessons_From_Pros/pdf/Basic-
Calypso-Patterns.pdf 
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was ‘applied’ by Simon, as opposed to the music relating formatively to the song.  

Additionally, due to the addition of synthesizer to the chorus, heavy studio reverb effects, and 

the establishment of a driving 4/4 rhythm on the drum-kit in the chorus, the song defines a 

sound that is similar to a 1980s pop-anthem.361  The guitar is mixed with a harp-like effect, 

and pennywhistle is again utilized.  The song is performed with Stimela, a South African 

vocal group that was popular at the time.  Simon asserts that the song ‘sounds like the music 

of Malawi and Zimbabwe rather than South Africa’.362  Ray Phiri, guitarist on Graceland, 

discusses influences and developments in Malawian and Zimbabwean music during an 

interview on the Graceland documentary, forming an historical understanding of the 

development of this style of music, and the way that South African musicians came to 

identify with it.  According to Phiri, the musical elements drawing from their ‘forefathers’ 

during the late 1960s, and the influence of South African rhythms, which developed in 

amalgamation of urban and rural living, annexed a sound that Phiri and his contemporaries 

could identify with.363  However, the song-writing of “Crazy Love Vol.II” is accredited solely 

to Paul Simon. 

 

“Homeless” 

Track 8, “Homeless,” due to its ‘implied’ content, was banned in South Africa in 1986.  

Composed by lead singer of Ladysmith Black Mambazo, Joseph Shabalala, and Paul Simon, 

this is the most identifiably collaborative song on Graceland.  After viewing Ladysmith Black 

Mambazo on a BBC documentary entitled Rhythm of Resistance: The Music of South Africa 

and upon hearing a cassette tape of the band, Simon ‘created songs around sounds he was 

                                                

361 For example, “One Night in Bangkok” : Ulvaeus, Andersson, Rice (1984)  
362 Paul Simon, Graceland documentary 
363 Ray Phiri, Graceland documentary 
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already hearing’.364  Simon has consistently made the process of this collaboration apparent, 

from the conception of the album through to a contemplative interview on the DVD, where he 

discusses his involvement with Ladysmith Black Mambazo.  Simon describes the process as 

listening to Ladysmith Black Mambazo records, and writing a melody for the song.  Shabalala 

considers the initial stages of the collaboration as difficult, recalling during an interview for 

the Graceland documentary that although he liked Simon’s lyrics, ‘making the music work’ 

was challenging, remarking that  ‘it’s a little bit difficult to blend the voices, the American 

voice and the African voice’. Further into the interview he states: ‘Even the producer…was 

there trying to teach us’.365 

 

The collaboration was recorded at Abbey Road Studios, London.  The bridge of  “Homeless”, 

arranged around the lyric  ‘somebody say’, is based on an already existing Ladysmith Black 

Mambazo song (titled “Mbube”) whilst the introduction is based on a traditional Zulu 

wedding song (“Hamba Lulu”), with lyrics rewritten to convey the idea of homelessness.366  

Shabalala discusses the style of music on “Homeless” as originating from Zulu songs and 

dances, the performance and celebration of which saw men and women, old and young, come 

together.  He explains that ‘when people went to town to work’, the music was brought into 

the townships, resulting in ‘the people [trying] to find their own place in the music’.  He 

describes his music as political, and as preserving power:  ‘the music is always political, we 

made them have power, you make the people position themselves’, and depicts music as 

playing a ‘very important’ role in the lives of the people in African nations, as ‘the nation 

expresses itself through music’.367  Simon neither expresses nor promotes this side of music-

culture in Graceland’s production, and the idea of Shabalala’s ‘political music’ is in direct 

                                                

364 Simon, Graceland documentary 
365 Shabalala, Graceland documentary 
366 Graceland documentary footage. 
367 ibid 
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opposition to Simon’s ‘non-political’ stance.  This implies that the socio-cultural foundations 

from which both artists composed were antipodal to each other, and suggests that the song 

“Homeless” is a linear model of intentional hybridity, driven through the collaboration Simon 

and Shabalala’s social and cultural understandings of music-culture.     

 

“You Can Call Me Al” 

In an interview with Paul Zollo of SongTalk magazine (1990), Paul Simon discusses how he 

imbued meanings within “You Can Call Me Al”.  Here, Simon describes the lyrics of the 

song as a reflection of his thoughts at the time of the Graceland recording. Simon says: 

 

 Yeah, but in ‘You Can Call Me Al’, the guy is in ... maybe it's the third world, maybe 

it's his first time around... I thought it was interesting to combine what was on my 

mind with that music. I thought it would be interesting to an African audience, if they 

could get to the point of hearing it. And they did, once the album became a big hit. It 

was a huge hit in South Africa. It had all the biggest bands in South Africa on the 

record.368  

 

As “You Can Call me Al” was recorded by Simon three months after his return from South 

Africa, the song was arguably written with a retrospective view.  The recording process 

involved in this song involved heavy studio editing, with the rhythm evolving ‘through the 

bass’,369 which was performed by Bakithi Kumalo. The bass guitar line was edited and 

spliced, with the musical phrase played forward and then backward in succession to form a 

bass loop.  Simon credits the bass guitar part as forming the over-rhythm, stating that he 

                                                

368 Interview between Paul Zollo (Songtalk Magazine (1990) and Paul Simon: Spirit Voices Vol. II, 

http://www.rocksbackpages.com/article.html?ArticleID=4439 
369 Simon, Graceland documentary 
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‘followed the bass accents.’ This presumably occurred during the song-writing process.370 

Simon describes his writing process in “You Can Call Me Al,” and generally within 

Graceland, as coming from a ‘deep analysis of what was going on in the tracks’.  To Simon, a 

large influence on his songwriting process was his assimilation into South African music-

culture during his time in the country, his view being that:  ‘African musicians were playing 

what they normally play in a way that was different from the way that American musicians 

that I was familiar with would play’.371  He goes on to discuss the meaning imported to his 

songwriting through his exposure to ‘another’ culture, describing his pre-Graceland music 

construction as ‘folk/rock that was pretty symmetrical.  It didn’t change from verse to verse’, 

whilst explaining the rhythms that he was exposed to (by South African musicians) as  

‘patterns [that] altered in some subtle way’.372   

 

The video that was released of “You Can Call Me All” featured American actor Chevy Chase 

lip-synching the lyrics, which in the third verse describe his personal experience of his time in 

South Africa. These lyrics, aligned with the diverse musical influences that culminate in the 

song, and the video feature of Chase - plausibly one of America’s pop-culture icons of the 

1980s due to his successful career as writer, actor and comic - propel “You Can Call Me Al” 

to a position where the song shares an amalgamation of American and African 

musical/cultural influence.  Louise Meintjes argues that the integration of styles on Graceland 

can ‘be read as collaboratively intertwined’, and moreover, asserts that the instrumental break 

in  “You Can Call Me Al” ‘illustrates’ these ‘distinct musical styles [that] are structurally 

integrated rather than merely juxtaposed’. For Meintjes, this is due to the ‘reference’ made to 

                                                

370 Interview between Paul Zollo (Songtalk Magazine (1990) and Paul Simon: Spirit Voices Vol. II, 
http://www.rocksbackpages.com/article.html?ArticleID=4439 
371 Simon, Graceland DVD 105.17 
372 Graceland DVD 105.55 
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‘three black South African genres’, where the ‘pennywhistle references Kwela, the bass guitar 

references mbube and the way they are combined is typical of mbaqanga’.373 

 

“Under African Skies” 

In “Under African Skies” Simon forms a contrast between America and Africa in the 

juxtaposition of two verses within the song.  The first describes ‘Joseph’ in Africa; the 

second, Simon wrote based on vocalist Linda Ronstandt’s childhood memories.374 Simon 

discusses Linda Ronstadt’s involvement in ‘Under African Skies’, asserting that she is ‘very 

interested in that subject and music of other cultures, and does it very well. She's very 

seriously involved in it. She researches it, likes to sing it’, and reveals that ‘she had a pretty 

big influence on me, too… she sort of just left rock and roll and went off and did whatever 

she was interested in. Which is what I wanted to do, and when I saw that she was doing it, it 

made me feel better about doing it, too’.375 

 

The accompanying music includes the rhythm performance of Bakithi Khumalo on fretless 

bass guitar, and Isaac Mtshali on drums.  These South African musicians play the majority of 

the rhythm tracks on Graceland, the rhythm Simon based the songwriting of the album 

around.376 The harmonic movement and melody is based on the progression of I/IV/I/V, and 

is vocally harmonized with intervals that represent American country music.  This is 

juxtaposed with the rhythm that is based on the South African musicians’ performance style. 

The imagery of ‘Joseph’s face as black as the night’ and a ‘child’ from ‘Tuscan Arizona’ sets 

up the balance within the song of Africa: America, a musical suggestion of the sentiment 

through which Simon promoted the Graceland album, and one that mobilized his album sales. 

                                                

373 Meintjes (1990) p.43  
374 Simon, Graceland documentary 
375 ibid 
376 ibid 
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“That Was Your Mother” 

The song “That Was Your Mother” begins with a rock shuffle (4/4) characteristic of country 

rock on drums; a melodic fill follows this on synthesized keyboards.  The song follows a 

harmonic progression of I/IV/V, and utilizes the accordion and saxophone.  At the entrance of 

the vocal line, the acoustic guitar executes arpeggios that push the music along due to their 

rhythmic placement within the bar, and the electric guitar imitates the vocal line.  Synthetic 

percussion is also added in the studio mix, lending the song a popular music sound, and a 

sonic impression typical of music of the mid-1980s.  

 

The rhythm of “That Was You Mother” opposes many of the other rhythmic formations on 

the album.  The drums are arranged in a country shuffle, with a drum solo  that aurally marks 

the genre of 1950s American Rock ‘n’ Roll.  The rhythmic formation is accompanied by an 

intricate ‘walking’ bass guitar pattern, and the combination of both of these elements becomes 

a signifier of the American popular music genre(s) country-folk/pop, the combination of 

which evolved from the music tradition of zydeco.  Zydeco’s advancement from early Creole 

folk to American country-folk began in the early 20th century, as described by Oxford Music 

Online (Grove): 

 

Popular music genre of Louisiana, which is led by the accordion and features drum 

kit, electric bass, guitar, often brass instruments and the frottoir (metal washboard).  

Zydeco developed after World War II from the genre la-la, which featured accordion, 
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fiddle and (wooden) washboard. Modern zydeco draws not only on its la-la roots, but 

also incorporates elements of other American genres such as blues and jazz.377 

 

Steven Feld writes in Notes on World Beat (1998),378 that “That was your Mother” was 

recorded in Louisiana with the popular zydeco singer/accordionist Alton Rubin (Rockin’ 

Dopsie) and his band, the Twisters’.379  Feld points out that whilst the lyrics are constructed 

by Simon, the ‘entire instrumental accompaniment is provided by Dopsie and Company’, and 

argues that the music that has been provided for Simon is ‘clearly the kind of up tempo 

straight zydeco groove with which Dopsie has long been associated’.380  Feld also questions 

the song accreditation (Words and Music by Paul Simon), as he argues that the song is 

‘virtually an exact copy of a tune called “Josephine” which Dopsie has recorded before’,381 

and believes that ‘They [Dopsie] are the tradition bearers of zydeco, the ones who have 

created a zydeco sound that Paul Simon has overdubbed with his words’.382 

 

Feld’s argument is supported by the lyrics that Simon wrote for the song, which are a direct 

reference to the music tradition.383  That Simon did not accredit Dopsie on the album, yet 

heavily publicized the collaborations achieved with the South African bands and musicians he 

worked with (most pertinently, Ladysmith Black Mambazo) suggests he wished to promote a 

particular political angle and album sentiment  - that Graceland was a collaboration between 

Paul Simon and South Africa. 

