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RITES, RIGHTS & RHYTHMS


INTRODUCTION

NIDIA WAS LIVID. It was the height of the ritual music season in the remote Colombian Pacific village of Timbiquí, and in the town square, thronged by their fellow townspeople, she and a dozen or so other friends were singing and playing ritual music—or rather, attempting to. Squinting angrily and pointing her guasá shaker at one of the little saloons on the town square, she yelled, “I can’t hear myself sing with that goddamn stereo playing so loud. I can’t even hear the drums!” Curiously, the music blasting from the saloon was itself traditional music, recorded by many of the same people trying to play in the plaza. The recorded voice above which Nidia struggled to be heard was, in fact, her own.

Rights, Rites, and Rhythms examines this kind of feedback, interference, and overlap between the various experiences of local currulao music—as ritual, folklore, popular music, identity-marker, and political resource—among the black inhabitants of Colombia’s southern Pacific coast. The complexity of these interactions is a product of the friction between the kinds of temporality that they are taken to embody and the points along the historical trajectory of the southern Pacific at which they emerged: the ancestral past, the dislocations of the modern present, and the political struggle for a future that integrates both. Therefore, this book relies on both ethnography and historical research to trace the emergence, development, maintenance, and in some cases abandonment of the systems of meaning that frame these musical sounds. It also describes how this history of musical meaning manifests itself in current musical practice. Thus, the book serves as a genealogy of what—and how—black southern Pacific music means today.

Nidia’s struggle to be heard over her own recorded voice suggests familiar regimes of authenticity and a somewhat facile opposition of the human against the technologically mediated. Other cases in the book turn that binary inside out. The traditional chigualo ceremony, a child’s funeral-cum-fertility rite, might be celebrated these days with recorded reggaetón music rather than the old drumming and song-games, which are often consigned to the performances of folkloric dance troupes. In this case, ritual function and sociality have been folded into an entirely new set of sonorities, while the old sonorities are refashioned into markers of a ritual function that they no longer have.

This marking, however, has functions of its own. Currulao is often Exhibit A in claims by the Afro-Colombian social movement about the ethnocultural distinctiveness of the black Pacific. The movement has parlayed these claims into state legislation of collective territory and other culturally based rights for the people of Timbiquí and other black communities in the Pacific rainforest. Meanwhile, the Colombian state has provided venues for currulao music, in the interest of expanding its own influence in the Pacific region and of demonstrating to international bodies its commitment to Afro-Colombian human and cultural rights, in the context of violent armed conflict and the massive displacement of black communities in the Pacific. All of this puts currulao music—as rites, rights, and rhythms—at the center of contestations over blackness and its place in the Colombian nation.

This book is about musical meaning, specifically the musical practices of black people living on Colombia’s southern Pacific coast. These musical practices are imbricated within a number of different systems of meaning, often simultaneously. A song in praise of a saint may also hold meaning as an example of regional folk culture, as supposed evidence of black backwardness, or as a political claim. Approaching these questions of musical meaning requires both a historical approach, to uncover the genealogies through which these meanings become sedimented, and an ethnographic approach, to understand the ways in which both the practitioners and the publics of these musical practices apprehend the various resonances which these histories of meaning have.

Therefore, this book is both something of a historically informed ethnography and something of an ethnographically informed history. By “ethnographically informed history,” I do not mean only that I have used ethnography as a source for the writing of history. I also mean that I have intended, when possible, to bring an ethnographer’s sense of the importance of the everyday into the examination of the past. By “historically informed ethnography,” I mean simply that I have examined people’s actions in the present and understood them as informed (although not determined) by history.

A central field of meaning for currulao music is its close association with blackness. Examining the historical processes by which this music came to be understood as black provides a view into how the people of the southern Pacific came to be black.1 Of course, I do not mean the term black in the physiognomic sense; the Pacific region is overwhelmingly populated by the descendants of Africans and Colombians. But the notion of blackness in the Pacific as a racial, ethnic, regional, cultural, and political constituency—glossed in recent usage as Afro-Colombian—is not as self-evident as it might seem from a vantage point here in the United States, where the inscription of absolute difference between black and white is both primordial and persistent. Black Colombians in the southern Pacific share an African cultural heritage and the historical experiences of enslavement, marginalization, and struggles with other black populations, but the specific meaning of blackness, the terms in which it is lived, or the relative weight of those terms, is not the same as in the United States, Brazil, or the Caribbean—or even Colombia’s Caribbean coast.

Omi and Winant’s term racial formation2 is useful because its possibilities for being used in the plural provide a helpfully relativizing way of looking at how race is constructed in different settings and what is at stake in those varied constructions. My argument assumes that, although socially real, race is not a self-evident or autonomous fact. As we will see, in the case of the Colombian Pacific, race—like music—is a category interpenetrated by and coconstituted alongside other factors, such as regional, cultural, and political constituencies. As Gary Okihiro has suggested, racial formations are simultaneously subsumed into national, class-inflected, spatial, gendered, and sexual projects—even as race itself remains salient.3

I mention this point because I want to avoid the tendency of race to become a self-fulfilling prophecy, by which the local manifestations of such global projects as white superiority, racialized divisions of labor, modernity, or hierarchies of culture are described with recourse to deterministic racial or cultural teleologies from other settings. I by no means abjure race; rather, I approach it inductively: from the ground up. This is not a matter of what Matory has playfully called “ ‘but among the Bongo-Bongo . . .’ contrarianism,” or what Brown calls the “reduc[tion of] diaspora to ‘another Black community heard from,’ ” although Colombia’s southern Pacific coast does indeed have its particularities and has not been much “heard from”— or listened to.4 Rather, paying attention to local particularities—such as the importance of geographic space and the processes of both the black cultural formation (i.e., ethnogenesis) and racial interpellation from without (i.e., racialization) in the Colombian context—is key to understanding both national ideologies about race and space and the particular contours of black life in Colombia.

These, in turn, have broader manifestations, such as the consolidation of the Afro-Colombian social movement, which galvanized around the drafting of a new national constitution in 1991 that recognized the nation as “pluricultural and multiethnic” and recognized black Colombians, particularly rural communities in the Pacific, as constituting an official ethnic minority deserving of particular rights. The Afro-Colombian movement also participated in the drafting of Law 70 of 1993, the “Negritudes Law,” which outlined some of the specifics of these rights, most prominently the right for black communities to collectively hold land title over the territories that they have traditionally occupied—a new articulation of the relationship between race and space. The legal recognition of black cultural and territorial rights is one of the most important and influential developments in black politics in the hemisphere, but understanding and deriving political lessons from it for other black populations also require understanding the specificities from which it emerged.

