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General Editors' Preface

Popular musicology embraces the field of musicological study that engages with popular forms of music, especially music associated with commerce, entertainment and leisure activities. The Ashgate Popular and Folk Music Series aims to present the best research in this field. Authors are concerned with criticism and analysis of the music itself, as well as locating musical practices, values and meanings in cultural context. The focus of the series is on popular music of the twentieth and twenty-first centuries, with a remit to encompass the entirety of the world’s popular music.

Critical and analytical tools employed in the study of popular music are being continually developed and refined in the twenty-first century. Perspectives on the transcultural and intercultural uses of popular music have enriched understanding of social context, reception and subject position. Popular genres as distinct as reggae, township, bhangra, and flamenco are features of a shrinking, transnational world. The series recognises and addresses the emergence of mixed genres and new global fusions, and utilises a wide range of theoretical models drawn from anthropology, sociology, psychoanalysis, media studies, semiotics, postcolonial studies, feminism, gender studies and queer studies.

Stan Hawkins, Professor of Popular Musicology, University of Oslo &amp;amp; Derek B. Scott, Professor of Critical Musicology, University of Leeds
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This is a book about the ways in which music can cross racial faultlines. The relationship between race and music is complex and is made more so by the complexities in the discussion of race as a category. Ronald Radano and Philip V. Bohlman, in their thoughtful outline of the elision of race from musicology, assert that ‘[r]ace lives in the house of music because music is so saturated with racial stuff’ (2000, p. 1). This applies to all modern music and, perhaps especially, to popular music. There are times when this saturation becomes more obvious. One of those times is when music traverses the socio-cultural differences identified through ‘race’. My concern in this book is with structure: how the construction of racial difference and the faultlines elaborated as a result of that difference are traversed by musical forms and how those forms are transformed in that process. Josh Kun uses the term ‘audiotopia’ to describe ‘the space within and produced by a musical element that offers the listener and/or the musician new maps for re-imagining the present social world’ (2005, p. 23). A little later Kun writes that audiotopias



… can also be understood as identificatory ‘contact zones’, in which they are both sonic and social spaces where disparate identity-formations, cultures, and geographies historically kept and mapped separately are allowed to interact with each other as well as enter into relationships whose consequences for cultural identification are never predetermined. (2005, p. 23)



This goes some way towards capturing how I am thinking of the musical relations across the racial faultlines that I am discussing.

This is not the place to pursue a genealogy of the discursive formation of race. In this book I do not take a long, or broad, view of the history of the imbrications of music and race. One reason for this is that the discursive formation of race gets played out differently in different societies and, partly as a consequence, the articulation of the imbrications of music and race differs also. My preoccupation here is with one specific historical moment, the fifty years or so after the Second World War when the people of the European colonies began, for the first time, to move in numbers considered significant by the colonizers to the colonial metropoles of Europe. This development marked the beginning of a radical shift in migration patterns. Where, previously, the people of Europe had spread out across the world as colonizers and settlers, using race as a means to mark their difference from those they colonized and settled among, now people who had been constructed as racially inferior were moving from the colonial periphery to the European core and, as a consequence, problematizing the claims to racial and cultural homogeneity that had been central to the understanding of the modern Western nation-state.

Much of this book centres on Britain and the ways in which ska, rocksteady and, later, reggae crossed and recrossed the cultural border of the racial divide. As Stuart Hall notes, ‘The formation of the Black diasporas in the period of post-war migration in the fifties and sixties has transformed English social, economic and political life’ (1997, p. 52). In addition, in one chapter, I use the career of Rachid Taha as an example of how music has crossed the racial faultline constructed in France between ‘white’ French and those living in France who are of North African heritage. In the final chapter, I follow across Britain, Spain and France, and back to Britain, a number of revisionings of a song, ‘Police on My Back’, first recorded by the racially mixed group The Equals in 1967, as it has been transformed from a genre song about Jamaican rude boys to a track making a statement about the experience of life in Europe for those racially marginalized at the turn of the twenty-first century. Race, and racial difference, which had been a marker of the distinction between colonizer and colonized, civilized and primitive, slave owner and slave, continues to fracture the societies of the European core while elements of culture, such as music, move across those faultlines constructing increasingly hybrid artefacts.