 

                                                

377 http://www.oxfordmusiconline.com/subscriber/article/grove/music/51108?q=zydeco&search=quick&pos=1&_start=1#firsthit 
378 Feld, Steven, in Public Culture 1: 31-37; 1998 
379 Feld: (1998) p.34 
380 ibid 
381 ibid 
382 Feld: (1998) p.35 
383 The song’s narrative is based on the singer ‘dancing to Zydeco’ 
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Feld suggests that the reason for this acknowledgement of musical contributions of the 

African bands, as opposed to the American, is due to ‘perhaps, being closer to these pop 

traditions’, where ‘Simon felt that these songs were in fact more his own, or at least, less 

someone else’s’. He continues this discussion, suggesting that ‘perhaps the fact that variants 

of the first nine songs had been recorded earlier in South Africa marked the obviousness of 

the prior original contributions, leading to the co-credit lines’.384 Additionally, the ‘inclusion’ 

of the African musicians and the ‘exclusion’ of the American, leaves open an aperture where 

it could be argued that to promote an interconnection with black South Africa, minimizing the 

input of American musicians385 provided Simon with an auspicious environment to promote 

his album as ‘exotic’ to his American audience. 

 

“All Around the World, or the Myth of Fingerprints” 

“All Around the World, or the Myth of Fingerprints” is a song that Simon recorded with Los 

Lobos, an American band that contributed to the popularisation of Mexican-American 

Chicano music – a music that draws from, amongst others genres, 1950s rhythm and blues.  

Controversy over the accreditation of the song followed Graceland’s release, with Los Lobos 

claiming that Simon owed them royalty payments.  In an issue of Musician magazine (1987), 

Los Lobos musicians Peter Rosas and Louis Persez claimed that upon entering the recording 

studio, Simon had no song prepared for them to play.  They stated that: 

 

We expected him to have song ready for us to interpret when we met him in Los 

Angeles, but he said, ‘You guys just play’, and we said ‘Play what?’  We just worked 

up a bunch of stuff that he eventually got a song out of.386  

                                                

384 ibid 
385 Of which there were many, including Dopsie, Los Lobos, Linda Ronstadt 
386 Los Lobos: Musician April 1987, in Feld: 1998 
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Feld (1987) discusses this article, considering the ‘actual musical contribution – the structure 

and performance off the song materials’387 as belonging to Los Lobos, and Simon’s lack of 

acknowledgements to this band and the other ‘American’ musicians as being ‘forms and 

processes of appropriation.388 

 

The composition is rhythmically founded in the styles of jive and rhythm and blues, and 

moves between full and cut time between the chorus and verses respectively.  The guitar line 

imitates the vocal, with vocal harmonies present in all of the verses bar verse one.  Musically, 

the song is simple in its structure and harmonic movement.  Simon’s metaphorical lyrics form 

several themes.  Two of these are arguably prejudice and colonisation.  He refers to ‘the 

watermelon’, a food typically associated to racism in America due to it’s high consumption 

during years of slavery - thus providing imagery that advances an idea of racial slurs toward 

black American people.389 

 

Though the lyrics propel the imagery of a racist world, and one that could by levelled by ‘The 

myth of fingerprints’, it is within the painting of imagery in the lyrics that ‘American-ness’ is 

withheld.  The song discusses  ‘the mountain’, ‘ the valley’, ‘a former talk-show host’, ‘the 

watermelon’, and an old army post’.  Further to this is the form of Simon’s pronunciations of 

vowels within the song.  Louise Meintjes discusses vocables sung by the musicians who 

performed on Graceland, in particular pointing to meanings that are linked to Zulu traditions, 

or references that are made through these vocables to isicathamiya music.  In this discussion, 

it is arguable that Simon makes other ‘meanings and references’ simply in the enunciation of 

                                                

387 Feld (1987), p.35 
388 Feld (1987), p.35 
389 A full discussion on racial slurs, including reference to ‘the watermelon’ can be located in  
James Phillips: America, the Land of Lost Opportunity:  http://www.uakron.edu/centers/conflict/docs/Phillips.pdf 
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words with his song.  For example, in the album the first appearance of the word ‘thing’ is 

pronounced Thing in  “I know what I know” (at 0:47), whereas in “All around the World” it is 

pronounced as Th –a- ng (at 1:07 and again at 1:48).  

 

This is but one of the many identifiable signifiers of ‘America’ that are concealed within the 

song, identifications of impressions of meaning that Meintjes describes as only ‘tokens’ that 

are ‘compacted into every aspect of Graceland’s composition and production.390  In stark 

contrast to the ‘American-ness’ of  “All Around the World, or the Myth of Fingerprints” is the 

vocable that Simon uses toward the end of the song, where he sings ‘ooo’ interspersed with 

other inaudible sound jargon.  The melody upon which the ‘ooos’ and sounds are sung is 

closely related in melodic intervals to South African Solomon Linda’s 1920s composition 

“Mbube”, otherwise known as “The Lion Sleeps Tonight”, a song that created distension and 

discussion due to its appropriations and, one of which was the 1960s release by American 

group “The Tokens”, entitled “Wimoweh”. In Graceland the inclusion of melodic intervals 

that hark back to “Mbube” at the end of the final song of the album, provide an interesting 

twist that draws the album to a close with a Americanized stereotype of the ‘sound’ of Africa. 

 

Case Study 2: Buena Vista Social Club 

 

Buena Vista Social Club is a musical and filmic production that re-defined the place of Afro-

Cuban music in the commercial music industry, problematizing the differentiation of world 

music and popular music realms.  A production that has been subject to comparatively little 

scrutiny, Buena Vista Social Club became a phenomenon of world music through the pairing 

of national Cuban music with the commercialisation of the American record label that 

                                                

390 Meintjes (1990), pp. 45, 46, 47 
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propelled it into mainstream culture. This was partially achieved through the release of the 

album and its subsequent documentary, which considered the music and culture of some of 

the musicians that formed the album. The bilingual translations in the liner notes to the album 

made the content of the songs available to English-speaking audiences.  Yet the main appeal 

of Buena Vista Social Club was largely due to the promotion of the unique process in which 

the music was created.   

 

The Buena Vista Social Club studio album resulted from a cancellation of Nick Gold and Ry 

Cooder’s scheduled recording of Malawian and Cuban musicians under the British label 

World Circuit Records, as the Malawian’s could not obtain travel visas to enter Cuba. 

Cooder’s decision to make a recording with Cuban musicians resulted in the Buena Vista 

Social Club album, a production that relied on Juan de Marcos González, bandleader of Sierra 

Maestra, contacting the musicians – some who had retired from their professional music 

careers. The studio album, Afro Cuban All-Stars: A Toda Cuba le Gusta was another album 

that resulted from these recording sessions. The Buena Vista Social Club album, and a 

subsequent documentary by the same name, directed by Wim Wenders, has prompted both 

academic and colloquial discussions of Cuban, and particularly Havanan cultural and political 

representations, with one such article written by Marivic Wyndham and Peter Read (2003).  

In this publication, Wyndham and Read consider the B.V.S.C. film’s ‘universal appeal’. They 

view this as a ‘happy, uplifting story of the charm and resilience of Cuban music culture 

[where] there seems something for everyone:  a dying generation of Cuba’s best interpreters 

of ‘son’391 rescued and restored to its rightful eminence by a leading American guitarist who, 

only vaguely aware of its existence, stumbles onto this musical treasure’.392 

                                                

391 ‘Son’ is a music that originated in Cuba, and is formed through the assimilation of music traditions of Spanish cancion, and African 

percussive rhythms attributed to Bantu and Arara. 
392 Wyndham and Read, p.502 
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Another dimension of Buena Vista Social Club is discussed in Robert Neustadt’s Buena Vista 

Social Club versus La Charanga Habanera:  The Politics of Cuban Rhythm (2002).  This 

study forms comparisons between the ‘old’ music of Cuba (Buena Vista Social Club) and the 

‘modern’ representation of Cuba (La Charanga Habanera), considering the possible cultural 

and political implications that have formed through Buena Vista Social Club’s release.  Other 

related discussions are directed at genre definition within Buena Vista Social Club, with a 

focus on Cuban son, exploring the evolution of son performances, whilst looking at contexts 

of class and race and ‘traditional’ and ‘modern’ performance son styles.393 

 

The production of Buena Vista Social Club by World Circuit includes the Grammy award 

winning album (1997) co-produced by Nick Gold and Ry Cooder and the release of Wim 

Winders’ academy-award nominated film, which documents the ‘journey’ of the musicians 

from the World Circuit recording sessions to their concert at New York’s Carnegie Hall.  Ry 

Cooder describes the production as being inspired by a members club in Havana, Cuba.  

Named Buena Vista Social Club, this location was a meeting point for musicians during the 

1940s that also held dances and formed musical activities.  Though in the documentary the 

band are presented as being rediscovered by Cooder, the musicians that form the band 

originate from different Cuban provinces, and many of the musical styles that feature on the 

album - such as cha-cha-cha, bolero, guracha and danzon - are cross-genres which did not 

exist pre-1960.394 The Buena Vista Social Club documentary that was released following this 

is stylized in a form that uses videography and pixilation to present an ‘old’ Cuba, with 

imagery of old cars and decaying buildings, an image that is described by Wyndham and 

                                                

393 http://davidgarlitz.com/pdf/Chapter%203%20-%20Genre%20Issues.pdf 
394 Wyndham and Read, 2003 
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Read as ‘1950s Havana beloved in American nostalgia and the music itself, purportedly of the 

1950s’.395 

 

The album contains fourteen tracks performed by twenty musicians, with music accredited to 

thirteen composers. Producer Ry Cooder (guitar) and his son Joachim Cooder (percussion) are 

included in the session performances, and are introduced at the beginning of the list of 

musicians in the accompanying booklet to the album, which contains bilingual lyric 

translations, and includes information about the songs and musicians that feature on the 

album. However, Ry Cooder and his son Joachim are not profiled in the liner notes, whilst 

many of the Cuban musicians are, and this is arguably due to the album’s promotional profile 

as ‘Afro-Cuban’ music, with marketing that relies on ‘Cuban world music’ to sell.  

 

Photos included in the booklet are of the musicians during studio performances and of the 

musicians in a more casual setting, including a picture taken at one of the musicians’ house. 

Ry Cooder and his son Joachim are pictured in the majority of the photos, and often feature in 

the foreground, front or centre. Whilst the album appears as a collection of Cuban music, the 

photos reveal the extent of the Cooder’s influence in the music and production, with Ry 

Cooder playing guitars and son Joachim playing percussion on every track. Additionally, an 

online version of the booklet is available for downloading at the production’s official 

webpage.  Conceivably, the Buena Vista Social Club productions are a miscellany of Latin, 

American, and African musical styles, and these greater regions hold within them further 

collaborative influences. For example, for Compay Segundo, Buena Vista Social Club 

guitarist, singer and composer; preserving music tradition and musical style is part of his 

music-culture.  As he stated in an interview with ‘Global Village’ host, Betty Arcos: ‘I play 

                                                

395 Wyndham and Read, p. 499 
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the music the way it was played in yesteryear’, alluding to his musical career as a trovador 

guitarist and singer-songwriter. 396 In contrast, Ry Cooder’s career was founded initially in 

playing and writing mid-western American blues-based rock music, and later forming his 

record company and producing other musicians’ work.   