Given the contingency of these processes, in examining the traditional music of the black inhabitants of the southern Pacific, neither music, nor tradition, nor blackness, nor the geographical entity of the southern Pacific should be taken as eternal or as givens, as either a process of imposition or of resistance. Indeed these qualifications are fairly clichéd, suggesting the necessity of a different set of questions. If the sounded poetics traditional to the black inhabitants of the Pacific are not to be taken as given, what are they to be taken as? Or, to move the question out of the rarified zone of ontology, what is the work they do, in both people’s lives and the social and political realms that structure these lives?

BLACKNESS AND INVISIBILITY IN COLOMBIAN RACIAL FORMATIONS

Colombia has a significant black population—indeed, the largest African-descended population of any Spanish-speaking country in the world, and the third-largest in the hemisphere.5 What for me is even more compelling than the statistic itself is the fact that it is practically unknown, even in Colombia itself. How is it that such a large black population has been “invisibilized”6 for such a long time? What is it about Colombian racial formations that have so emphatically resisted attention? Certainly the size of the black Colombian population is poorly reflected in academic production of research into the descendants of Africans in the Western Hemisphere.7 There are a number of reasons for Colombia’s absence from academic (not to mention popular or journalistic) understandings of blackness in the hemisphere.

The anthropological canonicity of countries like Brazil, Cuba, and Haiti as the star exponents of New World blackness has largely overshadowed attention to Colombia. In part, this canonicity is heir to the Herskovitsian ranking of various New World black populations in terms of their degrees of African retention, a distinction with strong normativizing and authenticating repercussions—indeed, the role of anthropology as a legitimizing force in ethnocultural mobilizations is discussed throughout this book.8 In Melville J. Herskovits’s ranking of black populations by African retention, the Colombian region of Chocó received an average of D in total Africanness.9 Debating the relative merit (or lack thereof) of Colombia’s inclusion in the anthropological canon of black American10 populations that exhibit the persistence of the “entire strata of African civilizations,”11 or of the usefulness of that criteria of anthropological validity, obviates neither the workings of racism for black Pacific Colombians nor the sense of cultural kinship they feel with their paisanos (people from the same area). This last is not to say that many black Colombians, particularly in urban settings outside the Pacific, do not feel pressure to assimilate and leave these same paisanos behind. Yet even this process is part of a common dynamic, which Wade has described as a continuum between “nucleation” and “dispersal” of black Colombians12—a model that describes not only individual behavior, but also broader dynamics of the conformation of blackness in Colombia.

An even more important key to the invisibilization of black Colombians, both within Colombia itself and relative to certain other nations, is the place of blackness in nation-building. While the regimes of Fulgencio Batista in Cuba, François Duvalier in Haiti, and Getúlio Vargas in Brazil13 needed to cater to some degree to the black urban working classes of their respective nations, Colombia, which was already later than other countries to the kinds of mass-media-aided populism that promoted cultural nationalism in the rest of Latin America, instead descended into a protracted period of civil war14 in the middle of the twentieth century.

At any rate, the overwhelmingly rural black population of the time left few black proletarians to be coopted, even if this had been a priority of the government. Furthermore, as we will see in a moment, the regionalization of race in Colombia folded blackness into a spatial-civilizing project rather than one of political cooptation. Therefore, black Colombians did not emerge as a constituency; rather, blackness in Colombia remained a feature, partly physiognomic and partly behavioral,15 imputed to only particular segments of the population, especially those residing in specific regions of the national territory.

A number of ethnomusicological or ethnomusicologically influenced studies16 have noted that Latin American national-populism coincided, in broad terms, with the growth of the modern media, particularly the recorded music industry. This is a crucial point because music has been an important medium for the diffusion of notions about blackness. Therefore, the visibility provided by political nods to blackness had its aural corollary in the recording of local black artists and musical forms that were understood as black in Cuba, Haiti, and Brazil—an effect bolstered by the interest in black cultural forms on the part of local cultural avant-gardes, who themselves were influenced by the Jazz Age primitivism of France and the United States.

In Colombia, the black-influenced musical forms of Colombia’s Caribbean coast were also central to the rise of the local recording industry. Nonetheless, these forms had a far more ambiguous relationship to blackness, such that naming their regionality obscured their blackness, and vice versa, as Peter Wade has masterfully shown.17 Even in the corpus of staged folkloric music and dance, explicitly black forms were far less central than the musics of highland mestizo peasants until they began to be staged by pioneering black folklorists such as Delia Zapata Olivella, Teófilo Potes, and Mercedes Montaño. Neither were black musical forms particularly important in avant-garde art music, either by Colombians or foreigners, as occurred in Cuba and Brazil.18

Region has long been a central trope in Colombian history and its state-formation processes, as well as its processes of racialization. Split by the three separate chains of the Andes that run the length of the country, contact between these regions has long been rather tenuous. This has created different demographic characteristics, economic bases, local political arrangements, degree of contact with other regions, and social particularities across the histories of the various region. This is manifest in the cultural differences and varied processes of racialization in the various parts of the country where black Colombians live (see Map 2): the Caribbean coast (including the Guajira peninsula, the central coast, the southwestern coast, and San Basilio de Palenque near Cartagena, a culturally distinct maroon town founded by fugitive slaves) (video I.1 [image: image]). the Protestant, traditionally Anglophone inhabitants of the Caribbean islands of the San Andrés archipelago off the Nicaraguan coast;19 the upper and middle Magdalena and Cauca river valleys; the lower Cauca valley from Cartago to Popayán; some scattered settlements in other inter-Andean valleys like the Patía and Tierradentro; the northern Pacific departamento (department)20 of Chocó; and the focus of this study, the southern Pacific coast.21 Some black Colombians count among the settlers who have migrated to the sparsely populated frontier regions of eastern Colombia.



[image: image]

MAP 2. Black population in Colombia, by municipality (self-reported).a

a. Adapted from OCHA Colombia (n.d.). The fact that these figures are derived from the 2005 census, which relied on self- identification (Zúñiga 2006), means that areas such as the Caribbean coast in the north, where phenotypical evidence of African descent is not necessarily synonymous with ethnic self-identification, have significantly higher black populations than as represented on this map.



