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INTRODUCTION—COLLABORATIONS

kulturbolaget, malmö, sweden, 17 August 2011, 9 p.m. In the low light of the stage, José starts the concert with the bass line. Dum dum. Dumdum. After a few measures, Malian artists Lassana and Yacouba join him on the balafon, calabash, and tama. Alain and Lennis come in with a classic Cuban riff on the trumpets, and the audience starts to cheer. The stars of AfroCubism start to emerge, one by one. First, Djelimady, a tall, burly sixty-five-year-old emerges from the wings in his flowing iridescent green boubou. He picks up his electric guitar and walks eagerly to the front of the stage to solo. In just a few seconds, he gives the audience a taste of his mastery of an instrument they normally associate with the likes of Jimi Hendrix, jeans, and a shaggy haircut. After taking a minute to bask in the audience’s surprise, Djelimady cedes the stage to Bassekou Kouyaté on the tiny ngoni, then Toumani Diabaté, who, judging from the audience’s cheers upon his appearance, is already known to Malmö African music lovers. The cheers grow louder as Eliades Ochoa enters wearing his cowboy hat, recognizable to many familiar with his work in the Buena Vista Social Club. Finally, the Malian vocalist Kassé Mady Diabaté enters from the right side of the stage. His cascading vocal lines mesmerize the audience. Kassé Mady walks up to Toumani and raises his hand, complimenting Toumani, albeit in a language the audience does not understand. Kassé Mady then walks over to Eliades to offer similar accolades. This is a routine Eliades has become accustomed to after twenty concerts over the past two months. He stands and smiles as Kassé Mady sings to him. Despite the linguistic barrier between Kassé Mady and his Swedish audience, he gets the crowd cheering and moving, eager for more.

As the song comes to an end, Bassékou asks in English, “Are you happy?” He yells, “Malmö, ARE YOU HAPPY?” Eliades interjects in his quick Cuban Spanish: “I speak like I do in Santiago [de Cuba]. Because we can’t talk, it’s better to play more.” The audience mumbles, a little unsure of what just happened. The few Spanish speakers in the audience whisper to their neighbors what they thought Ochoa said. Relieving the audience of their confusion, Toumani starts telling the audience, in English, about Mali, the history of the Mandé Empire, and the griot tradition. He explains that West African griot culture comes from the ancient Mandé Empire and has seven hundred years of history. He then tells the audience, “We offer a message of peace. Everyone is suffering. We offer culture. We need to support culture in these hard times. Because in culture, we have religion, too.” After asserting the importance of spirituality in life (he is a practicing Muslim), Toumani continues, “Europeans only know 5% of African culture. There is just so much [African culture].”

Toumani would know. After almost thirty years as an active performer in the world music circuit, he understands what his audiences are familiar with and what they find compelling. He knows they are interested in his ties to centuries of history and tradition, and he knows how much they love the sounds of the Buena Vista Social Club, even twenty years after the group’s first release. He sees the many world music collaborations he has participated in over the years as interesting artistic adventures as well as good business moves. After all, collaborations, from Paul Simon and Ladysmith Black Mambazo in 1986 to Manu Chao and Amadou and Mariam in 2005, have been successful in the industry. Collaborations, he tells me, can be key to African musicians’ success. They can also, he cautions, “steal the authority and the notoriety of these African musicians” (interview, 25 February 2012). Toumani tells me that AfroCubism’s Cuban-Malian collaboration, however, is “equitable.” The artists in this group are all from the “global south.” Toumani himself grew up hearing the sounds of the Cuban Orquesta Aragon as well as Cuban-influenced African bands such as Djelimady’s Rail Band and Kassé Mady’s Badema National in 1960s and 1970s. After all, African musicians around the continent such as the Congolese TPOK Jazz and the Senegalese Orchestra Baobab took up Cuban music in the mid-twentieth century and claimed it as a marker of black Atlantic connections and of a cosmopolitanism untethered from European colonial powers. Today, Cuban/African bands popular in Africa in the 1960s and 1970s, such as Orchestra Baobab, have moved into the world music scene in Europe and North America, and world music producers and musicians have created new West African–Latin American collaborations, such as AfroCubism, expressly for this market niche.

After Toumani finishes explaining the history of the Mandé Empire, I find AfroCubism’s manager Saúl in the audience next to the soundboard (manned by Johannes Bellinck, a Dutch sound engineer experienced in working with traditional Malian instruments who has been with Toumani for many years). I say hello and comment on how the band members aren’t talking as much on stage today, something I know Saúl has been trying to get them to cut down on. Saúl responds, “It’s much better, isn’t it?” He seems relieved that they’ve cooled their banter. He is worried about flow of the show. Only Toumani speaks much English, and Bassékou’s repetitions of “Are you happy?” get old after a while. The musicians are at times so difficult to understand that the banter breaks up the performance instead of enhancing it. Even though I know that the musicians like speaking to the audience and interacting with them, I agree that the pace of the concert is better without so much on-stage banter. Saúl wants to support the artists, but he also wants the audience to have a pleasurable experience that they will tell their friends about. At 9 p.m. on a Friday, the audience likely is not looking for a discussion of history anyways. They want to have a good time. Saúl, however, does not have the microphone.