 

Cooder’s son Joachim received drum-set lessons and mentoring from his father’s session 

drummer, Jim Keltner, a musician whose development occurred in session recordings with 

British pop-icons, The Beatles.  The career of Buena Vista Social Club’s pianist Ruben 

Gonzalez, a graduate of the Cienfuegos Conservatoire, spanned decades, and included 

extensive work with Tango musicians in Panama and Argentina.  Later he worked in Havana 

with cabaret dance orchestras.  This large-scale amalgamation of musical influence makes up 

the Buena Vista Social Club album, but because of the ‘Cuban’ package that the production 

was promoted with, Ry Cooder’s World Circuit record company has sold over 1.8 million 

copies397 since the album’s release in 1997, achieved through the world music genre.  

 

Buena Vista Social Club are categorized through the industry by current world music 

definitions - because they are not western musicians, because they were promoted as being 

‘rediscovered’ by Ry Cooder, and thus being portrayed as ‘authentic’.  This portrayal of 

authenticity is further supported through Wim Wenders’ Buena Vista Social Club 

documentary, where the band are displayed as street musicians who struggle with poverty and 

social issues and who are ‘natural’ musicians who play ‘traditional’ and ‘old’ Cuban music. 

Furthermore, it is interesting to note that the appearances of these defining ‘traits’ of world 

music are present only in the marketing and promotional strategies.  The promotion of ‘non-

                                                

396 http://www.pbs.org/buenavista/musicians/bios/compay_interview_eng.html 
397 www.billboard.com/.../billboard-bits-dnc-music-buena-vista-social- 1003828515.story - United States - 
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western’ music is somewhat misleading, yet this is the marketing from which the album 

achieved its worldwide success.  

 

 Ry Cooder, as co-producer and studio guitarist, has influenced not only the structure of the 

album, but has imbued himself in the music.  For example, his characteristic glass-bottleneck 

blues-guitar slides are apparent in many of the tracks.  On inspection, this album is not so 

much a 1990s discovery by one man of a Havanan band from the 1940s, but a selection of 

musicians from provinces within Cuba and a mid-western American in a hybrid musical 

collaboration. Though a history of poverty for some of the musicians on the Buena Vista 

Social Club album is their reality, this is dealt with in a similar way to the other case studies 

contained in this dissertation.  Predominately, this similarity is found in the publicizing of 

attempts to ‘benefit the underdog’, located in Paul Simon’s concert performances, promoted 

as benefiting apartheid victims of South Africa.   In addition, setting up the ‘Pygmy Fund’ 

publicized Deep Forest’s financial contribution to the Mbuti and Ituri Forest tribes of Central 

Africa, whilst one of Maestro Ilayaraaja’s aims was to promote the sacred script of the 

Thiruvasagam to the younger Tamil generation, to enlighten his audience.   

 

The following examination unwraps the collection of music on the Buena Vista Social Club 

album, exposing contrasts and some of the variant influences that can be identified within this 

studio compilation, a compilation that has been marketed as a product of ‘Cuban’ music, yet 

draws from diverse global music-culture influences.   
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Buena Vista Social Club: Content Description 

 

“Chan Chan” 

Compay Segundo398 at the age of 89 composed the first track on the album, “Chan Chan”, a 

song in the genre of Cuban son, a slow country style. The song draws from Segundo’s 

‘guajiro’ (peasant) background,399 and refers to Eastern towns near Santiago, namely Alto 

Cedro, Marcane, Cueto and Mayari. “Chan Chan” consists of the revolving progression of I-

IV-V-vi (chords), and instrumentally, is driven by guitar and percussion. The melody repeats 

through the verses, and between each verse there is a guitar and percussion fill. The album 

liner notes provide background information, including acknowledgments to Eliades Ochoa 

who sings lead vocals on “Chan Chan” and plays guitar.  Compay Segundo is referred to as 

playing percussion (congas) and also as backup vocalist. Ry Cooder plays electric guitar, and 

is an obvious presence in the glass bottleneck slides and guitar bends that permeate the song. 

With such presence in the song’s arrangement, it is intriguing that Cooder is not mentioned in 

the liner notes, conceivably because this would have impaired the veneer of this being a 

Cuban musical arrangement, and therefore, authentic. 

 

“De Camino a La Vereda” 

The second track, composed by professional musician, Ibrahim Ferrer, “De Camino a La 

Vereda,” was written in the early 1950s. The liner notes do not provide much background 

information to this song, but the translation to English from Spanish conveys a moral 

deception within a relationship, with the warning “don’t stray from the path”. This song, too, 

is categorized in the genre of son.  Ferrer is described in the album booklet as having been 

‘called in to the studio from his daily walk through the streets of Havana on the day of 

                                                

398 Francisci Repilado’s stage name is Compay Segundo 
399 Buena Vista Social Club:  album notes p.6 
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recording’, and ‘this was his first session for a number of years’.400 In the booklet profile of 

this song, the message of ‘authentic Havana’ is apparent:  ‘Ibrahim lives in old Havana in a 

run down apartment building.  He is a shy and unassuming man with a strong faith. His tiny 

living room is dominated by an alter to Saint Lazarus.’ “De Camino a La Vereda” is a ‘son’ 

song with an arrangement that rests in guitars and percussion instrumentation. Ry Cooder 

plays guitar and mbira, and son Joachim plays dumbek. There is a trumpet solo performed by 

Manual Mirabel, and backup vocals are provided by Manuel Licea, Juan de Marcos Gonzalez, 

Alberto Valdes, and Luis Barzaga. 

 

“El Cuarto de Tuia” 

The third song on the album, “El Cuarto de Tuia”, is another ‘son’ production. Described as 

descarga, or ‘Cuban jam style’, the song is depicted as ‘improvising lyrics laced with sexual 

innuendo in the Santiago tradition’.  Again, the Cooders provide guitar and percussion, the 

musical instrumentation on which the piece rests.  A solo on laoud is performed by Barbarito 

Torres.   

 

“Pueblo Nuevo” 

Pueblo Nuevo, composed by Israel Lopez is the fourth song on the album and a 

demonstration of Cuban pianist Ruben Gonzalez’s aptitude for danzon, the style of this song. 

Alberto Valdes, Lazaro Villa, Ibrahim Ferrer and Joachim Cooder play percussion.  Orlando 

Lopez plays bass guitar, and Ry Cooder plays guitars.   

 

 

 

                                                

400 Buena Vista Social Club: album notes, p.8 
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“Dos Gardenias” 

“Dos Gardenias”, a bolero composed by Isolina Carillo during the 1930s, is the fifth song on 

the album.  The album notes endorse the song as ‘an essential part of every bolero singer’s 

repertoire’.401  Antonio Machin, a Cuban singer and bandleader who performed and resided in 

several locations over the length of his career, including London, Paris and Madrid, 

popularized the song “Dos Gardenias” in the 1940s. The Buena Vista Social Club production 

has re-popularized this song, with a vocal performance by Ibrahim Ferrer.  Joachim Cooder, 

Lazaro Villa and Alberto Valades play percussion, and Orlando Lopez plays bass guitar.  

Manual Mirabal plays trumpet and Ruben Gonzalez plays piano.  The arrangement of the 

1997 release of this bolero would suggest that it differs from the original composition, at least 

due to Cooder’s guitar arrangements, which would have been lacking in the original format. 

 

“¿Y Tu Qué Has Hecho?” 

The sixth song on the album, “¿Y Tu Qué Has Hecho?,” is a bolero composed by Eusebio 

Delfin, who was acquainted with Compay Segundo, and who sings the arrangement on this 

album.  The album notes refer to Deflin as ‘moving away from the then typical strumming’ 

and ‘introducing freer harmonic and rhythm changes,’ and quote Deflin as saying: ‘I had a 

happy idea which completely changed the style that was employed to accompany the bolero’. 

The arrangement of this song utilizes the same session line-up as the rest of the songs on the 

album, with Ibrahim Ferrer joining the percussion on clave.  This song particularly promotes 

Ry Cooder’s guitar style, where he features in a guitar duet with Compay Segundo.   

 

 

 

                                                

401Buena Vista Social Club album notes: p.18 
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“Viewnte Anos” 

Composed by Maria Teresa Vera, “Viewnte Anos” is the seventh album track.  Sung by 

Omara Portuondo, this is the only female vocal track on the album.  Portuondo’s career 

includes performances with several Havanan bands, including Orquesta Anacaona and Aida 

Diestro.  The song asks ‘What does my love mean to you if you no longer love me?’, and like 

the majority of the album’s songs, is themed around love and relationships.  The album notes 

suggest that Portuondo ‘perfectly captures’ the spirit of composer Maria Teresa Vera, one of 

‘the great figures of music’.402  

 

“El Carretero” 

The eighth song on the album, a guajira composed by Guillermo Portabales, is titled “El 

Carretero”. Portabales, a Cuban singer-songwriter and guitarist, performed throughout Latin 

America during the 1930s popularizing guajira style song, with his performance career lasting 

at least three decades. Portabales is recorded in the discography of FIY libraries403 (an 

encyclopedia of Cuban music) due to songs he recorded prior to 1960. Guajira is described in 

the album notes as a style of song derived from eastern Cuba, coming from Spanish tradition, 

and being ‘popular in West Africa’.404  “El Carretero” is the one of the few compositions that 

is discussed in terms of its musical evolution and influence.  Performed by Eliades Ochoa, 

who identifies himself as ‘a country man’ who is ‘deeply immersed in tradition’,405 this song 

speaks of the countryside as ‘the most beautiful place on Earth’. Ochoa, in his treatment of 

the vocal and rhythm guitar, musically captures the original performance by the songwriter. 

However, although his treatment in the foreground of the song is performed closely to the 

original, the rhythms played by Joachim Cooder [udu drum], Juan de Marcos Gonzalez 

                                                

402 Buena Vista Social Club album notes p.22 
403 http://latinpop.fiu.edu/discography_photos/jpgPQ/photo_P_Q.html 
404 Buena Vista Social Club album notes p.27 
405 ibid 
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[guiro], Alberto Valdes [maracas]), Ry Cooder [oud, bolon, mbira, percussion]) - and 

additional use of slide guitar by Ry Cooder [floor slide] - seem musically incompatible with 

the rest of the song.  As this is described as a ‘typical country lament’ from ‘the East of 

Cuba’, the arrangement of this song tends to misrepresent this definition somewhat, as 

musical influences within the arrangement are diverse. 

 

“Candela” 

The ninth song on the album, “Candela”, composed by Faustino Oramas, is described in the 

album notes as ‘a typical example of the ‘guayabero’ or ‘passion fruit’ style of singing, which 

talks of everyday life, with lyrics full of sexual double meanings’.406  Ibrahim Ferrer and 

Eliades Ochoa perform vocals, with support from Ry Cooder on acoustic guitar and electric 

slide, Carlos Gonzales, Joachim Cooder and Alberto Valdes on percussion, Manuael Mirabel 

on trumpet and Orlando Lopez on bass guitar. The tuambao, a two chorded feature riff within 

the song, was developed by the Familia Valera Miranda,407 a family of musicians who have 

been described as a ‘true national treasure’ that perpetuate ‘the tradition of the Cuban Son and 

Bolero.’408   

 

“Amor de Loca Juventud” 

Song number ten, “Amor de Loca Juventud”, composed by Rafael Ortiz during the 1930s, is 

said to be ‘influenced by black American styles, including gospel and jazz’.409  The 

arrangement of this recording propels the style of Ry Cooder’s slide guitar playing to the 

foreground, with the slide dominating the instrumental passages between the verses, and 

                                                

406Buena Vista Social Club album notes p.30 
407 ibid 
408 http://familia_valera_miranda.mondomix.com/en/artiste.htm 
409 Buena Vista Social Club album notes: p.35 
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between singing phrases.  Cited as being ‘augmented by Ry and Joachim Cooder’,410 the 

influence from both musicians is prominent.  As with the dominance of Ry Cooder’s slide 

guitar, Joachim Cooder’s dumbek performance dominates the percussive arrangement.  Vocal 

and acoustic guitar are performed by Compay Segundo, who is supported by ‘y sus 

Muchachos’, a musical formation411 led by Segundo, at the time of the recording, since 1992.   