The particularities of space and the processes of place-making, therefore, are necessarily central to my analysis. The meanings of both blackness and black musicality in Colombia are deeply indebted to struggles over the nature of space, its proper usage, and the carving of place out of it. The process of ethnogenesis described in Chapter 2 entailed the integration of the particular environment of the Pacific into both the means of material subsistence and the social, cultural, and spiritual matrix of its black inhabitants, producing the soundworld described in Chapter 1. The racialization of the Pacific revolved precisely around the disparagement of the noncapitalist, nonaccumulationist, and nonmodern terms in which black Pacific Colombians occupied their territory.

RACIAL EPISTEMES, ENFRAMING, AND THE MOVEMENT OF HISTORY

As compelling as Omi and Winant’s notion of racial formation is for describing the specificities of the Colombian Pacific, this book is not exactly the tracing of a singular racial formation. This is because the discussion of racial formations, while not ahistorical, tends to be inflected by history only insofar as history could explain it in the present time. The exploration given here focuses instead on tracing a series of racial formations that have changed over time—both from the colonial obsession with lineage to the republican performance of decency, and from the nationalist formulation of black folkloricity to the neoliberal instrumentalization of identity.

Thus, what emerges is less a presentist story of how a single, definitive racial formation consolidated in the Colombian Pacific than the chronicle of a series of transforming racial formations that enframed various conditions of racial possibility there over the course of the region’s history since the Conquest. This more or less brings Omi and Winant’s notions of racial formation—the socially specific and historically emergent structure of racial identifications in a particular milieu—together with Michel Foucault’s archaeology of the epistemes through which the world and the conditions of possibility within it were ordered at different moments in modern history in The Order of Things.22

Another way to think about this is that an episteme is permeated by the field of discourses that can be intelligibly uttered, and whose contravention conspires against hegemonic common sense—what Pierre Bourdieu called “doxa.”23This “hegemonic common sense” and the regimes of intelligibility that it supposes constitute the reason for the importance of recognizability when new utterances are to be made. As we will see in this book, especially its second half, the meanings of reified musical objects have been pushed in certain directions; diagnoses of black atavism, for example, have been reconfigured as attractively pastoral alternatives to the alienating and violent effects of modernity for the cultural market, and the heterogeneous sounded practices of the black Pacific folded into a more intelligible idea of “music of the Pacific.” This process, by which new content infuses the molds into which it is poured, is one important way in which doxa changes over time.

This model might be seen as failing to account for more drastic epistemic rupture, by which new epistemes begin to emerge and older ones to attenuate. By “account for,” I do not mean that historical change need take place along the lines of the kinds of grand historical narrative of which a Foucauldian genealogy is so wary.24 But I do find that historical rupture, however contingent in its immediate causes and catalysts, does concentrate itself near particularly constituted fault lines. As Sylvia Wynter explains,25 ruptures often emerge from the internal contradictions of an episteme, which tend to be concentrated in the blind spots at its margins—to which, she argues, black humanity has so often been consigned. (A corollary for this contingent but not aleatory model might be found in the history of capitalism: the capitalist epoch has not, as Marx prognosticated, collapsed under the weight of its own internal contradictions, but the mutations that have allowed it to continue seem to emerge from those contradictions.) Thus, for example, it is precisely from unresolved tensions (about, on the one hand, the relation of particular regions to the Colombian nation and, on the other, the regional geography of blackness in Colombia) that black intellectuals were able to parlay nationalist representations of the regions into a frame for including blackness within the nation in the twentieth century (see Chapter 4).

As this example suggests, however, epistemic rupture is never total. Even attenuated paradigms leave occluded discursive latencies than can be activated by different kinds of catalysts; in the example given here, if the figure of the region works at one moment as a euphemism articulating race, then even after the region has been recontextualized as a component of the nation, the figure of race (if not necessarily its historical specific meaning) might remain latent within it, or be abandoned, or be reactivated, although this reactivation might take place on entirely new terms.

This, in turn, suggests that a single moment in time might feature frames of reference and meaning-making that derive from various epistemes jostling against one another in uncomfortable simultaneity, as when Nidia sings against her own voice. Indeed, this multiplicity makes the possibilities for the reactivation of discursive latencies, as well as their resignification, even more likely.

This simultaneity of multiple temporalities of varied provenances is an important source for the multiplicity of regimes of meaning that continue to be borne by black southern Pacific traditional music. This is particularly the case for the concept of modernity that is premised on the notion of an originary temporal rupture with the past—a before and an after. Nonetheless, the champions of modernity (e.g., nation-builders) are unable to erase other nonmodern epistemes, which, if imagined under modernity as lingering traces of the past (such as musicoreligious rites), are in fact experienced as entirely coeval in the lives of the people who practice them. Not only are these epistemes not diachronic, they are also not hermetic: they interact and entangle with one another. In the words of As Achille Mbembe:


[L]ong-term developments, more or less rapid deviations, and long-term temporalities are not necessarily either separate or merely juxtaposed. Fitted within one another, they relay each other; sometimes they cancel each other out, and sometimes their effects are resolved.26



Music can be helpful to trace the reappearance and recontextualization of latencies; latent signification is something of a musical specialty. As ethnomusicologist Michael Iyanaga explains, black musical practices in the Western hemisphere retain the thumbprints of history:


Histories accrue. A new history can never substitute a forgotten one, as if taking its place in a relay race. Rather, the new history simply joins the move through time as yet another layer of a diachronically rich performance . . . in a dense network of thick, multilayered horizontal sweeps, . . . extend[ing] out along a historical plane as lineages of an ever-expanding family tree, randomly intersecting at other historically dense moments, which then intersect with other moments, and so on. For this reason, performances burst with a multiplicity of histories.27



Even when the particular frames of reference that once gave meaning to those historical traces have been abandoned, forgotten, or suppressed, the particular combination of ambiguous referentiality and embodiment that characterizes musical practice and performance more broadly allows these frames of reference to reshuffle and emerge. Iyanaga continues:


[S]ilences typically go unnoticed, for the seamlessness of the narrative collapses all of these constituent silence-amassing moments under the deceptive guise of linearity and factuality. Performances, on the other hand, when mined in the diachronically dense way I am suggesting, flash all of their constituent histories at once. Embodied in behaviors and ideas, these histories can never be the whole story. Partial and incomplete, these are never readymade linear narratives. Instead they are the snippets of silenced narratives, the fragmented traces of unofficial histories that have been stifled by official accounts.