The next song starts with Bassékou’s solo. He strides right to the edge of the stage. At over six feet tall, he towers over the audience in a gigantic flowing boubou as he starts playing a rhythmic ngoni solo (see Figure I.1). Behind him, Osnel puts down his guitar for a moment and raises his hands in the air and mimics gigantic claps, cueing the audience to clap along. Suddenly, Osnel waves his fingers, indicating to the audience to be quiet, and Bassékou starts playing a virtuosic unmetered solo. Here and there, he lingers on what sounds like a blues note, or a short blues lick, a sound the audience cheers enthusiastically. Bassékou has insisted to me on several occasions that he is not influenced by American blues and that his playing is “100% Malian.” He contends that American blues and Cuban son are West African. “We are the grandfathers and the fathers” of these musics. By listening to his music, Bassékou claims, we Americans can better appreciate the Buena Vista Social Club and Muddy Waters. He knows that these are familiar sounds for his listeners, and his smile as he lingers on those blues sounds betrays his expectation of recognition from the crowd.
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Figure I.1 Djelimady Tounkara (at Festival de Casablanca. Casablanca, Morocco, 1 July 2011) and Bassékou Kouyaté (at Bonaroo. Manchester, Tennessee, USA, 8 June 2012) in performance with AfroCubism. (Photos by the author)



This book tells a story of how musicians, industry personnel, and audiences encounter one another in local and global markets. I tell this story through the lens of AfroCubism and Orchestra Baobab, two bands that combine Cuban and West African musics, by following these stakeholders from their West African homes to European and North American performance spaces to London record label offices. I examine the processes behind world music’s production, promotion, and consumption by asking: What experiences do people have as they engage with musics across three continents? What ideas are fostered in these experiences? Why and how do people embrace and make these musics meaningful across geographical, political, and cultural boundaries?

This story unpacks how people create music and music cultures through global encounters. Here, however, musicians, industry personnel, and audiences do not simply encounter each other. Rather, they collaborate with each other to create, promote, and consume commodities that are successful across three continents (albeit in different ways). Understanding these collaborations elucidates how people produce knowledge about global markets, colonial histories, the black Atlantic, Mali, Senegal, and Cuba.

The New Oxford American Dictionary defines collaboration as “the action of working with someone to produce or create something” (3rd ed., s.v. “collaboration”). There are two parts to this definition: the act of working with others and the creation of an end product. Even though these actors work together, they see their labor and its products quite differently. Collaboration, in these contexts, as anthropologists Anna Tsing and Louise Meintjes note, is “not consensus making but rather an opening for productive confusion” and for varied “interpretive moves” (Tsing 2005:247, Meintjes 1990:38). These are the processes that make up world music’s creation and consumption. Tsing argues, “Cultures are continually co-produced in the interactions I call ‘friction’: the awkward, unequal, unstable, and creative qualities of interconnection across difference” (2005:4). Collaboration here is not always a utopian or satisfying endeavor. Individuals’ cultures, politics, and personal perspectives shape encounters in ways that leave participants variously frustrated, content, and excited. Compromise most often accompanies collaboration. To understand the products of collaboration, Tsing notes, we need to examine the creative and at times confused labor behind them. We need to understand the collaboration. We need to examine the harmonies and frictions—conflicts, confusions, and surprises—that musicians, industry personnel, and audiences negotiate as they move between and combine Cuban and Malian melodies, Norwegian and Senegalese markets, and histories of slavery and independence in unstable and dynamic ways—as they sift through “complicated pluralities, uneven experiences, and consolidated powers” (Feld 2000:146). As these actors create and consume profitable and pleasurable experiences, they are also complicit in perpetuating uneven power dynamics and are trepidatious about the ways in which the industry might put musicians, as Barbara Browning writes, “back in a figural slave ship of exploitation” (Browning 2012:168). Uneven experiences and power dynamics across centuries and continents are central to this study.

Here, globalization and collaboration intersect. Globalization often refers to the global reach of international industries and markets. While the phenomenon seems like an impersonal one based on commodity exchanges and foreign policies, encounters between peoples and ideas are essential to globalization.1 Musicians, industry personnel, and audiences clash, come together, and position themselves in different ways as they engage in highly personal collaborations marked by globalization and imbued with the histories of transatlantic movements of peoples, colonialism, and the global music industry. They are collaborations marked by disjunctures between histories, ideologies, media, and peoples, or as Arjun Appadurai writes, “the multiple worlds that are constituted by the historically situated imaginations of persons and groups spread around the globe” (1996:33). Bassékou and Toumani negotiate with their audiences and with Saúl as they simultaneously assert their Malian identities and retell the history of the black Atlantic. In so doing, they engage with various global exchanges: the transatlantic slave trade, French colonial powers, Cuban-African political ties in the 1960s and 1970s, and the European/American world music industry. Musicians, audiences, and a tour manager negotiate different histories of and ideas about these exchanges as they build collaborations within and across disjunctures.

The collaborations in this book are direct and indirect; they are imbued with different histories, identities, cultural understandings, and goals. While the nature of these encounters varies widely, within each one, people work to reconcile multiple realities, identities, and desires in order to find spaces between the possible and the actual—spaces where they both break out of and reinforce the status quo. Industry professionals balance essentialist and anti-essentialist ideas of non-Western musics as they seek to fulfill Western audiences’ expectations of world music, build productive relationships with musicians, and redefine (and perhaps even get rid of) world music altogether. Musicians, too, balance essentialist and anti-essentialist expressions of their identities—in addition to the legacies of colonialist exchange—as they work to build their careers, create fulfilling performances and musics, and recreate Western ideas about Mali, Senegal, and Cuba. Audiences reconcile their complicity in unequal power structures and essentialist ideas with their desires to push back, promote peace, address poverty and global warming, and question their European/North American status quo. In all of these encounters, people redefine themselves and their places in international exchanges. They negotiate their own needs in new spaces, economies, and cultures. By studying artistic, commercial, and performative encounters, I show how people engage with world musics in meaningful ways—how these encounters produce meaningful music cultures.

To tell this story, I examine how people perform, curate, and experience music. By focusing on these processes, I counterbalance a narrative so often seen in popular media and scholarly literature: that of the African victim and the powerful selfish Westerner. The encounters in this book produce art and experiences that cannot be reduced to a victim-perpetrator narrative. Musicians’, audiences’, and industry actors’ complex relationships force a reexamination of assumptions about power and commercial relationships between the West and the “other” as well as between humans and larger economic and political structures.

The processes involved in world music’s production and consumption parallel the actions of ethnomusicologists and anthropologists in ways that often make scholars uncomfortable. World music holds a mirror up to our work. In both areas, Western professionals often broker and mediate non-Western ideas and products for Western consumption. Thus, numerous scholars have studied world music. Many have focused on the circulation of “world music” recordings in Europe and North America.2 They have shown how meanings change and artists’ voices (as well as their control and compensation) are lost when sounds are split from their sources and Western artists and record companies manipulate, appropriate, and redistribute them. They have demonstrated that, although non-Western musicians may experience a certain amount of financial and personal gain by participating in this globalized industry,3 unrestrained capitalism within the industry allows Westerners disproportionate power in determining the sounds that are heard, how they are presented, and the ways money is distributed.