 

“Orgullecida” 

The eleventh song on the album, “Orgullecida”, is a composition from the 1930s by Havanan 

composer Eliseo Silveira.  The arrangement on the album draws harmonically from cinematic 

music, yet rhythmically ascribes to a ragtime form, the rhythm performed on drums by 

Joachim Cooder.  Segundo sings “Orullecida”, a song of ‘love’, and is noted to have 

performed the song repetitively over the span of his musical career.  The composer, Silverira, 

is noted in the album to have been musically influenced by American cinema and radio, and 

these influences are apparent in this piece.  Ry Cooder plays guitars, and brings to the 

arrangement a guitar solo typical of mid-western America, adding further diversity to the 

arrangement of the piece.  Cooder’s performance is described as a ‘cowboy guitar solo’ that 

‘delighted’ Compay Segundo in its execution. 

 

“Murmullo” 

A ballad composed by Electo Rosell, “Murmullo”, is the twelfth song on the album.  Again, 

the guitar arrangements are governed by the incorporation of Ry Cooder’s slide guitar, which 

during the instrumental section is in a style reminiscent of American television and film 

composer Henry Mancini’s “Moon River,” bringing a definitive American jazz impression to 

the arrangement.  Rueben Gonzalez plays piano accompaniment to the vocal of Ibrahim 

                                                

410 ibid 
411 ibid 
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Ferrer, who, according to the album notes, was once a member of the Chepin-Choven dance 

orchestra that the composer directed at the time of writing the song.  Percussion is performed 

by Valdes (maracas), Joachim Cooder (udu) and Villa (conga). The Spanish word 

“Murmullo” translates loosely to ‘murmur’; the subject of the song describes the ‘whispers’ 

of lovers.  The style of playing is described as ‘urban nightclub style’412, however the addition 

of Cooder’s slide guitar solo to the arrangement gives a sonic impression of American jazz 

music. 

 

“Buena Vista Social Club” 

Session bass player, Orlando Lopez, the composer’s nephew, suggested song thirteen “Buena 

Vista Social Club”, written by Israel Lopez, for inclusion to the album.  The song is a danzon, 

with ‘African influenced syncopation’ incorporated into the rhythm, which is prominent in the 

playing of Orlando Lopez’s bass guitar.  This syncopated rhythm was experimented with 

during the 1930s, and is noted to have founded the rhythm of the mambo413, a popular genre 

of 1930s Cuban music.  Ruben Gonzalez performs a piano improvisation during the mambo 

section of the instrumental song, whilst percussion is performed by Villa (guiro), Cooder 

(udu), Ferrer (clave) and Licea (congas).  Ry Cooder performs guitars, with an emphasized 

addition in slide guitar. 

 

“La Bayamesa” 

The fourteenth and final song on the album is “La Bayamesa”, written in 1869 by trova 

composer Sindo Garay.  The piece is composed in the rhythm of criolla, a cross-referential 

style that is influenced by various music-cultures. including those of Africa, the Andes and 

                                                

412 Buena Vista Social Club album notes: p.39 
413 Buena Vista Social Club album notes: p.40 
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Spain.414 The song tells of a woman who burns down her house in Báyamo to prevent it 

becoming possessed by the Spanish after the town is liberated in the revolutionary war of 

1869.415 The song is therefore a Republic patriotic hymn, but in the Buena Vista Social Club 

arrangement Compay Segundo composes a new ending.416  This is the only song on the 

album that excludes studio performances by Ry and Joachim Cooder. Manuel Licea, Ibrahim 

Ferrer and Compay Segundo perform vocals; the liner notes state that Segundo recalls the 

composer, Sindo Garay, visiting his family home during his childhood, and this suggests the 

performance of this song may be closely associated with the original version due to the aural 

tradition of Cuban music-culture, and Segundo’s personal involvement with the composer.   

 

 

Conclusion: Intentional Hybridity in Graceland and Buena Vista Social Club 

 

Simon’s Graceland is an excellent example of conceptual hybridization, as the Graceland 

album employs all five of the significant attributes that govern the recognition of this form of 

intentional hybridity. The first consideration of these is determined by the identification 

agency, and for Graceland this is located in Simon’s production of the album, where he 

predominantly designs and produces the entire concept, from his initial seeking of the South 

African musicians that he heard on cassette tape, to the final stages of mixing the Graceland 

production. The next representation of the conceptual hybrid in this case study can be located 

in Simon’s statement regarding the utilization of the ‘drum sound’ in “Boy in the Bubble”, 

where he comments that the ‘drums…sounded so African that it really was like an 

                                                

414 Peitrobruno, S: p.38 
415 Buena Vista Social Club album notes: p.43 
416ibid 
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announcement that said:  You haven’t heard this before’.417  Here, an employment or 

utilization of performance and/or musician (or a signifier of this) outside of Simon’s own 

(American) geo-cultural background has been associated with the album.  Meintjes also 

comments on the inclusion of this ‘drum sound’, describing it as ‘a sound available to be 

retrieved as Zulu’.418  This is a clear indication of geo-cultural-musical mixing for the purpose 

of musical popularisation, one of the primary indicators of conceptual hybridity.  There are 

other indications of this form of hybridity in Graceland. One of the more overt examples is 

found in the use of stereotypical ‘African’ imagery promoted in the ‘Live in Africa’ concert 

video.  This filmic essentialism is an example of Simon using ‘African-ess’ to promote his 

‘global’ concept to a global (and therefore Americanized) audience.  This racial essentializing 

forms the basis for Graceland to adhere to the structures of conceptual hybridity, where the 

album is conceived, and in this case actively marketed to the music industry, as a crossover 

product of which the iconographical format is standardized in a globally recognizable way.   

 

Another useful example of this form of hybridity being adopted in Graceland is found in Paul 

Simon’s first-person description of his vision in the creation of the album, where he describes 

his song “Boy in a Bubble” as a representation of a collaboration of two cultures.  However, 

the album is promoted as Simon’s own concept, and here, the predominance of one performer 

and/or producer directs the identification of intentional hybridity as conceptual, particularly as 

the final studio product was directed by Simon and his engineer, Roy Halee, regardless of 

who wrote the songs or performed  on the album. Additionally, throughout the Graceland 

album, musicians are employed as studio musicians, backup singers, musical inspirations, and 

music-writers, but always under the direction of Simon, even when this involves Simon’s 

musical reconstruction.  

                                                

417 Simon, Graceland DVD 4:26 
418 http://www.afropop.org/multi/interview/ID/115/Louise+Meintjes-2007-The+Zulu+Factor (accessed 12.06.2009 1:46pm) 
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The pursuance of Graceland as an icon of both South African and American music was also a 

conceptual decision.  Simon retrospectively stated that he thought ‘it would be interesting to 

an African audience, if they could get to the point of hearing it’, continuing to say that, 

‘[Graceland] had all the biggest bands in South Africa on the record’ (interview in SongTalk 

Magazine, 1990).  In using American pop-culture icon Chevy Chase in his “You Can Call Me 

Al” video whilst singing about a man who ‘doesn’t speak the language’ and who ‘is a foreign 

man’, alongside  the employment of musical signifiers of both South African and American 

popular music, Simon actively pursues a promotion of Graceland as a crossover product.  

This is further evidenced in the juxtaposing of African and American imagery within the 

lyrics of “Under African Skies”, an overt representation of both ‘Joseph,’ whose ‘face was 

black as night’, and Linda Ronstandt’s childhood from ‘Tuscan Arizona’.  Musical movement 

in the song, in both the harmonic and rhythmic formations, further reinforces the 

representations of juxtaposed personas.  Due to these signifiers of intentional, and in 

particular, conceptual hybridity, the Graceland album was successfully marketed through the 

mainstream music industry route, and became a ‘Paul Simon production of’ world music. 

 

The second case study, Ry Cooder’s Buena Vista Social Club is an interesting and varied 

presentation of intentional hybridity.  Like Graceland, the predominance of conceptual 

hybridity as a device for album production is identifiable due to Ry Cooder's production of 

the album.  However, although Buena Vista Social Club functions primarily as a conceptual 

hybrid, it is not limited to this form of intentional hybridity, and employs elements of 

synchronal hybridity. 
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The first identification of conceptual hybridity in this case study is located in the formality of 

the album’s approach to production, where the cancellation of World Circuit Records’ 

planned recording prompted Cooder’s decision to make a recording with the musicians on the 

Buena Vista Social Club album.  This is a clear indication of the characteristic of agency 

within conceptual hybridity, where one performer and/or producer drives the production 

predominantly.  This is further supported by the visibility (or sonic presence) of both Ry 

Cooder and his son Joachim on the recordings, where their names are introduced at the 

beginning of the recording session liner notes, even though the songwriting is accredited to 

thirteen other composers.  However, the presence of the Cooders on the recordings is not 

echoed in the liner notes, where the promotional profile of the album is ‘Afro-Cuban’, and 

this identification is consistent with another characteristic of conceptual hybridity, where the 

producer employs artists/musicians/performers outside of his or her own geo-cultural location 

to popularise the album.  Additionally, Buena Vista Social Club was marketed through the 

industry route of mainstream music, due in part to Wim Wenders’ filmic representations of 

the making of the album that became icons of Cuba in popular culture.  The album contains 

within it strong signifiers of Ry Cooder’s  ‘hero status’, this being a characteristic of 

conceptual hybridity.  There are many undercurrents of this sentiment throughout the case 

study.  Several of the more poignant include the pixilation and videography on the Buena 

Vista Social Club documentary that present an old, decaying Cuba, and similarly the 

collection of photos in the album that represent Ry and Joachim Cooder featuring on guitars 

and percussion, with the other numerous (non-American) musicians positioned in the 

background.  With this imagery, the accompanying liner notes, and the addition of Ry 

Cooder’s characteristic bottleneck guitar playing, the presentation of Buena Vista Social Club 

as Cooder’s musical discovery and restorative project is apparent, and this ‘perceived 

authenticity’ arguably contributed to the 1.8 million copies that were sold.  
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With the Buena Vista Social Club album drawing together several musical traditions, the 

album also uses the mechanism of synchronal hybridity.  As the Cuban musicians recorded 

their own arrangements and interpretations of songs of Cuban son and other musical genres 

that extend from musical traditions of Spain, Latin America, Africa and the Andes, much of 

the session work on the album belongs to the category of synchronal hybridity.  This device, 

where music that brings together two or more traditions and cultures results from the 

improvisation of such musical sessions, is in use throughout the album, and is an interesting 

use of hybridity, as the Buena Vista Social Club album relies predominantly on conceptual 

hybridity as its governing function.  However, through the employment of the musicians that 

have performed on the album, synchronal hybridity is functioning at a foundational level, and 

this device primarily is what makes the album an ‘authentic’ world music product. 