The varying degrees of explicitness that characterize the relationship between any musical sound and its possible meanings seem to be what ethnomusicologist Thomas Turino is evoking in his extensive use of Peircean semiotics to describe musical meaning, a vocabulary that also might be used fruitfully to describe the historical processes for the musical coding of those meanings to be conventionalized—or made latent. The tripartite division of the sign in Peircian semiotics, for example, is essentially C. S. Peirce’s recognition that the materiality of the sign—as a product of human action, contingency, and history—affects the way it signifies.28 Further, Herzfeld notes that resemblance (“iconicity”) is particularly seamless and more difficult to challenge than a flat-out verbal statement because it “ ‘backgrounds’ . . . its own semiotic character.”29

As such, what I am perhaps most concerned with in this book is the framing of certain discursive notions within the doxa of a given historical episteme. What does it mean when blackness—or music—is posited in such a way as to become commonsensical? The subsuming of ritual sound into music helps it enter the market and the stage and become a political and economic resource—but it also subjects it to the criteria by which music is valorized in the West and abandons categories by which ritual is valorized. And the framing of blackness as a commonsensical social fact helps build a political constituency, but it also creates rigid delimitations of boundaries of blackness.

In other words, the particular characteristics of an enframed category like music or blackness foreclose certain kinds of action, even as they afford a certain degree of ambiguity, doubling, punning, and subversive interpretations and uses.30 In this sense, the arc of this book’s argument might be described (although a bit heavy-handedly, I’d think) as an account of the increasing enframing of Pacific music as iconic of blackness in Colombia. Examining the changing set of connections between music and blackness—Pacific music as a heuristic for diagnosing and pathologizing black atavism (Chapter 3), as the source of resources at the margins of modernity (Chapter 3), as a means to dramatize black particularity (Chapter 5) or the Colombian nation (Chapter 4), or as practiced across racial groups (Chapter 2)—certainly lies at the book’s heart, even if the historical trajectory between these regimes of meaning is far from unidirectional, and even if the means by which these connections are made—by external observers’ interpretations or by musical practitioners’ own aesthetic tendencies or political goals—are not uniform.

FRAMES, REIFICATIONS, AND MOBILIZATIONS

A fundamental question concerns how the music of the Pacific came to be constructed as an object bearing these kinds of meanings in the first place. Anthropologists and scholars of cultural policy see culture in two registers: the artistic register of cultural objects (material culture and expressive practices) and the anthropological register of lifeways, epistemologies, and affective relations—what might be called the cultural matrix in which they are embedded.31 Mobilizations of culture require cultural objects and work to constitute them by isolating material/expressive cultural forms from culture-as-lifeways and reproducing them as objects. These objectifications emerge as metonyms—or reifications—of the cultural matrix from which they were extracted.

Music is easily reified, isolated, decontextualized, and disseminated, particularly through the “schizophonia” of its recording. But it is characterized by a particular paradox: music travels far but feels near.32 As mobile as it is, music is also apprehended as authentically and organically representative of deeply rooted cultural experience, as uncommonly visceral, in the sense that it is experienced as having a particularly privileged relationship to emotion and to the body.33

As far as a recording of marimba music might travel from the jungles of the Pacific, even the most ingenuous listeners cannot help but notice the unfamiliar sonority of the instruments and voices and its curious 6/8 sway, whether or not they like it. All of this imbues music with a particular affordance for the dissemination of representations of cultural alterity—representations that, given the plasticity of music as a diffused material, make it subject to unexpected shifts in meaning that are deeply implicated in power relations.34

This makes one strand of the genealogy of musical meaning especially significant. Even beyond these mobilizations of music as a representation of the black southern Pacific, the questions of how musical practices were reified into what is understood as music by common sense, the southern Pacific as a regional entity to be represented, or blackness as a bearer of meaning are answered via processes of delineation and reification far older than the current cultural mobilizations. This book follows these processes from the relative formlessness of the colonial period, during which the racial ascriptions of marimba music were still in flux, to the incipient delineation of marimba music, blacks, and the southern Pacific as savage, and finally into the rise of full-blown concepts of the black southern Pacific and the canonization of particular musical forms to represent it in mid-twentieth-century folklore. Although seminal, even this folkloric form has continued to have different content “nudged” into it as elements such as race and ethnicity became salient points to be mobilized through music. This nudging shows that black Pacific Colombians themselves also have played a part in their own self-construction. If black actors have always needed to work within discursive fields and material and political conditions that were, more often than not, not of their own making, their tactics and micromaneuvers and their constant search for and expansion of openings within the often-oppressive conditions posed from outside present a sterling example of popular ingenuity.

AN ETHNOMUSICOLOGICAL APPROACH

Music and sound seem like somewhat unlikely vantage points for a theme as broad as a historical epistemology of blackness. But I don’t think it is hubris to suggest that they are crucial. (Even if it is, a bit of hubris in ethnomusicology’s long history of self-mortification over theoretical lag behind other disciplines might be salutary.) First, sound and music have long lain, for better or for worse, at the center of formulations of blackness by both black and nonblack observers. Second, ethnomusicology, as a discipline that engages ethnographically with meaning-making through sound, provides a set of theoretical concerns, terms, a capacity for analyzing form, and a supple sense of music on the concrete experiential, ethnographic level.

For example, one way to get at the relationship between black Colombian identity-formation, the regimes of credibility that mold it, and the older forms of racialization and ethnogenesis from which it draws is to look at cultural policy—that is, at the ways in which culture is mobilized by different actors for different ends. However, unlike ethnomusicology, academic studies of cultural policy, in their focus on the management of culture, generally do not attend to cultural practitioners’ aesthetic labor in producing meaning, insisting that “[c]ultural politics fundamentally determine the meanings of social practices,”35 thus subordinating symbolic production to its mobilization, whether by the state (cultural policy) or by social movements (cultural politics).36

Mirroring the artificial sublimation of the sphere of formal politics rather than the more general realm of conflict that Chantal Mouffe calls “the political,”37 this ignores the political ramifications of symbolic practices and aesthetic experiences on a more everyday level. This more modest scale is even more drastic in some respects than the formal sphere of politics; for Ranciére, for example, aesthetic manipulations of form can redistribute human beings’ very perceptions of the world.38 Musical practice can also engender politically charged subjectivities, as in the radical transformation of notions of the body produced in the West’s encounter with black music.39 In this sense of producing politically valent subjectivities, music is related to notions of cultural policy as a subject-producing “technology of the self.”40 Finally, music’s plasticity, as a material that can circulate broadly in a variety of media, makes ethnomusicological discussions of music’s media circulation41 useful for interrogating the mobilizations of cultural forms.