While these critiques offer sound analyses of a global industry, they often neglect the complexities of practices and negotiations that musicians, industry personnel, and audiences engage in as they create, promote, and consume world music. Scholars have, however, examined the complex negotiations musicians and listeners engage in as they build local, national, and cosmopolitan subjectivities in Dakar, Kinshasa, Bamako, Accra, and Harare (Shain 2002, White 2002, Skinner 2015, Feld 2012, Turino 2000). They have also examined how musicians in diaspora communities engage with the world music industry while renegotiating their identities as they find spaces for themselves in new nations (Silverman 2012, Zheng 2010). And others have examined musicians’ experiences in world music concerts in Europe and North America (Levin 2006, Ebron 1993, Tang 2005). While these scholars elucidate musicians’ engagement with and perceptions of international markets and spaces, they do not often examine how people and perceptions interact. Drawing on the “multilayered, stratified, interactive, frames of musical, social, and symbolic action” that scholars have provided, I examine audiences’, musicians’, and industry professionals’ perceptions of each other as well as their collaborations (Monson 1999:32). I am most interested in analyzing how this unique group of actors interacts and collaborates with one another as they work to “reconcile local concerns with global interests and assert themselves within an uneven and postcolonial and diasporic world” (Skinner 2015:2–3). I add new voices to these frames and perspectives to further elucidate how people work with and within the world music industry across three continents in this uneven postcolonial world.

I explore mediation, agency, and power in specific spaces: live performances, record company offices, tour buses, green rooms, concert halls, and muddy festival encampments. I examine contexts where sounds and images are not split from their sources, as recordings are,4 but are visibly and tangibly connected to people. Musicians, industry personnel, and audiences are often co-present.5 They collaboratively create sounds and images and make various interpretive moves as they address productive confusions, cultural and historical (mis)understandings, linguistic barriers, and aesthetic preferences. By studying how people perform in and experience spaces around the world, I show not only how Westerners manipulate globalization but also how, in working and playing with each other, musicians, industry personnel, and audiences from three continents assert their own places in global and local markets.6 I complicate the classic world music story in which Western commercial brokers export African music to Europe and North America to be consumed as “world music” by showing the individual negotiations, translations, and collaborations that make up and diverge from this narrative—that transform it into a messy world of complex and intersecting stories.

This book examines the many ways musicians, industry personnel, and audiences experience the world as they travel, perform, promote, and consume music within transnational commercial networks. It examines their collaborations (both imagined and actual) across nations and continents, as well as the global structures, institutions, and philosophies that build and constrain these relationships. In so doing, this book elucidates the workings of a global industry. It shows how people transform culture into commodities, and commodities into pleasurable cultural experiences. It shows how knowledge about Africa and the African diaspora is produced, experienced, and consumed.

Here, “world music” is a marketing label and a genre that musicians, industry personnel, and audiences continually redefine,7 particularly in different places. This study focuses on world music in North American and European contexts where “world music” is a marketing label used to promote musics that do not fit into Western popular, folk, or classical music categories, and it is a genre culture defined by social practices and values such as multiculturalism, cosmopolitanism, and nostalgia for a pre-capitalist past (see Aubert 2007). While the label and genre culture do vary across European and North American nations, this general definition most accurately encompasses the world music I have experienced and observed in my research. That said, world music has other meanings in Senegal and Mali, for instance. There, les musiques du monde (French for world music) denotes music from outside of West Africa and is often valued as modern and cosmopolitan. While this is not the category I focus on here, many musicians in AfroCubism and Orchestra Baobab embrace this definition of world music (while actively rejecting the European/North American version).

In creating this genre culture, audiences, industry personnel, and musicians play with and push against different sounds and values such as multiculturalism, cosmopolitanism, authenticity, and/or tradition. These values and their markers vary and contradict each other. Markers of authenticity, for example, exist on axes that intersect and parallel each other: axes of locality and globality, liveness and mediation, marginality and mainstream, purity and hybridity, original and copy, artifice and the real, close and distant human relations. Authenticity is not necessarily bound to one end of these axes, but, rather, it occupies varying positions depending on the music and the expectations or priorities of musicians, industry agents, or audience members. Thus, world music as a genre culture is dynamic, constantly shifting (see Chapter 1 for more on world music as a label and culture and Chapter 2 for more on shifting ideas of authenticity).

Throughout this work, I use the phrase “world music scene” to refer to the entirety of the contexts in which world music is produced, consumed, and promoted. These contexts include permanent and temporary, static and mobile sites: concert halls, nightclubs, festival tents, recording studios, offices, tour buses, and hotel rooms. In this chapter, I first introduce Orchestra Baobab and AfroCubism and my research methodology. I then show how this study fits into scholarship on world music. Finally, I lay out the history of Cuban music in West Africa and the histories of AfroCubism and Orchestra Baobab.

The Bands

“Salsa is huge in Accra” exclaimed a friend, just back from a trip to Ghana. Intrigued, I soon found that Cuban music had been popular all over Africa for much of the twentieth century. European record companies promoted records of Cuban music around the continent beginning in the early twentieth century. In the 1960s, as many African nations gained independence and Fidel Castro took power in Cuba, Cuban music’s anti-colonial associations made the music especially attractive to African music lovers. African musicians claimed this music as their own and as an alternative marker of modernity and cosmopolitanism, disconnected from European colonial powers (Shain 2002 and 2009, White 2002). As the Congolese musician Papa Noel stated, “Anyone who knows both African music and Cuban music knows that there isn’t any real difference in the rhythms, only in the melodies. But it’s all African music anyway” (Noel in Fargion 2004:5). Bands mixing Cuban and African musics, such as Noel’s TPOK Jazz, the Senegalese Orchestra Baobab, the Malian Badema National, and the Beninois Orchestre Poly-Rythmo were extraordinarily popular in the 1960s and 1970s. While this music has since been displaced in local music scenes by newer popular forms like Senegalese mbalax and rap, bands such as the Orchestra Baobab and Orchestre Poly-Rythmo have been embraced by world music producers in Europe and North America. And world music producers have created new Cuban-African bands expressly for the world music scene, such as Africando and AfroCubism. For this project, I worked closely with Orchestra Baobab and AfroCubism, two very different, yet related, bands.