Roy Shuker provides a useful definition of popular music:



Essentially, all popular music consists of a hybrid of musical traditions, styles, and influences, and is also an economic product which is invested with ideological significance by many of its consumers. At the heart of the majority of various forms of popular music is a fundamental tension between the essential creativity of the act of ‘making music’ and the commercial nature of the bulk of its production and dissemination. (1994, p. 7)



I am concerned in this book with popular music in the most literal sense – music, and indeed specific tracks, that were popular within migrant communities and music which made the mainstream singles charts. I ask how, in Britain, genres of music brought by Caribbean migrants became familiar to the mainstream. What did (white) Britons do with that music and, perhaps surprisingly, how was that music picked up again by diasporic West Indians and reworked, even taken back to the Caribbean? In one chapter, through a study of the group Hot Chocolate, I ask how African-American music was situated in Britain as compared with Jamaican-originated music.

We shall also be reminded that, in Britain, there was a population identified as black before the establishment of the post-Second World War population from the Caribbean and that, in the context of a racialized order which had a fundamental cultural effect on how music was listened to and what aesthetic judgements were made about music, a number of high-profile musicians and singers came from this background, some of whom had significant success in the new arena of youth-centred, commercial popular music. To this end, this book’s first chapter centres on the career of Kenny Lynch.


Economics and Race in Post-Second World War Europe

We must start by considering the causes of the transformation in migration patterns in the post-Second World War period. The period of about thirty years after the Second World War ended in 1945 was a one of rapid economic growth known as the long boom. Chris Harman writes that:



Many economic forecasters expected the world economy to slip into crisis after the war, after a brief period of boom as in 1919. It did not happen. What followed was the longest boom that capitalism had ever known – what is often called ‘the golden age of capitalism’, or, in France, ‘the thirty glorious years’. By the 1970s, American output was three times the 1940 level; German economic output was five times the (depressed) level of 1947; French output up fourfold. (2010, p. 161)



In Britain, while there was significant economic growth it was not as rapid as in some other European countries. Between 1950 and 1973 gross domestic product (GDP) per head of population grew by 2.4 per cent compared with 3.4 per cent across a twelve-country median (Bean and Crafts, 1996, p. 133). Charles Bean and Nicolas Crafts comment: ‘Although growth was disappointing by international standards in the Golden Age of 1950 to 1973, it was respectable relative to the UK’s own historical performance’ (1996, p. 133). Workers were needed to underwrite this large and ongoing industrial expansion throughout Western Europe, and this was the background to the beginnings of various forms of migration into Europe. In France, Les Trentes Glorieuses was a time of high North African migration and the period when les bidonvilles, shantytowns on the outer edges of major cities where the majority of the migrants lived, were gradually rebuilt as les banlieues, the medium-rise suburbs comprising Habitation à Loyer Modéré (HLM), rent-controlled public or private housing.

The long boom lasted until the early 1970s. The end can be identified using various markers. By the early 1970s the American economy was increasingly dogged by rising inflation coupled with a balance of payments deficit. One consequence was that, under President Nixon, a decision was taken that the value of the American dollar should cease to be tied to the value of gold thus ending the international financial order based on the agreements made at the Bretton Woods conference in 1944. Another marker was the oil crisis of 1973 in which the Arab members of the Organization of Petroleum Exporting Countries (OPEC) placed an embargo on oil supplies to the United States and other Western countries. This increased oil prices and had the general effect of decreasing industrial production. The combined effects of the abandonment of the Bretton Woods accord, along with the underlying problems in the American economy and the oil crisis led to the stock market crash of 1973–74 which, in turn, led to an immediate slow-down in economic production across Western Europe and the United States.