Ethnomusicology, however, is far from perfect. A positing of culture as fungible, countable, and segmented is implicit to the ethnomusicological partition of the world into a series of ethnoi, each of which has a music that we presume to know (logos)—whatever “music” and “know” are supposed to mean—in ethno+music+ology. I would argue, as I hope this book does, for the theoretical, historical, ethnographic, and political problematizing of ethnomusicology’s delineation of human groups; of its bracketing of their sounded practices as music; and especially of its unproblematic correlation of the two.

Also, ethnomusicology has not quite reckoned with history (in part due to a desire to distinguish itself from a historical musicology caricatured as stuffy and elitist). There has been ethnomusicology that deals with the past, but it is frequently a transplantation of the same model to the past rather than an attempt to devise an ethnomusicological theory of the past. This, in turn, might arise from a frustrating tendency for theoretical lamentation, by which ethnomusicologists decry their own theoretical backwardness in relation to anthropology, cultural studies, comparative literature, and other disciplines. This is the case even as so many scholars in those disciplines are interested in studying sound and music—and so frequently fail in the attempt from lack of a coherent method, vocabulary, or theoretical framework for parsing out music’s constituent elements. Above all, Ethnomusicology’s focus on musical ethnography enable us to make interventions that are useful for disciplines beyond our own.

ETHNOGRAPHY

This project did not begin as a historical project. I was initially interested in history only insofar as it worked to contextualize what was essentially ethnographic research. But I kept finding in history a way at getting at some of the frames of reference that I was encountering ethnographically. For example, as I recount in Chapter 3, I repeatedly encountered terms like monte (the wild) and chimpa (a country person) that exemplified a grid cast across much black experience in the Pacific that counterposed densely packed notions of nature and culture, the past and the future, and the savage and the civilized, and that had direct ramifications in local understandings of music and race. Tracing the history of the incorporation of the Pacific into national and global modernity gave me a foothold for understanding exactly what was being plotted along the axes that these terms evoke and what is at stake, both in the field of the social everyday and on the scale of broader political claims. This, in turn, engendered new realizations as I began to find that even as the current racial formation emerged from and bore traces of history, it had also changed radically over historical time.

One of the things that I was listening and looking for as an ethnographer was the ways in which musical practitioners performed their relationships to the extant scripts of these musical objects. Musical practitioners make music in relationship to preexisting musical discourse (as Mikhail Bakhtin might remind us). This consideration sits at the center of the notion of genre, which should be seen less as an objective system of classification than as a relation to extant musical utterances and associated significations that are bolstered by particular positions of power.42 For example, musical claims to so-called tradition or blackness must be posited in relation to extant notions of tradition and blackness, which may differ from other understandings—or they may not.43

But musicians are not condemned to mimic preexisting forms. They may also deliberately part from preexisting forms, “maximizing intertextual gaps”44 in ways that creatively call attention to their own difference and originality and implicitly undermine the authority of the texts from which they diverge. For example, the incorporation into traditional music of extant texts about musical blackness that can be found in modern, transnational forms like salsa, rap, and reggaetón works to reformulate understandings in Colombia of blackness as rustic and traditional, breaking with tropes of tradition but rearticulating tropes of blackness. Even in more strictly traditional music, microlevel decisions (such as extended instrumental solos or lyrical allusions to Pacific life) make particular claims about instrumental virtuosity and cultural situatedness that become part of their symbolic content.

Examining these intertextual maneuvers is perhaps possible only through ethnomusicological ethnographies of performance,45 which can attend to musical symbolic practice in its own terms. The ethnomusicological approach avoids conflating musical practices and the musical texts with which they engage. Musical texts are material traces of musical practice, but they must be understood as extracted and objectified, while musical practices (such as intertextual negotiations) are better seen as active, agentive, and embodying symbolic production.46

Looking at practices and their engagements with texts, as I propose, plunges us into the messy realm of human action. But it is in practice, rather than in “the clean air of meaning and textuality,” that the human acts of self-conception, symbolic production, and engagement with circuits of power take place.47 I understand these crucial tactics of intertextuality as a kind of “performativity,” in Judith Butler’s sense.48 This intertextual performativity is a crucial site for examining questions of agency and structural impingement in aesthetic practice.

The ways in which musical practitioners embrace, acknowledge, or pointedly ignore extant musical scripts of blackness, nationalism, or tradition evince their own negotiations of these notions and create new utterances. In the case of the traditional black music of the Pacific, there are instances when its traditionality, its blackness, its regional location, or its musicality is emphasized—or obscured. Again, this provides an important methodology in this book for examining the crucial question of the relationship between recent processes of identity formation and extant ethnogenesis and racialization.

It is also important to look at the organizations and institutions that put forward these meanings in their mobilizations. Ethnographies of institutions49 and grassroots social movements,50 as well as their points of contact with the public sphere,51 create a particularly useful methodology. During my time in Colombia, I was able to locate myself within two important state institutions responsible for the presentation of southern Pacific black music: the Petronio Álvarez Festival and the federal Ministry of Culture. Another important field looks at consumers, the targets of cultural policy mobilizations.52 Ethnographic approaches to audience are notoriously complicated to undertake, given the size and heterogeneity of most audiences and the atomizing effects of the technological mediation of music. Attending the Petronio Festival a number of times over the years, enjoying black Pacific music in recorded form countless times along with black Colombians in the Pacific, Cali and Bogotá, and engaging in endless conversations on the subject of southern Pacific music with peasant musicians, young experimentalists, bureaucrats, black professionals, and members of the black urban working class helped me understand some of the practices of some audiences.

I have carried out fieldwork in Colombia beginning with a stint in Cali in the summer of 2002, with sporadic visits as often as I could that lasted from about a month to a few months, mostly to Cali or Buenaventura. The bulk of my fieldwork for this book was carried out between January 2005 and August 2006. I spent the first few months of that time in Bogotá, mostly at libraries, accumulating as much written material as possible, carrying out interviews with figures from the Afro-Colombian movement and with musicians, and living with a family from Tumaco, the head of which is an important figure in the Proceso de Comunidades Negras (PCN) activist organization. I ended up collaborating with the PCN on a few projects. At nights and on weekends, I hung out at the places where Pacific coast migrants in Bogotá socialized: barbershops, salsa clubs, soccer matches, and private homes. I also returned to Bogotá in 2006, working on an archival project with the Ministry of Culture.