After becoming one of the most popular bands in Dakar in the 1970s, the Senegalese Orchestra Baobab broke up in the 1980s. However, Baobab reunited in 2001 after producer Nick Gold and journalist Jenny Cathcart, both Baobab enthusiasts after having heard their music on old recordings, traveled to Senegal to find the band. Since then, with the help of Gold, Cathcart, and others, Baobab has gone on to perform around Europe and North America, releasing several albums with Gold’s London-based world music record company World Circuit Records over the past twenty years (see Figure I.2).



[image: image]

Figure I.2 Orchestra Baobab at Celtic Connections in Glasgow and The Sage Concert Hall in Gateshead, United Kingdom. January 28 and 29, 2012. Clockwise from top left: Mountaga Koité (percussion) and Bartemely Atisso (guitar); Balla Sidibé (voice/percussion), Assane Mboup (voice), Rudy Gomis (voice), and Issa Cissoko (tenor saxophone); Charly N’Diaye (bass) and N’Diouga Dieng (voice); Issa Cissoko and Rudy Gomis; and Thierno Koité (alto saxophone). Not pictured: Latfi Benjeloune (guitar) and Yahya Fall (guitar). (Photos by the author)
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Figure I.3 AfroCubism at Bonaroo. From left to right: Toumani Diabaté (kora), Djelimady Tounkara (guitar), Eliades Ochoa (voice, guitar), José Angel Martinez (bass), Bassékou Kouyaté (ngoni), Kassé Mady Diabaté (voice), Eglis Ochoa (voice), Osnel Odit Bavastro (voice, guitar). Not pictured: Lennis Lara (trumpet), Lassana Diabaté (balafon), Jorge “Coly” Maturell (percussion), Alain Dragoni (trumpet), and Yacouba Sissoko (percussion). (Photo by the author)



In contrast, Gold created the band AfroCubism in 2008 specifically for the world music industry (see Figure I.3). This industry-driven collaboration between seven Cuban and six Malian musicians was originally supposed to have taken place in Cuba in 1996, but it was postponed when the Malian musicians encountered visa problems and did not make the trip to Cuba. Already in Cuba with a recording space booked, Gold and Ry Cooder developed the Buena Vista Social Club project instead. AfroCubism released an album in 2010 and has toured Europe, Canada, and the United States three times since then.

I chose these two bands to work with for a number of reasons. Several are practical: these bands were touring in Europe and North America while I was conducting research; World Circuit allowed me to intern with them; and the bands’ tour managers, Saúl Presa and Amar Ramdane, both allowed me to tour with the groups. Although the fact that both of these bands work with World Circuit limits the scope of this study somewhat, this consistency also allowed me to build relationships with the company’s employees over time. I spent more time with the same industry personnel and saw them both in their offices in London and at different concerts on tour. I was able to observe how one company, its musicians, and its associates work in various contexts. While I spent most of my time in London interning at World Circuit in order to build relationships with employees and better understand the company’s interactions with Orchestra Baboab and AfroCubism, I did conduct various interviews with industry personnel working for other companies (e.g., Songlines magazine, Stern’s, and 2 for the Road Events) both while in London and on tour in order to gain a broader perspective on the industry.

Orchestra Baobab and AfroCubism as bands also offer contrasting, yet related, case studies. Orchestra Baobab has a long history in Senegal that the band carries onto the world music scene. Most band members came of age just as Senegal was gaining independence, and their unique experiences with colonialism, independence, and postcolonial Senegal impact their music and the ways they approach the music industry and musical mixing. AfroCubism, on the other hand, is a young band filled with world music superstars and their back-up musicians who are of different generations. They grew up both in colonial and postcolonial eras and have had different experiences in the music industry at home and abroad. Many had not worked with each other prior to joining the group.

These bands represent two important trends in the world music industry: (1) the popularity of older popular music that Europeans and Americans first “discovered” on old vinyl records, and (2) the increasing popularity of short-lived world music collaborations. (Musicians I worked with were often on the lookout for such collaborations and industry personnel emphasized their popularity. Toumani Diabaté is a particularly prolific collaborator.) In addition to representing these trends, these musicians also represent different histories of engagement with the world music industry, globalization, colonialism, and the black Atlantic. They have had varying degrees of success in global and local music industries, and they have different professional goals. As international touring musicians who have played with groups from the 1970s up to today, around Africa, the Caribbean, Asia, North America, and Europe, these musicians offer unique views of the contemporary world music scene. They do not speak for all bands or experiences, but they offer valuable insight into the ways in which musicians, industry personnel, and audiences engage with the industry.

Throughout this book I refer to artists using their first names because some of the artists I work with have the same last names. Only a few of them are actually related, however: Mountaga and Thierno Koité are brothers, and Issa Cissoko is their first cousin. Kassé Mady Diabaté, Toumani Diabaté, and Lassana Diabaté all have the same name but are not related. I also at times use the term “Africa” instead of referring to specific countries and regions. Although I personally hesitate to refer to “African music,” I use this terminology to reflect the ways in which industry personnel, musicians, and audiences discuss the music they work with, produce, and enjoy.

Methodology

World music artists, industry personnel, and audiences experience the world music scene in many places. Musicians and industry personnel move between Senegal, Mali, England, France, Hungary, Spain, Norway, the United States, and Morocco as they tour, collaborate, record albums, and have business meetings. Audiences travel to festivals, concert halls, and night clubs in Europe, North America, and even West Africa and Cuba to hear and learn about music. To begin to experience the world music industry as musicians, industry personnel, and audiences do, I embarked on a multi-sited ethnographic project spanning nineteen countries and three continents.