 

In the analysis of Graceland and Buena Vista Social Club, several shared characteristics are 

identified, the most prominent of these being the use of conceptual hybridity as a device for 

album production.  Both Simon and Cooder’s involvement was that of a predominant western 

‘star’ employing local musicians from outside of their geo-cultural area, and both of the 

productions were conceived as a ‘crossover’ product.  In this chapter, the Graceland and 

Buena Vista Social Club case studies have provided an example of the spaces world music 

occupies in contemporary culture.  Moreover, the identification of compositional and 

structural similarities within productions such as these that span different geo-cultural and 

historic locations, illuminates the discourse of world music. 
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Chapter 5: Cultural Recontextualisation 

Where chapter four presented two case studies of prominent world music albums, the two 

case studies presented in this chapter are individual works: one a short song, the other a large-

scale oratorio. These two case studies are examples of ‘through composed’ production.  

Where the previous chapter presented songs derived from ‘jamming’ or musical 

experimentation, this chapter presents musical hybrids that have been deliberately constructed 

and scored.  Like chapter four, the case studies will be discussed in terms of their overall 

concept. This thesis will discuss their establishment in the world music genre from the 

perspectives of both populist and academic sources.  From here, the song “Sweet Lullaby” 

from Deep Forest’s (1994) self-titled album, and Ilayaraaja’s Thiruvasagam (2005), will be 

examined in a musicological analysis before moving to a discussion of ‘Intentional Hybridity 

for World Music’, and its accompanying strands of ‘conceptual’, ‘receptive’ and ‘synchronal’ 

hybridity, where the productions and their conceptual processes will be identified within the 

structure of intentional hybridity. 

 

Case Study 3: “Sweet Lullaby” 

Deep Forest is a French outfit consisting of Eric Mouquet and Michael Sanchez, a duo that 

defines itself ‘not as a band but as a concept, a state of mind.’419  Through their albums, 

singles and remixes of sampled recordings that are both self-sourced and from external 

archives, and through collaborations with various musicians, they have produced numerous 

studio albums and singles.  The productions span over ten years, and recordings on the album 

have been used in several aural and visual locations, including advertising campaigns, films, 

promotional footage and more recently as an accompaniment to a popular YouTube video 

                                                

419 René T. A. Lysloff: Ethnomusicology, Vol. 41, No. 2 p. 214 
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channel420 that tells the story of the emergence of Deep Forest’s “Sweet Lullaby” and 

discusses the history and culture behind the song.  To their fans, Deep Forest projects have 

come to represent global unity, in addition to their establishment as a music brand that 

signifies world music.  The following analysis focuses on a compilation album produced 

towards the end of this 10-year period. 

 

Their first album release entitled Deep Forest (1992) is a collection of eleven tracks, and an 

album that preceded several more releases.  Deep Forest’s progressively advancing 

production techniques - from their first album that relied on electronically supported samples 

from field recordings, to their eventual collaboration with musicians from several geographic 

areas421 - contributed to a broad audience reception and marketability as ‘world music’ 

musicians. They have performed live, first in 1996 at the G7 Summit in Lyon, France, with 

concerts featuring various, ever-changing musicians.  Produced and engineered by Dan 

Lacksman, Deep Forest constructed their music from samples by cutting, looping and 

overlaying field recordings to electronic dance rhythms. This music product (that was 

commonly referred to as world beat) promoted ‘native melodies’422 and is self-described as 

‘gathering all peoples and joining all continents through the universal language of music’,423 

enabling a mass consumption of regionally sampled musics.  

 

A percentage of profit was supposedly destined for donation to The Pygmy Fund, an 

organization established in 1974 and founded by Jean-Pierre Hallet to support the Efe tribe of 

people of the Ituri forest in northeast Democratic Republic of the Congo, or (formerly) the 

                                                

420 http://www.youtube.com/watch?v=BiHTh6NnoWo 
421 Including Peter Gabriel, Marta Sebestyen (Bulgaria), Catherine Lara (France), Cheb Mami (Algeria), Lokua Kanza (Zaire), Abed Azrie 
(Syria), ana Torroja (Spain), Katalin Szvorak (Hungary) (http://www.deepforestmusic.com)  (accessed 16/06/2009 2.25pm) 
422 Liner notes:  Deep Forest Boheme (1995) 
423 Liner notes:  Deep Forest World Mix 1994 
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Huri Forest, Zaire.424  Monquet and Sanchez encourage their fans to support this cause, 

attributing the music samples they have used to the Efe people.  Yet many of the music 

samples and spliced field recordings that are used in the album are recordings of Mbuti 

people, who also reside in the Ituri forest, but share a different cultural heritage and dialect to 

the Efe tribe.425  After the establishment of Hallet’s ‘Pygmy Fund’, Deep Forest’s release of 

“Sweet Lullaby” became associated with the Huri Forest people, when in fact the song 

originated in the Solomon Islands.426 Through album sales of their first release totalling more 

than two million, and subsequently reaching gold and platinum status worldwide, Deep Forest 

received several awards including ‘Best Album Grammy’, ‘M.T.V Best Video’, and ‘World 

Music Award’ for the French duo with the highest record sales.427  Postings on Deep Forest 

fan websites428 and personal blogs429 such as ‘universal anthem’ and ‘Deep Forest’s signature 

tune’ are descriptions by Deep Forest supporters of the debut single “Sweet Lullaby”. Other 

fan-posts describe the music of Deep Forest generally as ‘organic sound’ and ‘good if you 

want to escape to another world’.430  Seemingly, some of these expressions were compressed 

from liner notes from particular Deep Forest albums.431  

 

The position of Deep Forest music as being sourced from ‘another world’ and having an 

‘organic sound’ was espoused by several different marketing campaigns that capitalized on 

the promotion of ideals that accompanied Deep Forest’s projects, thus further 

commercialising music samples used in the songs.  Companies such as The Body Shop, SBS 

Bank and Porsche utilized this promotion of Deep Forest ‘character’ - universal, charitable, 

                                                

424 http://www.pygmyfund.org/ 
425 http://www.everyculture.com/wc/Brazil-to-Congo-Republic-of/Efe-and-Mbuti.html 
426 This prompted a response in academic discourse, most notably in Steven Felds ‘Pygmy POP.  A Genealogy of Schizophonic Mimesis’ 
(1996), a methodological dissemination, and study of various appropriations of Central African music. 
427 Liner notes: Deep Forest ‘World Mix’ 1994 
428 http://deepforest.gotdns.com/phpbb/viewforum.php?f=7 
429 http://annakeiller.wordpress.com/2009/07/25/deep-forest-sweet-lullaby/ 
430 http://www.radioparadise.com/content.php?name=Music&file=songinfo&song_id=31964&start=0 
431 See Deep Forest, Comparsa (1998) 
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socially responsible, and organic.  This characterization is promoted through liner notes to 

their albums and also throughout the official Deep Forest fan-site,432 where postings and 

responses from Mouquet and Sanchez are recorded, and include a recent post by Mouquet, 

who intends to ‘re-activate’ support for the Pygmy Fund in 2011. In his Internet post he 

states: 

In 1992 when debut album “DEEP FOREST” was released, we decided with Sony 

Music to share a part of the sales royalties with the “PYGMY FUND”.  Thanks to big 

succes [sic], a good amount of money as has been used to help the Pygmy’s 

community. As 2011 will be dedicated as the “International Forest Year”, I would like 

to re-activate this project. I don’t have anymore the Sony Music’s support for this, but 

I think that a forum and a donation for this cause could be a good starting point.433  

 

Deep Forest’s promoted ideologies – ideologies that were received and sanctioned by its pop-

culture audience – sustained marketing campaigns that portrayed sentiments of ‘exoticness’ 

and ‘otherness’ as being ‘cleaner’ ‘greener’ and ‘better’ to consumers. Thus, Deep Forest 

came to represent more than the music they created.  Not only were they received as a 

successful duo in the world music genre, through further marketing of the single “Sweet 

Lullaby” and its subsequent adaptations, their music was effectively relocated to a pop-culture 

domain through mass-marketing.  This led to Deep Forest’s formation as a speciality product 

during the heightened consumption of global music-culture in the 1990s, a movement that 

epitomized exoticism through events such as world music festivals, and identified world 

music musicians primarily through their ethnicity and/or regional location.434  The 

assimilation of Deep Forest as world music artists in a pop-culture domain enabled the duo to 

                                                

432 http://www.deepforestmusic.com 
433 Eric Mouquet: (http://www.deep-projects.com/2011-projects/) 
434 Taylor (1997) 
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grow as a commercial entity.435  Various marketing strategies that Deep Forest employed 

included album releases for the American market that omitted their Japanese recordings; a 

‘limited’ album release in Japan that included their Japanese recordings; and around 12 re-

releases of “Sweet Lullaby.”  Not all the releases contained the original source.  Yet the use of 

visual mediums - such as a small girl riding a tricycle past focal points on the globe in stark, 

artificial colour contrasts, and renditions of Chinese, Indian, Russian, Kenyan and Spanish 

culture, ensured the promoted ethos of the duo’s ‘global social stance’ that drew from the 

sentiments of ‘another world’ was discernable. Furthering their global connections, Deep 

Forest networked and collaborated with prominent world music artists who significantly 

contribute to the creation and distribution of world music, such as Peter Gabriel and Youssou 

N’Dour.436  

 

Although these marketing and promotional techniques were not integral to the core formation 

of Deep Forest’s music, such techniques mediate musical and cultural meaning to their 

audience.  The role of Deep Forest as conjunctionally producing world music, and mediating 

perceptions of global music-culture production, is the position from which they have 

produced the project albums subsequent to their first release.  

 

Deep Forest sold over two million copies437 and received a nomination for Best World Music 

Album Grammy award. Five tracks were released as singles, but “Sweet Lullaby” achieved 

the greatest sales figures. Deep Forest was re-released in 1994, titled World Mix, with an 

additional four remixes.  

 

                                                

435 Taylor (2007) discusses western patterns of consumption, pp.90-99 
436WOMAD co-founder Peter Gabriel, toured regularly with Youssou N'Dour in the mid 1980s, introducing western audiences to Senegalese 
performance. Projects in which Gabriel and N’Dour have collaborated with Deep Forest include songs from the “Deep Forest Christmas 

Compilation” (1996) 
437 Liner notes:  Deep Forest World Mix 1994 
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The original, debut release of “Sweet Lullaby” (1992) derives from Hugo Zemp’s recording 

(1970) from the Solomon Islands of a woman named Afunakwa singing a Baegu lullaby. The 

lullaby comes from the Northern part of Malaita Island, in the Solomon Islands.  The title of 

the lullaby is “Rorogwela”, and was translated by relatives of the singer, Afunakwa, 

following her death.438  “Sweet Lullaby” omits sections of the “Rorogwela” field recording, 

assumedly for the purpose of rhythmical and structural symmetry.  The album Deep Forest 

from which the single was released, states that it received ‘support of UNESCO and two 

musicologists, Hugo Zempe (sic) and Shima Aron (sic)’. However, as evidenced by Sherylle 

Mills (1996): ‘Zemp gave his permission only after he was told that the composers sought his 

recordings from the Ivory Coast to create an ‘Earth Day album’.439 He was not told that his 

recordings from the Solomon Islands, not the Ivory Coast, would be used to create a widely 

disseminated commercial “house” album’.440  Additionally, the liner notes to the album do not 

credit the Solomon Islands as the music source for “Sweet Lullaby”, yet do promote the 

characterization of Deep Forest as ‘joining all continents through the universal language of 

music’.441 As Mills has identified, the album contains a copyright warning: ‘All Rights 

Reserved.  Unauthorized duplication is a violation of applicable laws’.442  The failure of 

Mouquet and Sanchez to attribute their recordings to the source - both in “Sweet Lullaby” and 

through their misrepresentation of the Ituri-Tribe forest people of Central Africa – resulted in 

a lack of transparency surrounding processes undertaken in the Deep Forest project and 

resulted in controversy, largely due to royalty payments that were not passed on. Several 

                                                

438 Several similar explanations of the content of the lullaby are mentioned on Deep Forest websites and fansites.  The most common being: 
‘The lullaby is about a young child crying because his parents are not around.  In response his older brother sings this song to comfort, as 

well as tell him the reality, with an appeal for his deceased parents to protect this child in the land of the living (local ancient belief is that the 
dead care for loved ones they left behind)’. Accessed: http://www.deepforestmusic.com/lyrics.htm 02/09/09 6.53pm 
439 Zemp: 1996.  Sourced in Yearbook for Traditional Music, Vol.28 (1996), pp. 57-85: Sherylle Mills:  Indigenous Music and the Law: An 

Analysis of National and International Legislation, p.2  
440 ibid 
441 Liner notes:  Deep Forest World Mix 1994 
442 Deep Forest: ‘World Mix’ 1994 and Yearbook for Traditional Music, Vol.28 (1996), pp. 57-85: Sherylle Mills:  Indigenous Music and the 
Law: An Analysis of National and International Legislation, p.2  
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authors have critiqued aspects of Deep Forest’s recordings, including Taylor (1995, 2007) 

Feld (1996), and Mills (1996).  