In June 2005, I moved to Cali, where I lived alone. There, I carried out more interviews with musicians and cultural figures and spent most days in the offices of the Secretary of Culture of Cali, working alongside the organizers of the Petronio Álvarez Festival. As the festival approached, I spent many afternoons at group rehearsals. The Pacific community in Cali is far larger and more dispersed than in Bogotá, but again, I spent most of my free time in people’s homes, barbershops, salsa clubs, and other spaces of black socialization in the eastern part of the city. I also traveled to various towns on the Pacific coast, especially during times when traditional events, such as the December holidays and Holy Week, were held, something that I have been doing since 2003. In the Pacific, I would stay with friends or their families, carry out interviews, and participate in the events—often at the expense of not filming or recording them, although a friend would often borrow my video camera and record for or with me. I met my wife, who is from Buenaventura, in Bogotá in 2005, and I have visited her family in Buenaventura repeatedly over the years. I also have frequently returned to Cali, spending my 2013–2014 sabbatical there.

In general, the people of the Pacific have been friendly, open, and hospitable with me, even in places most affected by violence, where friendliness can be a liability. Although I’m the light-skinned, US-born son of a mestizo Colombian father and a mother from a New York Ashenazi Jewish family, I was often treated as an emissary from the black US youth culture, since I am moderately conversant in hip hop and have lived in places with mythical names like Brooklyn and the Bronx. I was frequently questioned, with an ethnographic interest rivaling my own, about New York, whether I knew any famous rappers and whether Tupac Shakur faked his own death. I was also constantly invited to soccer matches, to listen to music, or to drink rum and hang out. I received business proposals to import sneakers and hair extensions, requests for advice on emigrating to the United States, and invitations for lunch at people’s houses, sometimes several gut-busting times a day.

A central ethnographic concern during my time in Colombia was to become fluent in southern Pacific musical forms as a musician and dancer, in order to have a deeper understanding of the kinds of compromises that musicians make on a musical level between the respective “gravitational pulls” of the discursive fields in which southern Pacific musical practice, as a metonym for southern Pacific blackness, is embedded. Despite the complexity of these musical forms, I was able to learn enough to engage music and musicians in recording studios, rural religious ceremonies, urban jam sessions and parties, and folkloric festivals, as an ethnographer-musician.

I began with private lessons in Cali. I learned even more in 2003, when I was able to invite several Pacific musicians to participate in workshops at New York University, and I even accompanied them (playing as unobtrusively as possible so as not to throw everyone else off) at several concerts. My real education came on the Pacific coast itself, where I learned as children there do—by grabbing any instrument or dance partner left unattended and playing, first discreetly, then more boldly, until someone heckled me or, more often, politely asked for the instrument. By 2006, I found myself able to play alongside musicians and dancers with only occasional embarrassment, to their endless bemusement, astonishment, and, for those who had taken the time to show me something, pride.

THE SOUTHERN PACIFIC

Colombia’s Pacific coast is the strip of land between the westernmost chain of the Andes and the Pacific Ocean. Culturally, historically, and ecologically, it includes portions of Panama, the entire northwestern Colombian departamento53 of Chocó, and the remainder of the Colombian Pacific coast, running south into the Ecuadorian province of Esmeraldas. This book focuses on what is called the Pacífico Sur or Centro-Sur, the central-southern Pacific coast of Colombia, bordered on the north by Chocó departamento and on the south by Ecuador. Although there are very deep cultural and socioeconomic affinities, this region is differentiated from most of Chocó in many senses: in the different musical formats of the two areas,54 by the fact that Chocó is a self-governing departamento, and because of the strong influence from the Caribbean coast in Chocó via the northward-flowing Atrato River. There are even more affinities, and even family ties, between the inhabitants of the Colombian Southern Pacific and the people of Esmeraldas in Ecuador, but their incorporation into two different nation-states has necessarily affected the two populations and their cultural production in various ways, at least since the end of Spanish rule in the early nineteenth century.
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MAP 3. Southwestern Colombia, northeastern Ecuador, and the Pacific coast.



Most human settlement in the southern Pacific is along the many streams and rivers that, fed by the frequent and heavy rains of the wet seasons, flow down from the mountains, descending into the jungly foothills and lowlands and finally feeding into the sea at the numerous swamps and small islands that front the Pacific ocean. The rivers provide the major arteries of transportation and the hubs of human settlement in the area, although there are always boats and canoes plying the open seas from the mouth of one river to others. The river currents ebb and flow in twelve-hour cycles with the tides, themselves subject to the monthly wax and wane of the moon and the three-month-long oscillations between biannual wet and dry seasons. People take advantage of the vaciante (downstream tide) to row their canoes downstream to the plots, a few minutes’ hike into the jungle, where they have crops to gather: bananas, plantains, coconuts, chontaduro (Bactris gasipaes) fruit, and papachina (taro).

In the downstream communities, women head to the oceanfront swamps to dig for mollusks, and men head out to sea at the predawn vaciante, a candle and a cooking pot burning in each of the prows of their canoes. They return at the noontime upstream marea, which also brings salt water to the downstream settlements, to the excitement of the thousands of tiny crabs that emerge from their holes. In the midstream communities, the marea washes away the dirty, branch-strewn water brought from upstream at the vaciante, and women assemble at the shoreline to wash their laundry in the fresh water and gossip while children swim and fill plastic receptacles with the day’s drinking water and men descend to the river with bars of blue laundry soap on sticks for a bath. Afterward, the men gather in a shady spot with a vantage point on the river to greet the passers-by who ride the marea upstream, or to help unload an arriving boat.

In the larger towns, the rising tides bring women in canoes to the local markets (galerías) to sell excess produce, herbs, and especially fish and mollusks. The upstream communities are often more than a day’s journey up from the river mouth, and one must frequently jump out and push the canoe through dry patches. They are thus little affected by the tides, but they are subject to the cycles of wet and dry seasons. During the rainy months, they build sluices and runoffs to pan the riverbed for gold, as they have since their ancestors were brought to the region as slaves beginning in the seventeenth century. During the dry months, they may go downstream, or even to another river, where they have land to farm. However, the use of motorized pumps has recently obviated the need for rain for gold panning, and temporary work (construction for men, food preparation and domestic service for women) in the larger towns and villages like Tumaco, Guapi, and Buenaventura, or even in the cities of the Colombian interior, like Cali and Bogotá, has often replaced subsistence agriculture and traditional fishing and mining, as it has in many towns along rivers in the area. With the arrival of guerrilla groups and other armed groups in many parts of the area since about 2001, the cultivation and processing of coca have also become a major source of income in parts of many rivers.