I attended twenty-three AfroCubism and three Orchestra Baobab concerts in Europe and North America between 2010 and 2012 (see Table I.1). Eighteen of these concerts were over the course of a two-month-long tour with AfroCubism in 2011. I traveled both with the band on their tour bus and on my own, on planes, trains, and buses to twenty-five different cities in Europe, North America, and Morocco. The tour company gave me a free ticket and a backstage pass to almost every concert. I spent time with musicians at sound checks, backstage, and on the bus, and I played tourist with them (on the rare day off), ate out, and helped them go shopping for food, toiletries, clothes, cell phones, and phone cards (often acting as a translator for transactions). I blow-dried bongos after a thunderstorm, I translated discussions, jokes, and arguments between musicians, and I empathized with musicians’, tour managers’, and sound engineers’ exhaustion every morning we got up at 5 a.m. to catch the bus to the next city. I did not play music with musicians, but accompanied them from place to place, bus to bus, green room to green room. We talked about travel, that night’s concert, the length of solos, what things were like at home, audiences, the ups and downs of the job, and their children. During concerts, I mingled with audience members, conducting formal and informal interviews during breaks in and after the performances. Before and after concerts, I conducted both formal and informal interviews with musicians, as well as tour managers, sound engineers, concert organizers, and various promoters, bookers, and journalists who would regularly pop up backstage at different points during the tour.



Table I.1

List and Maps of Concerts Attended (numbers on maps correspond to numbered concerts)




	AfroCubism



	1-Berklee Performance Center, Boston, Massachusetts, USA. 7 November 2010.



	2-Royal Albert Hall. London, United Kingdom. 27 June 2011.



	3-Les Nuits de Fourvière. Lyon, France. 2 July 2011.



	4-Festival de Casablanca. Casablanca, Morocco. 14 July 2011.



	5-Les Suds à Arles. Arles, France. 15 July 2011.



	6-Nuits du Sud. Vence, France. 16 July 2011.



	7-Les Estivales de L’Archipel. Perpignan, France. 17 July 2011.



	8-National Concert Hall. Dublin, Ireland. 19 July 2011.



	9-Veranos de la Villa. Madrid, Spain. 28 July 2011.



	10-WOMAD Charlton Park. Malmesbury, Wiltshire, United Kingdom. 29 July 2011.



	11-Sfinks Festival. Boechout, Belgium. 31 July 2011.



	12-Fiest’A Sète. Sète, France. 3 August 2011.



	13-Jazz à Marciac. Marciac, France. 4 August 2011.



	14-Esperanzah! Floreffe, Belgium. 7 August 2011.



	15-Sziget Festival. Budapest, Hungary. 10 August 2011.



	16-Kulturbogalet. Malmö, Sweden. 17 August 2011.



	17-Trädgårdsföreningen. Göteborg, Sweden. 18 August 2011.



	18-Kulturfestival. Stockholm, Sweden. 19 August 2011.



	19-Amager Bio. Copenhagen, Denmark. 20 August 2011.



	20-Bonaroo. Manchester, Tennessee, USA. 8 June 2012.



	21-Celebrate Brooklyn! Brooklyn, New York, USA. 9 June 2012.



	22-North Carolina Museum of Art. Raleigh, North Carolina, USA. 10 June 2012.



	23-Luminato Festival. Toronto, Ontario, Canada. 12 June 2012.



	Orchestra Baobab



	24-Celtic Connections. Glasgow, Scotland, United Kingdom. 28 January 2012.



	25-The Sage Concert Hall. Gateshead, United Kingdom. 29 January 2012.
26-Barbican Hall. London, United Kingdom. 30 January 2012.
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 In between tours, I followed these musicians home, to what Toumani Diabaté aptly described as “leurs royaumes” (“their kingdoms”). I spent October–November 2011 in Senegal with members of Orchestra Baobab, and February 2012 in Mali with members of AfroCubism, conducting formal and informal interviews with musicians and their fans at their homes and at local performances. I also attended the Féstival sur le Niger in Ségou, Mali (Bassékou Kouyaté’s hometown), where I conducted formal and informal interviews with world music fans/tourists visiting Mali. Although I was not able to visit AfroCubism musicians while they were home in Cuba, I did conduct fieldwork Cuba in January 2010 to explore West African–Cuban musical exchanges from a Cuban perspective (Cuban members of AfroCubism live in Havana, Santiago de Cuba, and Madrid and were on tour with Eliades Ochoa’s Grupo Patria for much of the time I was conducting research).

My work with industry personnel consisted not only of interactions during tours, but also of interviews and participant observation in London, where I spent two months (June 2011 and January 2012) conducting formal interviews with world music personnel and journalists around the city. After I explained my project to World Circuit, the company invited me to intern for them, allowing me to conduct formal and informal interviews with most of the company’s personnel, to attend staff meetings, and to work on promotions for various artists and album releases for the company.

I communicated with industry personnel, musicians, and audiences in French, Spanish, and English. I translated all quotes from French and Spanish. For many, these languages were second or third languages (I conducted my research in West Africa in French and my research in non-French-, Spanish-, or English-speaking European countries in English). As a result, some quotes sound awkward for a native English speaker. I have tried my best to translate in ways that accurately and respectfully replicate the voices of the people with whom I worked.