 

Deep Forest has accentuated the role of world music mediators, through their production of a 

song that can be identified as both world music and popular music. The 1992 release begins 

with the synthesised hook that the song became known for. This hook is used repeatedly in all 

“Sweet Lullaby” re-recordings and remixes in both professional releases and home-studio re-

creations of the song,443 and because of this, has become a stand-alone piece of music.  Due to 

its adaptation and use both in remixes and corporate marketing campaigns, the “Sweet 

Lullaby” hook has become a signifier of both the song, and the perceived representations that 

accompany it, some of which are facilitated by the Deep Forest duo, the most flagrant being 

their association with ‘The Pygmy Fund’ for Central Africa.  Examples of corporate usage of 

“Sweet Lullaby” have been discussed by Steven Feld (2000), who stated that the ‘recording 

had attracted a huge audience worldwide’ and sold approximately four million copies and 

appeared in several editions and remixes. 

The following case study explores the 1994 release of the song “Sweet Lullaby” and its 2003 

re-released version, and investigates the position of Deep Forest as world musicians and 

global pop musicians, discussing the techniques they employ to achieve this audience and 

industry reception. 

 

Although the reproduction of the 2003 “Sweet Lullaby” release includes musical and 

rhythmical features of the 1994 release, the changes that are made are significant to the song’s 

                                                

443 Examples of remixes can be located at 

 http://www.discogs.com/Deep-Forest-Sweet-Lullaby-Remixed/release/1101514 
http://www.existencemusic.com/index.php?option=com_content&task=view&id=81&Itemid=6 
http://www.deepforestmusic.com/news_sweet-lullaby-existence.htm 
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categorization as world music.  Musical adjustments made to the 2003 release reflect the 

development of the world music marketing category.  In the early 1990s, several years after 

the category had been established by music industry personnel, the main inclusions in the 

genre were that of  ‘ethnic’ and ‘other’ music. By 2003, the world music genre was no longer 

restricted by the strict marketing terms of ethnicity and otherness444 - rather, world music had 

become a major contributor to the global pop genre.  Recording artists such as Shakira, Indie 

Arie, and Ani D’Franco were gaining audiences through the popular music charts - musicians 

that ten years previously would have been classified as ‘minority music’, and marketed 

through the world music genre.  At the time of the 2003 re-release of “Sweet Lullaby,” the 

relationship between musician and genre had become inter-reliant; just as musicians such as 

Deep Forest gained exposure and promotion through the popular music category, the category 

expanded and gained audience breadth through the inclusion of ‘other’ music and musicians.  

The music industry was concurrently shaping, and being shaped by, musicians and audiences 

that had, until that time, been separated out into other music industry categories. The 1994 

release and reception of “Sweet Lullaby” was a contributor to the formative process that 

manufactured world music as global pop, and ten years later the same song, re-released, 

reinforced and qualified the genre. Thus, “Sweet Lullaby” provides an assessable example of 

a song that follows – and due to its current use,445 contributes to - the development of world 

music trends, and subsequent developing world music definitions.  

 

 

 

 

                                                

444 See Taylor, 1995 
445 Currently “Sweet Lullaby” is used on YouTube as the background music to “Where the Hell is Matt?”, 
http://www.youtube.com/watch?v=bNF_P281Uu4 
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“Sweet Lullaby” 1992/2003: Content Description 

This examination is based on contrasting released versions of “Sweet Lullaby”: the original 

1992 release, and the 2003 re-release. In the 1992 release, the piece begins with synthesised 

ambience, creating an aural impression of running water.  Samples from the rainforest and 

cicada-type insects are overlaid before the entry of a female vocal call. A water drum 

completes the introductory four bars. The combination of synthesizer and vocal call 

continues, although this is pushed further back in the studio mix, and chordal movement 

begins on synthesised strings in A major.  Successively, F#-G#-A are sounded on synthesised 

keyboard, and electronic drums begin a 4/4 dance beat.  The mix of synthesised strings and 

ambience is embedded with harmonics, and fluidly moves through the chordal pattern, 

although a definite harmonic rhythm is established in duple time. The “Sweet Lullaby” hook 

is played, a short and simplistic melody that became a musical entity after the initial release of 

the single, arguably through its use in contexts unrelated to the composition, such as The 

Body Shop’s advertising campaign.  The hook has been progressively re-sampled and re-

mixed for multifarious amateur and professional releases of the song.  Some of these 

recordings do not contain the Baegu lullaby, and rely solely on the hook for “Sweet Lullaby” 

recognition.446 

 

The hook is played, and it is on this sound palette that the lullaby begins, the first verse 

features Afunakwa447 singing solo.  Noticeably, there is latency of vocal to music that 

develops over the course of the song, due to the overlay of the “Rorogwela” vocal track to the 

instrumentation. This is most probably due to a slow rendering of the audio tracks as 

compared to the faster response of the MIDI commands. Arguably, the result of this meter 

                                                

446 http://www.existencemusic.com/index.php?option=com_content&task=view&id=120&Itemid=46 http://media.earth-rhythms.com 
447 the woman who is recognized to be the performer of “Rorogwela” on Zemp's recording.  
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delay is one reason the song contributed significantly to the ‘world music’ marketing category 

at the time, as the latency creates a sense of authenticity due to time lapses between the vocal, 

which sonically develops a impression of solitude. Opposing this, the accompanying studio 

effects in the Deep Forest MIDI accompaniments create a sonic musical community through 

the layering of several instruments. Concepts of metric form and perceptions of authenticity 

are discussed throughout musicology, with a discussion pertinent to the Deep Forest 

examination located in Kofi Agawu’s African Rhythm: A Northern Ewe Perspective (1995).  

Here, the author discusses free and strict rhythms and their significations in Northern 

Eweland music,448 discussing the ‘crucial formative element of language’ as being its ‘latent 

musicality’, which he identifies as ‘language [that] is turned into song when its latent musical 

elements are made patent, when the implicit becomes explicit, when the hidden becomes 

manifest’.449  With the abundance of responses from Deep Forest fans on forums and websites 

discussing the authentic sound created in the “Sweet Lullaby” recordings, it is feasible to 

suggest the audio/MIDI rhythmic discrepancy could account for this. 

 

 The form of the song follows the A:B structure throughout, building through additional 

voices in the chorus.  Following the entrance of Afunakwa’s vocal, the song continues with a 

standard Verse/Chorus (A:B) pop music arrangement.  The use of synthetic strings further 

promotes popular music, particularly as the lead-in450 to the chorus is built through studio 

layering, a feature of many popular music songs. Each return to the chorus of the song adds a 

studio choir, the voices ‘joining’ Afunakwa’s solo lullaby.  This, too, is an identifier of pop-

music, as a studio chorus is a feature in many pop releases. Percussion is not apparent in the 

song, aside from a hand drum that is a component of the introductory bars of the song.  

                                                

448 Agawu, K: pp.60-63 
449 Agawu, K: p.60 
450 Often referred to as the ‘climb’ 
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The “Sweet Lullaby” original recording and the following release in 2003 are both around 3.5 

minutes long.  Aside from making the song a suitable length for radio airplay, the musical 

structure of the piece was easily adapted to various commercial manufacturers to enhance and 

intensify their product campaigns.  Partially, this is due to the strophic form - or the ‘turn’ of 

the song; the music that is created around the original recording of the lullaby is continuous, 

with the hook being the only modification to the form, thus the song became easy to splice, 

and song recognition becomes immediate.   

 

Though the adaptations to the “Sweet Lullaby” release of 2003 are not especially noteworthy 

in singularity, together these changes are of significance as they follow closely the popular 

music trends of the late 1990s to the early 2000s.  A particular example of this can be located 

within the arranged instrumentation.  The key of G major, in which the 1994 release is 

written, is changed to A major for the 2003 release.  Possibly this is to accommodate the 

vocal range of Torroja, but another likely contextual relationship is the use of A major as a 

mechanism to convey a pop-like aural impression.  The arrangement in A major for acoustic 

guitar means that the open strings can be sustained throughout the chord changes, due to 

standard guitar tuning (E).  In the original key of G major, the chords could not function this 

way, as the unfretted strings of A major can not be applied in the same way to the original 

key.  Moving keys from G major to A major also opens the provision for the electric bass to 

play the open E6, but when transposed to G major, this note must fretted, affecting the overall 

resonance.  The open E6 retains the ‘sound’ of acoustic rock and pop music of the early 

2000s.  Several popular rock and pop bands, such as Creed and Oasis, and successful female 

singer/songwriters such Sheryl Crow and Alanis Morrisette, utilized the available sonic 

movement that the open guitar strings provide.  This sound was different to the previously, 
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and contemporaneously, popular electric guitar-led music that often focussed on chord 

progressions with powerchord shifts, commonly omitting the 3rd of the chord to enable the 

vocalist more movement to sing the minor/major intonations of the key.  Songs situated in A 

major songs often used the sustained 2nd of the chord; this sus2 could either move with the 

harmonic rhythm (Asus2/E) or it could last throughout the harmony, particularly in the guitar 

movement (Asus2/G/D/G).451  

 

The “Sweet Lullaby” re-release shares many similarities with guitar pop hits of early the 

2000s, both due to its key change, and the studio techniques that have been applied during the 

mixing process. The electric guitar features as the lead, yet contends with the acoustic guitar, 

which has been layered, mixed with an ambient reverb, and encompasses a panning technique 

that splits the guitar tracks into left and right - resulting in a glassy, ambient sound that is 

pushed to the front of the mix. In the 2003 re-release there is a slight increase in song tempo, 

advancing from 80-90 BPM in the original version to 90-100 BPM in the 2003 version.  The 

overall structure of the song remains unchanged, but instrumental arrangements, including 

harmonic and rhythmic alterations, are the more apparent differences in the two recordings.   

 

The 2003 release has been re-developed, featuring Ana Torroja singing the lead vocal. 

Torroja is a Spanish singer who, prior to the album, had toured extensively throughout North 

and South America with her band Mecano, and during 2003 performed a solo tour in Europe. 