The entire Pacific region, including the Chocó, has 1.3 million inhabitants.55 The vast majority of them (some 90 percent) are black, especially in the rural areas. They are the descendants of enslaved Africans brought to the region to mine gold. People’s last names tell these stories. Most bear either the surnames of the mine-owning families of the region—Arboleda, say, or Castillo—or of the missionaries that first baptized them—Perlaza. Many others bear the names of the ethnicities that their African ancestors were part of—Carabalí, Cundumí, Dajomé, Ocoró, Balanta—or at least the names that they were sold under.

As a category, the black river-dwellers call themselves negros (blacks), morenos (dark people), libres (free people), or renacientes (a complex term related to the verb “to be reborn or to reappear”).56 A total of 46 percent of the population live in larger towns and cities like Guapi (with a population of 11,687), Tumaco (64,337), and Buenaventura (217,680), or in the larger towns on the rivers.57 In some of these urban centers, a few families, frequently lighter-skinned (de color, or “colored”) and often part of the regional elite, bear surnames of the Lebanese-Syrian, French, German, Italian, Chinese, or inland Colombian immigrants who arrived there in the early twentieth century: Klinger, Yacub, Yip, Kaiser, Martán.

There are also newer waves of white and mestizo immigrants, whom local blacks call paisas, a term suggesting their origin in regions of the Colombian interior like Antioquia, the neighboring coffee-growing region, or northern Valle departamento. These newcomers, some 5 percent of the Pacific’s total population, have set up stores in the towns and larger villages like Santa Bárbara de Timbiquí, which, if smaller than Guapi, are nonetheless the largest towns of their respective rivers. Along some rivers, especially in the most remote upriver communities, there are indigenous enclaves, such as the Eperara Siapidara of the Saija River and the Awá of Barbacoas, which sometimes form their own neighborhoods in the larger towns, like in parts of the Puerto Cali neighborhood in Guapi. The indigenous, whom the black river-dwellers call cholos, make up some 5 percent of the regional population.58 Finally, there are a handful of white-mestizo families called culimochos (loosely translatable as “flat-buttocks,” although the term might also refer to the square stern of the ships they build) that have lived for generations along a few oceanfront beaches near Iscuandé, where they fish and are renowned shipbuilders.

Life on the Pacific coast can be rough, especially outside the major towns. There are poisonous snakes, vampire bats, gastrointestinal parasites, and numerous tropical diseases.59 Health coverage, aside from traditional herbalism, is minimal, with small hospitals in Tumaco and Buenaventura and a decrepit clinic in Guapi serving a large geographical area. Electricity is fairly new in the region, arriving in the large town of Guapi only in 1998.60 Telephone coverage is also scanty, although the recent erection of cell-phone towers in the larger towns (for example, in Santa Bárbara de Timbiquí in 2005) has helped expand coverage.

The only road connections with the interior are along the highways (often two-lane roads) from Cali and Buga to Buenaventura in Valle departamento, and Pasto to Tumaco in Nariño departamento. Aside from being prey to deadly (and traffic-blocking) landslides, and, in the 1990s and early 2000s, to guerrilla attacks, branches of the highway such as that leading to Barbacoas in Nariño or Sabaletas in Valle are made more precarious by tremendous craters and mud pits that often render them completely impassible. For those who can afford it, there is air service to Buenaventura, Tumaco, Guapi, and Santa Bárbara de Timbiquí. Otherwise, all transport takes place by river and sea routes, subject to the moods of the sea and the occasional attacks of pirates.

Many people of the area have chosen—or been forced by economic need or the mass displacements favored as a tactic by the actors in Colombia’s civil war—to move to the larger towns of the area, like Guapi or Bocas de Satinga, larger coastal cities like Buenaventura and Tumaco, or large inland cities like Cali, Medellín, and Bogotá.61 In places like Guapi and Buenaventura, and in the poorest shantytowns of Cali, many have reproduced the lives that they may have lived on the coast, living in wooden houses, cooking with wood and charcoal, and maintaining large matrifocal households, although wage and informal labor necessarily supplant subsistence farming, fishing, and mining.

In other cases, where they have the will and means to do so, or in cities where coastal ways are difficult to keep up, the people of the black Pacific have struggled into working- or middle-class identities in many (but not all) ways undistinguishable from those of their mestizo neighbors. But many only stay for a while, visiting relatives, undergoing treatment in the hospital, working as live-in domestic workers, studying, or staying as long as a particular job lasts.

A ROAD MAP

This book is ordered chronologically, from the eighteenth century to the twenty-first, except for Chapter 1, which is structured more synchronically. The sonorous world and sounded poetics discussed in Chapter 1 emerge from the colonial period discussed in Chapter 2 and continue to be relevant in the twenty-first century context discussed in Chapter 5. Chapter 1 examines how the poetics of sound construct, mediate, and enact in the black southern Pacific world. By the same token, deeply felt epistemologies, affectivities, and forms of sociality that characterize this world structure the ways in which sound is understood and used. These sonic structures of feeling are a constant reference, and a lived reality, in the periods covered by the other chapters.

That soundworld is the product of the human clash and mesh of colonial slave society in the gold mines of southwestern Colombia, as described in Chapter 2. The chapter, populated by white marimberos, black violists, multilingual enslaved cosmopolitans, and other unexpected figures, provides a glimpse, from what little the historical record can tell us, about a moment before the definitive racial and musical ideologies that frame our understandings of black musicality in the Americas were fully set in place.

The question that arises then, given its deeply entangled origins, is how southern Pacific music came to be understood as being “black.” Chapter 3 suggests that the question might be rephrased, with music occupying a more structurally prominent place; rather than assume that preexisting ideas of blackness influenced understandings of music, I offer that notions of musicality were integral to the consolidation of notions of blackness in the southern Pacific. Both are understood as measured by the yardstick of modernity, which is also a reference for people’s everyday microtactics for negotiating, and at times contesting, the relationships between music, race, and modernity. I suggest that rather than mutually exclusive positions, and even less as periodized stages of development, these stances and practices are more properly considered as repertoires of scripts and modes of social affiliation, which individuals freely borrow from and shift between the micropolitics of their social interactions and the contingencies of their engagement with ongoing processes of modernity in Colombia’s southern Pacific

Chapter 4 examines the assimilation of Pacific musical practices into the paradigm of folklore at the mid-twentieth century, marking a new relationship between the palpable (and audible) manifestations of culture and the epistemologies and socialities that undergird it. Folklore was part of a broader resignification of the nature and the role of the much-invoked figure of “the people” (el pueblo) in the Colombian nation, including racial thinking about the people. The chapter traces the structure of this invisibility of blackness from conceptualizations of the nation’s cultural foundations, and it also shows how innovative practitioners were able to parlay a much-circulated discourse about the Colombian regions into recognition of the Pacific as a culturally salient region, but also of blackness as being among the nation’s cultural wellsprings. Paradoxically, it was through the same, often disempowering practice of reification that the affirmation and representation of the local became possible, even as the circumscription of the folkloric object made it possible for a number of different meanings to be injected into it.