I worked with people whose lives have been shaped by the many places they have been and will go. In the process, I myself became a traveler and a cosmopolitan. I experienced displacement and stasis with them. As James Clifford writes, everyone, not just the Western fieldworker, “is on the move, and has been for centuries: dwelling in travel” (1997:2). Accordingly, Clifford calls for a view of “human location as constituted by displacement as much as by stasis” (1997:2). Working in music festivals, tour buses and trains, World Circuit’s London offices, and Toumani Diabaté’s Bamako studio, in temporary, moving, and permanent sites, forced me to find continuity and grounding not in geographic place, but in the relationships I built over the course of a year and a half in diverse and disparate spaces. The sites I worked in were, as Ulf Hannerz puts it, “connected with one another in such ways that the relationships between them are as important . . . as the relationships within them” (Hannerz 2003:206). Similarly, as Mark-Anthony Falzon explains, “The essence of multi-sited research is to follow people, connections, associations, and relationships across space (because they are substantially continuous but spatially non-contiguous)” (2009:2). Despite, and perhaps because of, the intense nature of this multi-sited research, I developed relationships with a group of people over an extended period of time. These relationships grew as I met the same people in different places: World Circuit employees in the office and at the World of Music, Arts and Dance (WOMAD) festival, Toumani Diabaté in Bamako and Budapest, Orchestra Baobab in Dakar and Glasgow. Not only was I able to see how these people lived and experienced different spaces, but it was also always a relief to see familiar faces in unfamiliar places as we traveled across countries and continents. My relationships with musicians and industry personnel grew during intense touring experiences and relaxed conversations over food and drink at home. I built a relationship with World Circuit as I worked with the company’s musicians, encountered its staff in various locales on tour, and discussed with them at length the potential impact of my research on the company’s and its musicians’ reputations. The multi-sited nature of this research allowed me to encounter the industry and its actors in various contexts, and to make connections and engage in relationships that gave me unique perspectives on these peoples’ lives in different times and places.

I primarily engaged with musicians and industry personnel in complex and busy professional spaces: in offices and on tour. While we of course went out to eat and joked around, professional objectives were always at the fore in our interactions and our relationships were primarily professional. I positioned myself in this way intentionally, not only because I was working in professional environments, but also in order to maintain my position as a professional who cared deeply about telling the stories of those I met—not someone motivated by a desire to make a business deal, impinge on others’ careers, or find a boyfriend. Particularly on tour, my professionalism and motivations would have been questioned had I met with musicians in private spaces. As one tour manager I met during a festival told me, a young woman on tour with thirteen male musicians can cause unwelcome “complications” (something tour managers want to understandably avoid at all cost). Another person on tour can complicate not only the logistics of touring with sixteen people, but also the already-complex relationships between band members, tour managers, and sound engineers. An international tour and a busy office are always more complicated with an extra body around—especially one who asks questions. Nonetheless, industry personnel and musicians graciously invited me into their worlds. I worked to earn this acceptance by being as supportive, helpful, professional, and unobtrusive as possible while still learning about people’s lives and experiences. In so doing, I hoped to assure people that I was serious about telling their stories, not the stories created in ten-minute interviews with journalists backstage, but stories that represent all of the people I met, both famous and lesser-known, in their exquisite complexity. This professional persona traveled with me to musicians’ homes in Mali and Senegal as I was seen primarily as someone who had been on tour and was telling the stories of these musicians’ professional lives. Musicians told me that they appreciated this commitment to their stories and I work to honor it in this book.

Though this work examines collaborations between musicians, industry actors, and audiences, this is not a collaborative ethnography. I helped promote World Circuit’s artists while an intern at the company, helped shop with musicians on tour, and danced with audience members, and requested feedback from World Circuit employees on certain parts of this book, but these activities do not reach the level of collaborative ethnography. We worked closely together, but I did not perform music with these musicians, nor did I make significant contributions to the work of industry personnel.

Investing in and Changing World Music

Musicians, industry personnel, and audiences in this study engage with and respond to concerns scholars have been voicing since the category’s birth in 1987.8 Ethnomusicologists’ roles connecting “third world” musicians with the “first world” music industry have made them particularly attentive to the marketing label and genre culture. Scholars have made recordings, written liner notes, given permissions for sampling, and licensed music for use in commercials (e.g., Feld 2000, Levin 2006, Zemp 1996). “World music” is an outlet through which scholars have had a direct impact on the communities in which they live and those with whom they have studied. Simon Frith explains how connected the scholarly community has been to the commercial genre since its birth in the 1980s:


The relevant academic expertise for world music marketing was ethnomusicology, and if one result was the scholar as deejay, anthologist, journalist, and writer of blurbs, another was the record company boss as scholar, engaged in his or her own fieldwork, developing his or her own theories of musical movement and exchange. The coming together of academic and commercial concerns was reflected in the late l980s development of the International Association for the Study of Popular Music (which even recruited Peter Gabriel for a while), and can be seen in the list of contributors to World Music: The Rough Guide. (2000:307)



Perhaps because of their proximity to the music being promoted and, often, their felt responsibility for the music’s dissemination and subsequent use and misuse, interpretation and misinterpretation, scholars are often critical of “world music” and the industry that surrounds it. Their vested interest has driven them to scrutinize the genre and the many actors involved.

Of particular concern to scholars are the asymmetrical power relationships between “third world” musicians and the larger European/American music industry (whose actors include musicians, curators, ethnomusicologists, record producers, and promoters). They are concerned about the ways in which those industry actors with the greatest access to recordings and distribution systems (those with means) separate sounds from their sources and incorporate these sounds into new listening contexts. In separating sounds from their originators in this way, industry actors make space for themselves and others to manipulate and sample musics in countless ways that are difficult, if not impossible to control. Artists lose ownership and control of their musics, their representation, and their compensation as their music circulates and recirculates in innumerable forms and contexts (e.g., Feld 2000, Zemp 1996, Taylor 1997). Musics’ meanings and values change. Instances of questionable or unattributed use of recordings by “third world” musicians are numerous, as are stories of “first world” musicians’ troubling lack of awareness of the power dynamics they engage in when they sample music (e.g., Michel Portal’s use of an Are’are lullaby in Zemp 1996; the German band Enigma’s use of Taiwanese aboriginal music in Taylor 2003).

The power to reproduce and redistribute musics comes with the power to represent and misrepresent them. Studying world music elucidates the problems not only with the marketing category and the industry, but also the problems with what we as ethnomusicologists do. It “allows us to see more clearly . . . the ethnocentric and colonial ideas that underpin” much of our work as ethnomusicologists (Guilbault 1997:32). Feld writes about ethnomusicologists’ frustrations with their own complicity in these dynamics as he discusses the uncredited sampling of ethnographic recordings by Western musicians like Deep Forest and Jan Garbarek: “The despair of seeing documentary projects transform from icons of musical diversity to ‘raw material’ for industrialized neocolonialism surely marks the end of all ethnomusicological innocence” (2000:166). Musicians are at times unaware of what is happening and they often lack the linguistic skills or access to resources necessary to navigate the industry and represent themselves. Many rely on interlocutors who may or may not be able to help them maintain control over how their music is used and how they are represented (e.g., Ted Levin and Hugo Zemp took up these roles in negotiating fees from the use of Tuvan and Rajasthani music in commercials).