She has been involved in numerous musical collaborations, including that of “Sweet Lullaby” 

with Deep Forest, alongside her pop-music career, through which she has released eight 

albums. The relationship between Torroja and Deep Forest developed before the 2003 “Sweet 

Lullaby” release, with Torroja performing on Deep Forest albums Comparsa (1997) and 

                                                

451 An earlier example of this harmonic movement is located in the verse chordal pattern of Def Leppards “Two Steps Behind” (1993) 
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Made in Japan (1999).  In addition, Deep Forest’s Eric Monquet had previously composed 

material for Torroja, which she released outside of the Deep Forest formatted albums.452  The 

inclusion of Torroja as ‘the voice’ of “Sweet Lullaby,” a song that before this re-release was 

firmly established in a world music domain, resulted in a re-establishment of “Sweet Lullaby” 

as a form of global popular music.  The 2003 release, arguably, is strategically arranged in a 

popular music format due to the instrumental design and the decision to use a ‘new’ and 

‘contemporary’ vocalist, and the tapping into of the early 2000s trend of pop music as 

‘acoustic guitar led music’.  Alanis Morrisette’s 2002 release of “Hands Clean”, and Dixie 

Chicks’ 2002 release of “Landslide” are amongst those songs that that are implicated in the 

studio-effects, instrumentation and arrangements of the 2003 “Sweet Lullaby” release, with 

the inclusion of Ana Torroja as vocalist further signifying this inculcation to popular music 

culture.  Overall, this indicates that the “Sweet Lullaby” song, and its creators, Deep Forest, 

have evolved by following trends in popular music, and in this evolution have successfully 

relocated their music as a brand that accommodates both the popular music and world music 

industry genres.   

 

Case Study 4: “Thiruvasagam” 

Thiruvasagam (2005) is an amalgamation of Indian and European classical music composed 

and orchestrated by popular South Indian composer Maestro Ilayaraja, with English lyrics 

written by American playwright Stephen Schwartz.  Laszlo Kovacs conducts the oratorio, 

performed by the Budapest Symphony Orchestra.  The album also contains performances by 

nine vocal soloists and four vocal choruses, totalling 120 singers. The album contrasts with 

the construction of Deep Forest’s “Sweet Lullaby”.  Where Deep Forest’s use of non-western 

music invites accusations of appropriation, Ilayaraja’s Thiruvasagam is an example of a 

                                                

452 http://www.ericmouquet.net/ 
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reverse-appropriation, where an Indian composer uses western classical elements deliberately 

in an Indian context.  Described by the producer as a ‘classical crossover’, Thiruvasagam is 

the first oratorio written in Tamil, the text comprised from a collection of sacred hymns on 

Lord Shiva titled Thiruvasagam, written by 7th century poet Manickavasagar.  Ilayaraja’s 

recreation of these hymns has produced this epic oratorio, a project that has gained global 

publicity and much popularity in India. 

 

The compositional work was co-ordinated by Tamil Maiyam, a registered non-profit 

organization that supports Tamil art, culture, and literature.  This organization was founded 

by Catholic priest Fr. Jegath Gasper Raj, whose recent focus is on the re-popularisation of the 

ancient text of the Thiruvasagam to Indian people.  Through Christian priest Fr G.U Pope, a 

translation of the Thiruvasagam into English was established in the early 19th Century. 

However, the approach of Tamil Maiyam focused on Maestro Ilayaraja creating an innovative 

work with the hope that Manickavasagar’s teachings would be absorbed by a younger Tamil 

generation. The album draws heavily from western classical music.  The reason for this, 

according to the composer, is that ‘western classical music is participative.  Look at the 

number of people who are involved in a symphony. Our traditional music is lonely’.453 

 

 With the American Thiruvasakam in Symphony Foundation co-ordinating the U.S. activities 

behind the project, a line-up of musicians from various cultures, and a Christian foundation 

providing funding on a work to encourage absorption of Hindi belief, this album is a global 

compound, made of musical, cultural and religious components, that is described as a 

‘crossover’ by its producers.  In an article by Dhanya Parthasarathy for The Hindu (2005),454 

an online edition of a national Indian newspaper, Ilayaraaja’s cross-cultural aspirations are 

                                                

453 Ilayaraaja (2005), quoted in Article is located in http://www.hindu.com/mag/2005/07/10/stories/2005071000410500.htm 
454 Article is located in http://www.hindu.com/mag/2005/07/10/stories/2005071000410500.htm 
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described as: ‘he dared to touch a sacred verse and take it on a cross cultural journey’. This 

statement echoes the many discussions held on Thiruvasagam forums on the Internet, from 

Ilayaraaja’s fans. Here, his audiences promote, discuss and ‘argue over’ the meanings within 

his music. To his fans, these meanings derive from more than just the aural interpretation or 

lyric of his music; to some of his audience, meanings within Ilayaraaja’s music promote a 

deeper cultural context.  One example of this is where a fan discusses the ‘colour’ of the raga 

(unique scale pattern) and its ‘uses’ to convey emotion: 

 

Ilayaraaja was very prolific in the sudha madhyama counterpart of panthuvarli, that is 

mayamalavagowlai. Since mayamalavagowlai is relatively very flexible, you can 

distinctly show the colour of the raga just by traversing its notes alone. Not much of 

gamakam is needed. You can use this for all kinds of situation like sadness, happiness 

etc. Ilayaraaja has completely exploited this ragam to the point of its fullest use, so 

that no other music director can bring out any better than him from this raga. His first 

song in this scale probably came in ponnu ooruku pudhusu (enna paatu paada enna 

thalam poada!). His other mayamalavagowlai are manjal nilavuku inru (pagalil oru 

nilavu), anthi varum neram (munthanai mudichu).455  

 

That the author venerates Ilayaaraja is characteristic of his audience response. From listening 

the first track on the Thiruvasagam album, a fan writes:  

 

                                                

455 discussion in http://www.facebook.com/group.php?gid=30381114440 
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Best of Manicavasagar's songs I used to sing and captivate the worshippers-

palininaithoodum, n-amachiva etc are really the great work of manicavasakgar 

begging he lord siva to accept him as he has relinguished his lfe [sic]in the world.456   

 

Tamil Maiyam, the non-profit organization that was established by Fr. Jegath Gaspar Raj to 

promote Tamil art, literature and culture, and the organization that supported the creation of 

Thiruvasagam, discusses the financial situation that the recording of the album required, 

positioning it as an album that, at the time of release, was in debt. In a statement presented by 

Parthasarathy for the newspaper, ‘The Hindu’, he is quoted as saying ‘At Tamil Maiyam, we 

went on a borrowing spree to fund the project. Our borrowings now stand at about Rs. 

75,00,000, some of it at over 20 per cent interest rates’. Parthasarathy adds that ‘To pay it all 

back, they need to sell at least 200,000 CDs in the first three months’.  This is a statement that 

is in keeping with the ethos of the album’s marketing, much of which was performed through 

the album’s official website, www.raja.com.457 At this website, Ilayaraaja wrote posts in 

response to his fans, and connected with them in a way that was more personal than most 

traditional fan-sites. The descriptions of Ilayaraja by his fans are ‘God of Music’, ‘Prolific’, 

‘Guru’, with some of his fans stating, ‘I bow my head to the emperor of music’, and another, 

who gave ‘gratitude and thanks’.458  Clearly, the album and its marketing has affected its 

audience in a profound way. 

 

                                                

Translation of terms are as follows: 
sudha madhyama refers to a division of the Melacarta ragas 
panthuvarli is the 6th ragam from Subhapanthvaralei 

gamakam refers to ornamentation used in the performance of Indian classical music (the variances of pitch in the notes) 
ponnu ooruku pudhusu, manjal nilavuku inru, manjal nilavuku inru are compositions written by Ilayaraaja, and feature in the movies enna 

paatu paada enna thalam poada! and pagalil oru nilavu. 
456 http://www.youtube.com/comment_servlet?all_comments=1&v=6E935l0XVWk 
457 Since the writing of this chapter the website has been discontinued ‘due to maintenance issues’.  Many of the Ilayaraja’s fans have listed 
forums and threads on another site, located at http://www.network54.com/Forum/89102/thread/985666995/Dear+Ilaiyaraja-

+We+Fans+Thank+You 
458 ibid 



 138 

Fr. Jegath Gasper Rag discusses the proposition of Tamil Mayam, a Christian organization, 

financially supporting an album that draws from the Hindu religion. He states: ‘In Tamil 

Nadu, there's a legacy of cultural involvement of Christians in the Hindu religion, right from 

the days of G.U. Pope. If we didn't do the project, it is not Thiruvasagam's loss, it is ours’. 

One specific aim of the composer was to popularise Indian music globally,459 an aspiration 

that demanded skilled directorship in order to successfully merge the music traditions of 

various cultures.  With the scope of the subject matter, the variance of the intended audience, 

and the sheer work involved in composing, arranging, orchestrating and performing this 

amalgamation of Indian and Western music, it is possible that Ilayaraja’s Thiruvasagam could 

have failed to reach Ilayaraja’s goal.  This is, however, not the case, and speculatively, this 

could be due to the personal connections that Ilayaraja made with his audience on 

www.raaja.com.  

 

On his own website, Fr. Jegath Raj, discusses the assimilation of western cultural aspects, and 

states that ‘integration need not necessarily mean dissolution of individual identities. 

Harmonious integration is possible among cultures and civilizations, which retain their unique 

characters and identities’.460 The album has achieved global success, with American Steven 

Schwartz (Thiruvasagam co-lyricist) stating that he was ‘thrilled with the final CD, as I knew 

I would be when I listened at Sony Studios during the mix, and immensely proud to have 

been a small part of this project’.461 

 

                                                

459 Maestro Ilayaraja, at www.raaja.com  
460 http://www.jegathgasper.com/meet.html 
461 http://www.stephenschwartz.com/wp-content/uploads/2010/08/thiruvasakam1.pdf 
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“Thiruvasagam”: Content Description 

Thiruvasagam consists of six movements, opening with “Poovaar Senni Mannan”, which 

introduces Ilayaraja singing the first selected Thiruvasagam verse interwoven with male 

chorus and a western classical scoring of the orchestra.  While the melodic movement in the 

verse builds upon carnatic ragas, and musical phrasing relies on asymmetrical form 

(detracting from the establishment of a western classical musical setting), the emphasis in the 

orchestral arrangement is in percussive accents and the utilisation of woodwinds and strings, 

achieving a western filmic sonic atmosphere.  This is further achieved by the call and answer 

style of Ilayaraja’s singing with the movement in the strings. An achievement is Ilayaraja’s 

use of the four choruses, which tend to determine the dynamics of the movement depending 

on their inclusion or exclusion at various places within the song.  “Poovaar Senni Mannan” 

sets up the thematic material for the remainder of the album, and although the lyrical content 

is profound (drawing from the Thiruvasagam verse), the music is an elaborate interconnection 

of simple musical elements, including the tonal limitations of the chosen ragas as a thematic 

backdrop for which the western scoring is arranged. The arrangement does not move outside 

the denoted tonal area, rather the layering of the instruments within this tonal area creates the 

musical substance of the piece.  

 

The second movement, “Pollaa Vinaiy En” is the longest on the album at over 20 minutes, 

featuring tenor, Ray Harcourt.  Ilayaraja’s treatment of the complex subject matter is 

displayed here in his juxtaposition of English and Tamil language, his amalgamation of 

conventional western harmony and carnatic ragas, and in his cinematic approach to the 

majestic orchestral arrangement of this work. A particular feature of this piece is the a capella 

section, with rich harmony set for the Tamil male chorus. One would expect the music to 

sound chaotic due to the vast contrasts of style, however, order is established through 
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Ilayaraja’s discipline in using musical classifications in their conventionalised form  - that is, 

he has not changed either the ‘western’ or ‘Indian’ sound, but has adapted the context that 

they are generally heard in.  “Pollaa Vinaiy En” relies on the warmth of the harmonic 

movement that functions in a major tonal area, juxtaposed against the following section where 

the vocal soloist sings within the relative minor of the same tonal area.  This establishes the 

strong ‘western’ sounding choral arrangement, as much classical and cinematic music adheres 

to this harmonic formulation.  Further to this, “Pollaa Vinaiy En” twice uses the ‘Tierce de 

Picardie’, a popular European classical harmonic device, to resolve sections of the song.  