Chapter 5 discusses how, over the past three decades, black southern Pacific traditional music has been recast as a touchstone for cultural difference through its mobilization by the Afro-Colombian social movement. The ability of black artists, activists, and intellectuals to posit a credible black identity in Colombia depended on what might be called a “politics of resemblance,” the couching of local black cultural practices in such a way as to be recognizable as legitimate bearers of credible difference. Once adopted by the state in the 1991 multicultural Constitution, the sounded poetics of the black Pacific, reconstituted as música del Pacífico, has been taken up in a context of neoliberal multiculturalism, as a resource for a variety of divergent, even contradictory agendas, including economic development, social amelioration, governance, and local activism.

NOTES

1. I am trying to be careful with terminology. The term Afro-Colombian originated in midcentury anthropology (Arboleda 1950), although it became widely adopted only in the 1990s. In part because I trace that process as a self-conscious, reflexive discursive move, I generally do not use the term here unless I am referring to a very specific form of identitarian self-presentation in the 1990s. Instead, I generally use terms derived from the fairly generic, if still imperfect, word black (with a lowercase b).

2. Omi and Winant (2014[1986]).

3. Okihiro (2008).

4. Matory (2005:73); Brown (2005:6).

5. Monge Oviedo (1992). The precise numbers vary depending on how blackness is identified. The 2005 national census estimate of 4.5 million (10.6 percent of the total population) has been broadly criticized (Zúñiga 2006). Urrea, Ramírez, and Lopez (n.d. [2000], cited by Wade 2002:21) have estimated a figure of 18 percent (5.4 million). An estimate by the National Planning Department (DNP 1998:16 and appendix) suggested that 26 percent of the total population is black or “Afro-descendent,” equaling about 10.6 million black Colombians in 1998 (11.15 million in 2005).

6. Friedemann (1984).

7. See Restrepo and Rojas (2008).

8. Cf. Restrepo (2005).

9. Herskovits (1966:53, 61).

10. The word America refers to the entirety of the Western hemisphere, of course.

11. Losonczy (2006:35).

12. Wade (1993).

13. See, respectively, Moore (1997); Averill (1997); and Vianna (1999 [1995]); Rafael Trujillo’s Dominican Republic provides another outlier.

14. This is the so-called Violencia of interparty killings that lasted from 1948 to about 1958, before being attenuated first by the brief dictatorship of Rojas Pinilla, and then by a power-sharing arrangement between the two major political parties.

15. Or, as we might say now, “partly cultural.” The anthropologizing shift from elite culture, in the singular, to an idea of multiple cultures, in the plural, has been central to the conformation of to multiculturalism (Williams 1975; Ochoa 2003; Miller 1994).

16. Austerlitz (1997); Averill (1997); Moore (1997); Vianna (1999 [1995]); Turino (2003); Wade (2000).

17. Wade (2000).

18. Moore (1997); Vianna (1999 [1995]).

19. This is not rendered on the map shown here.

20. A department (departamento) in Colombia is an administrative and territorial entity akin to a state or province.

21. There is a certain amount of canonicity in place between these regions as well, with some receiving more academic attention than others.

22. Foucault (1994). See Foucault (1977).

23. Bourdieu (1977).

24. Foucualt (1977, 1987).

25. Winters (2003:322); cf. Bogues (2006); Chude-Sokei (2015:221).

26. Mbembe (2000:261).

27. Here and next, see Iyanaga (2015:185).

28. Keane (2005:186).

29. Herzfeld (1997:58).

30. Samuels (2004).

31. Miller and Yúdice (2002:1); Álvarez et al. (1998).

32. Erlmann (1999); cf. Feld (1996).


33. See McClary and Walser (1994); Cusick (1994), among others.

34. For instance, see Manuel (1993); Feld (1996); Keil and Feld (1994); Meintjes (1990); Brady (1999). Brady is actually a folklorist.

35. Jordan and Weedon (1995:5), cited by Álvarez et al. (1998:5).

36. For instance, Yúdice (2003:9); García Canclini (1995:160); Miller (1994). See Ochoa (2003:65–78) on “cultural politics” versus “cultural policies.”

37. Mouffe (1995:262); cf. Slater (1998).

38. Ranciére (2004 [2000]).

39. McClary and Walser (1994); cf. Ochoa (2003:78).

40. Miller (1994:xiv); see Denora (2000).

41. Feld (1996); Harker (1997); Manuel (1993); Marshall (2003); Meintjes (1990).

42. Briggs and Baumann (1992); Kallberg (1988); Krims (2000); Schechner (1985).

43. Scher (2003).

44. Briggs and Baumann (1992:148–149).

45. Herndon and McCleod (1980); Qureshi (1987).

46. See Blacking (1979) on “product” versus “process”; Merriam (1964) on “music in culture” versus “music as culture”; and Small (1998) on “music” versus “musicking.”

47. Hall (1992:278); cf. Álvarez et al. (1998).

48. Butler (1990); cf. Yúdice (2003:30–33).

49. Ochoa (2003); Born (1995).

50. For instance, Asher (2009); Escobar (2008); Paschel (2016); Restrepo (2001); Yúdice (2004).

51. Dávila (2004); Gregory (1998); Gupta (1995); Ong (2003).

52. Brunner (1998); García Canclini (1995), Martín Barbero (1998 [1987]); Lewis and Miller (2003); Miller (1994).

53. Colombian departamentos are divided into municipios, which correspond to counties in the United States. The municipio of Timbiquí includes the smaller settlements (called veredas) on the Timbiquí and Saija Rivers in Cauca departamento.

54. Bermúdez (1986).

55. Urrea et al. (2000).

56. Almario (2001); Friedemann (1974).

57. These population figures derive from the 2005 census (DANE 2005) and refer to the cities, rather than the larger municipios, named.

58. Urrea et al. (2000).

59. Whitten (1994 [1974]:26–28).

60. González Sevillano (1999).

61. Many have also migrated to rural areas in the Cauca Valley, where there once were jobs on sugar plantations alongside members of the local black population. Most Afro-Pacific migrants now head for the cities, as, indeed, much of the Cauca Valley black population has.
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