Scholars are also concerned about the possible homogenizing effects of the world music industry and genre, as it corrals many voices into one vision of diversity. Jocelyne Guilbault argues that the world music industry packages music according to specific predetermined configurations to more easily sell sounds to European and North American audiences (1997:32). “World music” was created to more easily promote diverse musics under one sign. Veit Erlmann argues that the discourse of diversity is a front for a homogenizing industry. Through marketing, diversity becomes homogenized: “[H]omogeneity and diversity are two symptoms of what one is tempted to call the Benetton Syndrome—the more people around the globe who purchase the exact same garment, the more the commercial celebrates difference” (1996:469). Similarly, Laurent Aubert writes:


World music is hybridisation elevated to dogma: to be admitted into the circle, musicians must . . . give up anything too specific that exists in their own musical tradition, in the meantime systematically searching for convergence points and developing all possible potential for spectacle in order to contribute to the common cause—or rather, the commonality—of world music. (Aubert 2007:55–56)



Scholars worry that the multiculturalism and diversity promoted under “world music” is destroyed by the genre’s need to be commercial.

This homogenization emerges not simply from the genre category, scholars argue, but also from a larger industry environment in which ideas about diversity and what it should look like are determined by the few; in which diverse musics are not represented by diverse voices. They assert that the standards by which these few judge “other” musics are their own. Charles Taylor, in his writing on multiculturalism, notes, “By implicitly invoking our standards to judge all civilization and cultures, the politics of difference can end up making everyone the same” (1994:71). In his scholarship on African music, Kofi Agawu argues that representations of “others” in the West reflect Westerners’ own conceptions of difference. Following V. Y. Mudimbe (1988), Agawu writes that the idea of Africa is itself a “construction of European discourse” (2003:59). He explains, “[D]ifference . . . can obscure certain realities and impose extraneous qualities . . . So strong and powerful is the founding premise of difference that the ongoing invention and reinvention of African rhythm . . . presents the writer with a mirror image of the dictates of this very ideology of difference” (Agawu 2003:64).

Musicians, industry personnel, and audiences respond to these issues as they collaboratively produce, translate, and consume AfroCubism and Orchestra Baobab’s musics. Musicians adapt and adjust their messages according to their own goals, the advice of their managers, and their audiences’ reactions. Representing themselves as traditional international artists whose original compositions are influenced by local cultures around the world, musicians create and recreate ideas about themselves, their cultures, Africa, and the African diaspora. They use and push against world music discourses of alterity and universality in ways that build their international careers and that they find fulfilling. As they engage with these performers, European and American audiences reconcile their ideas about the bands, Africa, and the African diaspora with the sounds, costumes, and performance styles that they see and experience in concerts. Industry personnel balance audiences’ and musicians’ wishes, as they negotiate ideas of Africa, the African diaspora, multiculturalism, nostalgia, and cosmopolitanism. They build personal and professional relationships with musicians and audiences as they work to promote and distribute music that they themselves also love.

A Short History of Cuban Music in Africa

Traders, enslaved peoples, and colonial military personnel began facilitating Cuban-African musical exchanges in the sixteenth century.9 Transatlantic trade grew in the eighteenth century, driven by the growth of the labor-intensive sugar industry and the high mortality rate among enslaved peoples on the island. As a result, large numbers of enslaved peoples were transported directly from Africa to Cuba until 1866 (slavery was abolished in 1886). In their 2008 essays analyzing information from the New Transatlantic Slave Trade Database, historians Oscar Grandío Moráguez and António de Almeida Mendes note that enslaved peoples came to Cuba from diverse locations in Africa between the early sixteenth and late nineteenth centuries. However, most were transported from West Central Africa and the Bight of Biafra (Moráguez 2008, Mendes 2008). According to Moráguez, 30.1% and 26.1% of peoples respectively came from these areas between 1790 and 1860, when the island received over 95% of the enslaved peoples who arrived in Cuba during the island’s engagement with the slave trade. Senegambia and the Gold Coast were poorly represented (Moráguez 2008:183–185). Despite the data compiled on peoples’ ports of origin, however, the ports from which peoples were transported do not necessarily reflect their origins. Thus, understanding specific origins of these peoples—the specific regional and ethnic origins—is a complex area of investigation that remains unfinished. As a result of the influx of people directly from the African continent through the nineteenth century, as well as policies that permitted enslaved peoples to play music with instruments (a practice discouraged in the United States), Cuban music has been strongly influenced by musical traditions of parts of Central and West Africa—a fact that has been emphasized and de-emphasized at various points in Cuban history (see Moore 1997).

Although the slave trade is often the most recognized factor in the history of African-Cuban cultural exchanges, the transatlantic interests of traders, soldiers, record companies, and musicians also drove these exchanges. African and Afro-Caribbean sailors working on trade ships facilitated the circulation of music and instruments to French and British colonies in the Caribbean and coastal cities in West and Central Africa (Shain 2002:84–87). In addition, colonial soldiers took Cuban music with them as they moved between colonies in the Americas and Africa (Shain 2002:87). In the early twentieth century, as Cuban music became popular in European urban centers, Europeans also began bringing Cuban-influenced genres such as the mambo, the chachachá, and the rhumba (a genre influenced by Cuban son, distinct from Cuban rumba) with them as they traveled to African colonies (Shain 2002:89, Baker 2001).10

Responding to this growing interest in Cuban music in European and American urban centers in the 1920s, European and American record companies such as Victor (later RCA Victor) and Columbia began making recordings of Cuban son groups. In 1931, an RCA Victor recording of “El Manisero” (“The Peanut Vendor”), performed by the Don Apiazu and his Havana Casino Orchestra, reached Africa and became a hit (Shain 2002:87). Already hot in the United States, “El Manisero” became popular around the continent, from the Congo to Senegal. The song’s success in Africa prompted EMI’s Gramophone Company to release a series of RCA Victor’s Latin American recordings in Africa under the His Master’s Voice (HMV) label from 1933 to 1958, with the hope of growing sales and building new markets in the face of an international economic depression in the 1930s.11 Known as the “GV” records,12 these repackaged recordings were originally aimed at a West African market but soon became incredibly popular throughout the continent, particularly in the two Congos (then French and Belgian colonies; Waterman 1990:47, Shain 2002:87, Fargion 2004). The most popular and influential musicians on these recordings were the Cuban groups Septeto Habanero (Havana Septet) and Trio Matamoros.