However, the majority of the lyrics are sung in Tamil, and the Carnatic raga returns after the 

vocal symphony to re-establish the utilization of Indian Art music. This, as the second 

movement in Thiruvasagam, serves to appeal to both Indian and non-Indian audiences as it 

promotes the popular and classical musics of both India and the classical and non-classical 

West.   

 

Movement number three features Ilayaraja and his daughter Bavatharini singing 

“Pooerukonum Purantharanum”, an upbeat and unfettered composition that is in contrast with 

the previous verse. The piece opens with a Romantic string crescendo, followed by an Indian 

violin.462  The vocal begins, the orchestra playing imitations of the melody; again, the 

arrangement of instruments is focused heavily toward winds and strings.  The brass section 

makes a brief appearance, but overall this song presents a lush Romantic arrangement of 

Thiruvasagam verse.  

 

Movement four, “Umbarkatkarasaey” continues to emphasise the strings and winds, the 

orchestral arrangement sounding particularly cinematic. Ilayaraja sings a convincing lament, 

                                                

462 The Indian violin whilst similar to the European violin requires tuning the strings in pairs an 8ve in distance.  Also, the Indian violinist 
engages a different posture to the traditional European violinist, and sits cross-legged on the floor. 



 141 

interceded with lush choral accompaniment and dynamic variation.  The extensive use of 

conventional western modulation, and a melody that intertwines both non-eastern cinematic 

nuances with Indian Art music and yet heralds moments of Indian popular music, further adds 

to the contrast Ilayaraja evidences in the cross-pollination of these musical traditions.   

 

The fifth movement, “Munthu Natraman”, features over six solo vocalists, plus a large vocal 

chorus.  The orchestral accompaniment of this song is reminiscent of music that was 

commonly written for 1930s and ‘40s American musicals, and uses similar formulaic and 

conventional musical devices. The composition is rendered perfectly by the interplay between 

the crisp singing of the Indian male and female chorus, who encapsulate nuances of the style 

within their performance. The style of music written for this Thiruvasagam verse is firmly set 

in cinematic music and leaves a light and celebratory sonic impression.    

 

The final movement, “Puttril Vazha Aravun Angen”, begins with Ilayaraja speaking and 

singing to the orchestra, which sounds instructional, as the orchestra replies in imitative 

musical phrases. Clearly, this introduction is divergent from the rest of the album, and is 

perhaps a reminder of the ability to compose extemporaneously for which Ilayaraja is 

renowned.  Musically, this song relies on a thematic approach, and because of this, sounds 

conventionally ‘western’. Vocally, Ilayaraja recapitulates fragments of melody from the 

previous verses, and the song ends abruptly with the phrase ‘Puttril Vazha Aravun Angen’. 

 

This is an album of high production values.  The sound is of extremely high quality due to the 

employment of Grammy Award winning sound engineer Richard King. The ambience of the 

Budapest Symphony Orchestra, the warmth of the Tamil and English chorus, and the 

intricacies of the solo vocalists are all captured and mixed sensitively, giving an overall 
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balance and rich texture that complements the depth of the story and complexity of the 

composition.  The booklet accompanying the album is of simple but effective design. The 

lyrics appear to be handwritten. The inside booklet has the same title as the front cover, but is 

translated in Tamil.  Featured within the booklet is the time Ilayaraaja took to compose the 

album, which equated to fourteen days. 

 

Conclusion: Intentional Hybridity in “Sweet Lullaby” and “Thiruvasagam” 

Deep Forest’s “Sweet Lullaby” reveals a combination of all three forms of intentional 

hybridity, predominantly receptive hybridity. The band’s audience constructs “Sweet 

Lullaby’s” interpretation and use in its reception, and the interpretations and uses of the song 

are multifarious.  This is made evident through the continuous postings and responses on 

Deep Forest’s fansites, and through the cult-like following that “Sweet Lullaby” received, 

judging by the many amateur and professional recordings uploaded to the World Wide Web.  

Although Deep Forest’s stylistic assemblage of musical and rhythmical parts of the Baegu 

lullaby “Rorogwela” with their original electronic accompaniments has made this reception 

possible, it is not until the act of consumption that the device of receptive hybridity is 

effectuated as the dominant form of “Sweet Lullaby’s” intentional hybridity. Though it can be 

argued that the intentional hybridity driving “Sweet Lullaby” is similar to that located in 

Graceland and Buena Vista Social Club - because of its inherent conceptual hybridity  - the 

action of hybridity in this recording is not characterised by this. Rather, receptive hybridity is 

the device that propelled “Sweet Lullaby” to its position of significance to world music 

audiences.  In both 1992 and again in 2003, it was the consumption and absorption of the 

song and its diverse use in mass culture which sustained its popularity and provided a 

platform for its arguable status as a world music icon.   
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There are several more examples of the use of receptive hybridity apparent in the “Sweet 

Lullaby” case study, with perhaps the most prominent located in the use of the song to 

accompany the Youtube video, “Where the hell is Matt?,”  a video that depicts traveller 

Matthew Harding dancing to “Sweet Lullaby” in many different global locations. Due to the 

attention that the video received, the video and accompanying song have received global 

dissemination through Internet forums, and eventually, the Youtube site.  This has not only 

popularised Deep Forest’s release of the lullaby, but the device of receptive hybridity has 

prompted immense discussion on the moralities involved in adopting and adapting music 

from outside of a prominent artists own geo-cultural area.  The Deep Forest musicians partake 

in many of these discussions through their home website. 

 

Another example of receptive hybridity in the “Sweet Lullaby” case study is established 

through the primary source of the Deep Forest World Mix (1994) liner notes, where the 

consumption of regionally sampled musics is described as ‘gathering all peoples and joining 

all continents through the universal language of music’.463 

 

Ilayaraja’s Thiruvasagam is a complicated fusion of the characteristics that make up the 

model of intentional hybridity, and challenges the divisions from which the model is formed.  

Unlike the case studies observed in the previous chapter, where the presence of intentional 

hybridity tends to fall clearly within the bounds of the definitions, Thiruvasagam utilizes most 

of the intentional hybridity model in both its musical construction and its overall production.  

This is predominately due to Ilayaraja’s compositional style, where the album was recorded 

and mixed simultaneouly with the music’s construction.  

                                                

463 Liner notes: Deep forest World Mix (1994) 
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Initially, Thiruvasagam appears as a manifestation of conceptual hybridity, as the music and 

its production is designed primarily as a cross-over product.  But where Graceland (and 

similar album productions) purport a design of ‘cross-over’ for the establishment of ‘world 

music’ sentiments for album and artist marketability, Thiruvasagam was created as a ‘cross-

over’ for the utilization and absorption of Tamil language and culture, in particular the 

teachings of Manickavasagar, to both Indian and western audiences.  Driven through the 

device of receptive hybridity, the product forms intentional hybridity upon the reception of its 

audience.  Where Graceland is intentionally hybridised at conception, through the marketed 

proposal of a western star performing with non-western, local musicians, Thiruvasagam is 

receptively hybridised because this proposal is accepted by its proposed audience, and the 

album is interpreted in the specific way that the composer intended.  The instructive nature of 

Thiruvasagam is made evident on the composer’s official website, and affirmative responses 

to this website can be found on many different Thiruvasagam forums, some of which have 

been documented in this case study.   

 

Another device that enables the intentional hybridity of this album is synchronal hybridity, as 

Ilayaraja’s composition brings together both his western and Indian musical heritage.  

However, where synchronal hybridity generally emulates music composition resulting from 

‘jamming’, in Thiruvasagam this synchronic music composition results from the collaboration 

of two of the composer’s own music traditions.  Due to Ilayaraja’s contemporaneous 

compositional technique, the device of synchronal hybridity is actioned, where this would 

otherwise be an example of a conceptual hybrid.   

 

This chapter has illuminated the complexity of musical composition, and the structure of 

production, that both the song “Sweet Lullaby” and the oratorio Thiruvasagam contain.  
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Whilst the previous chapter highlighted productions that could be more obviously analysed 

through the devices of conceptual hybridity, both Deep Forest and Ilayaraja’s products 

contained characteristics of all the intentional hybridity devices.  The complexity of these 

examples further illustrates the diversity of music production that is categorized as world 

music. Furthermore, it displays a need for an analytical model such as this in order to further 

understand and clarify the similarities and differences that abound through the process of 

creating music, as opposed to the analysis of ‘world music’ from the perspective of an end 

product. 
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Conclusion 

This study has presented an overview of world music research, with particular attention to key 

theoretical discourses, including that of Bakhtin (1981), Taylor (1997) and Kraidy (2005),  

and applied these to four case study examples of world music. These case studies reveal a 

clear place for the discourse of hybridity, especially the notion of intentional hybridity in 

discussions of world music, and provide a basis for suggesting that intentional hybridity can 

play an illuminating role in the examination and analysis of world music as a genre, quite 

aside from the genre’s commercial definition. 

 

Especially significant is the observation that understandings of world music are informed as 

much by populist discussion as academic writing, and that the associated tropes of ownership 

and appropriation raised in this discussion are themselves debated by participants in this 

music genre due to the absence of a method for analysing and describing the world music 

genre.  Much of the thesis has been devoted to constructing this understanding for world 

music, drawing from both academia and from expressions of world music in popular culture. 

 

Meanwhile, theorists from the disciplines of cultural studies, indigenous studies, post-colonial 

studies, linguistics, and social studies alike have all made excellent and relevant contributions 

to the area of cultural hybridity, and in ethnomusicology some of these theories have been 

incorporated to generate knowledge about the way that expressions of world music exist and 

operate in the globalized world.  Nevertheless, the question of ‘what world music is’ remains 

unsettled in both academic and populist literature, with varying conclusions regarding the role 

and relevance of the world music genre tending to remain undefined.   
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With this in mind, the invocation of intentional hybridity presented in this thesis does at least 

serve to advance the discourse of what world music ‘is’ by helping to demonstrate how ‘it’ 

functions in the contemporary, globalized world.  Whilst the method was developed and 

utilized in the analyses of the four case studies contained in this thesis, these case studies 

represent a very small slice of extant world music offerings, and further research would be of 

enormous benefit to understanding the mechanics of world music in totality.  This thesis is 

successful, however, in the aim of demonstrating the potential for this theory base to 

contribute to research methodology.  The conceptual framework offered in this thesis has 

provided a means of ascertaining some similarities and differences between extremely 

divergent examples of world music production, which were developed, scored, produced, and 

marketed to different audiences, both culturally and historically. 

 

Applying the concept of intentional hybridity to world music was of paramount importance to 

discussing the structures of music within the genre.  Moreover, when closely inspected, it was 

apparent that although there were many different musical elements in the particular songs 

examined, there were also similarities which could be broken down as examples for analysing 

hybridity as a characteristic of music production within the genre. Ultimately, the intentional 

hybridity model can facilitate better understandings of world music for scholarly debate, 

particularly in the area of ethnomusicology where current analytic models tend to refer to 

ethnicity and geo-cultural locations as determinants for inclusion in the world music genre. 

These understandings can extend to the literature of world music, where new developments in 

the documenting of world music manifestations may be able to take place.  Through these 

provisions, populist understandings of world music can potentially be better aligned and 

informed. 
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