Cuban music’s popularity grew in the 1940s and 1950s as African audiences began collecting vinyl13 and radio became a major mode of communication through which colonizers shared not only propaganda and official messages, but also their enthusiasm for Cuban music with growing audiences (Shain 2002:88). The Congos in particular had strong radio signals. Radio Congo Belge broadcast Cuban son and local bands to Congolese audiences, as well as listeners as far away as Nigeria and Kenya (Fargion 2004:4). And Radio Brazzaville had connections to other stations in Francophone West Africa, including Dakar and Abidjan (Stewart 2000:108).

As radio and local music industries grew, local musicians put together bands to play covers of Cuban songs. While this was a trend around the continent,14 Congolese musicians in particular were quick to take up Cuban music and record their own versions in a growing local record industry (see White 2008 and Stewart 2000). Artists such as François Luambo Makiadi “Franco” and his band O.K. Jazz and Joseph Kabasele “Le Grand Kalle” and his African Jazz both sang covers in phonetic Spanish and began writing their own songs, releasing tracks such as “Es Mi Cumpleaños,” “Corre Yo Te Llamo,” and “El Que Siembra Su Maíz” (Baker 2001, White 2002:673).15 In keeping with the composition of Cuban bands at the time, these bands’ instrumentation generally included a riffing horn section, a bass, congas, maracas, and guitars (Angelero 1992:304).16 This music, which came to be known as rumba,17 became popular around the continent through radio broadcasts (see previous discussion), records of Congolese bands distributed throughout the continent, and tours of Congolese bands around Africa that stopped in major cities like Dakar and Lagos (Stewart 2000:103–109). Congolese musicians were also in dialogue with West Africans in particular in the 1930s, ’40s, and ’50s as West African workers took factory jobs in Brazzaville and Léopoldville (later Kinshasa; Mukuna 1992:74). Congolese music was embraced around the continent as a cosmopolitan music free of specific ethnic associations.18 Thus, as popular music developed in Africa, musicians engaged in not only transatlantic exchanges but also exchanges across the continent.

After World War II ended, European colonial powers had to reconstruct not only their own nations but also their relationships with their colonies. Citizens of African colonies, many of whom fought in the war in Europe,19 were becoming increasingly vocal about democratic representation, self-rule, and African cultural pride. European nations, on the other hand, were looking to colonies to help rebuild their economies by exerting control over (and maximizing) agricultural and mining production. In so doing, however, they further alienated African peoples. Despite ongoing tensions between metropoles and colonies, France and Britain were able to rebuild their economies fairly quickly and began to see decolonization as an inevitable feature of changing relationships with their colonies as they became more comfortable economically. (Portugal and Belgium, on the other hand, depended more on their colonies for economic growth and did not share this view of independence—a stance that resulted in more violent independence movements in Lusophone Africa and what is now the Democratic Republic of Congo.20)

France, in particular, hoped to position itself as a patron to increasingly self-ruled colonies in a trans-continental France (Reid 2012:256–258, 276–278). This model was rejected by several African leaders, including future Senegalese president Léopold Senghor, who wanted colonies to become part of a trans-continental France consisting of European and non-European territories that all existed on equal footing with the metropole (and granted equal citizenship to all peoples; see Wilder 2015:136–144). Senghor wanted France to, as Gary Wilder writes, “accommodate itself legally and politically to the interpenetrated and interdependent realities its own imperial practices had produced” (2015:7). Senghor had adopted the belief, long promoted by France, that the French nation is defined not by a French ethnicity, but instead by an adherence to values that the French consider universal (liberté, égalité, et fraternité) and a social contract with the state. This discourse surrounding French citizenship in theory allowed for anyone to become French by adopting these values and ideas (see Pasler 2009:407, Stovall 2006:211, Wilder 2015:151). In practice though, France did not agree to a more egalitarian transcontinental association. The government did, however, slowly give people in the colonies more representation in the National Assembly (though they remained severely underrepresented) and more self-representation. Eventually, working in the shadow of a bloody conflict in Algeria that France did not want to repeat, as well as disagreements with the political elite in Africa, France and leaders across Francophone Africa negotiated independence for African colonies in the late 1950s and early 1960s.

Mali and Senegal gained independence from France in the spring of 1960. Their independence was preceded by that of Ghana and Guinea in 1957 and 1958 and followed by independence in the two Congos, Ivory Coast, Niger, and a dozen other nations between 1960 and 1962. As African nations pursued political change, Cuba too was in political transition. In 1959, rebel forces overthrew the US-backed president Fulgencio Batitsta and Fidel Castro rose to power.

With these changes came more direct exchanges between Cuban and African governments and peoples. Seeking to form a coalition of third world nations that would oppose imperialist powers and to garner support from Afro-Cubans at home, Castro quickly began building relationships with African independence groups and newly independent African nations. Castro sent military aid to help Algerians in their fight for independence against the French in 1960 (Valdés 1979:90–91). Castro also developed diplomatic ties with many newly independent nations, such as Guinea and Ghana, who gained independence in 1958 and 1957 respectively, and whose leaders, Sékou Touré and Kwame Nkrumah, were sympathetic to socialist ideas and interested in forging diplomatic ties in Latin America (Valdés 1979:89, 93, Thompson 1969:251, 407, Adamolekun 1976:166–167).
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