The long boom fuelled the need for labour among the countries of Europe regardless of whether they had been on the winning or losing side of the war. Stephen Castles and Mark Miller argue that:



One common factor in the migrating movements of the 1945–1973 period is the predominance of economic motivations. Foreign worker migrations to Western Europe were caused primarily by economic considerations on the part of migrants, employers and governments … The colonial workers who migrated to Britain, France and the Netherlands had economic reasons, although for the governments political considerations (such as the desire to maintain links with former colonies) also played a part. (2009, p. 105)



Additionally, as Randall Hansen notes:



Colonial migrants traveled from present or past colonies to the present or past imperial metropole. Current and ex-colonials took advantage of established transport links, knowledge of the colonizer’s language, and a generally false assumption of affinity and welcome in the metropole. (2005, p. 108)



The now common exemplification of this false assumption of welcome is the calypso composed by the Trinidadian calypsonian Aldwin Roberts, known as Lord Kitchener, and sung a cappella for a Pathé film crew on the dock when he disembarked from the Empire Windrush at Tilbury in 1948. It was titled ‘London Is the Place for Me’ and here Kitch remarks that ‘English people are very much sociable’ and ‘they make you feel like a millionaire’. In 1963, the year after Trinidad became independent, Lord Kitchener moved back there.
1


1 Lord Kitchener had a celebrated rivalry with another, younger Trinidadian calypsonian called the Mighty Sparrow. Sparrow recorded a calypso about Kitch’s return, titled ‘Mr Kitchener’.
Hansen points out the impossibility of distinguishing between colonial and labour-market migrants: ‘In the United Kingdom, France and the Netherlands, colonial migrants were drawn to the imperial centres by an economic boom and attendant labor shortages’ (2005, p. 109). Indeed, in Britain and France it was precisely the colonies that provided the labour for the industrial expansion of the long boom – though, technically, Algeria, which provided most of France’s migrant labour power, was not a colony. From 1848 until it gained independence in 1962 Algeria was ruled by France as an integral part of the state. According to Ashley Dawson, this colonial migration



… overturned the spatial and cultural apartheid cementing colonial rule. For despite the powerful fiction of British subjecthood, which suggested that all members of the empire were equal in the eyes of the reigning king or queen, imperial power was based on a firm distinction between colonial metropolis and colonized periphery. Subjecthood and citizenship were distinct and uneven categories. (2007, p. 4)



As it happens, the British Nationality Act, passed in 1948, the same year that the Empire Windrush docked, carrying around 500 people, mostly men from the Caribbean, an event commonly used as a marker for the start of post-war Caribbean migration to Britain, formalized the status of all members of the colonies as citizens of the United Kingdom. Hansen tells us: ‘Between 1948 and 1962, some 500,000 non-white British subjects entered under this legislation’ (1999, p. 67). When the act was passed it was not expected that such numbers of colonial citizens would make the journey to live in Britain.

The relationship between colonizer and colonized was founded on race. Albert Memmi explains that:



Colonial racism is built from three major ideological components: one, the gulf between the culture of the colonist and the colonized; two, the exploitation of these differences for the benefit of the colonist; three, the use of these supposed differences as standards of absolute fact. (1990, p. 71)



He amplifies on this:



The colonist stresses those things which keep him separate, rather than emphasizing that which might contribute to the foundation of a joint community. In those differences the colonized is always degraded and the colonist finds justification for rejecting his subjects. (1990, p. 71)



and concludes that:



Racism appears then, not as an incidental detail, but as a consubstantial part of colonialism. It is the highest expression of the colonial system and one of the most significant features of the colonialist. Not only does it establish a fundamental discrimination between colonizer and colonized, a sine qua non of colonial life, but it also lays the foundation for the immutability of that life. (1990, p. 74)



Memmi’s analysis explains how race became the basis of the faultline that structured the social organization of the colonial world.

It is this racially-based faultline that was brought to the colonial metropoles when the colonized migrated in the post-war era. Dawson explains that:



There was a tight economic logic to this unequal imperial dispensation. Resource extraction took place in the colonial periphery: slaves from Africa, sugar from the Caribbean, cotton from India. Conversely manufacturing and accumulation of capital took place primarily in the metropolis. (2007, p. 4)



As a general structure, primary production took place on the colonial periphery and value-adding, industrial production took place in the colonizing core. This remained the post-war capitalist order described by Harman when he compares the Euro-American West with the rest of the world:



Conditions were very different in Asia, Africa and Latin America – what became known as the ‘Third World’ after the Bandung conference of 1955. There massive poverty remained the lot of the vast mass of people. (2010, p. 161)



Even though, as Harman tells us, the colonial powers were forced to give up their colonies in the decades after the Second World War, the capitalist structure described by Dawson, where extraction took place in the world of the post-colonies and capital accumulation took place in the manufacturing Euro-American core, continued in place and indeed, at best, there was increased relative, rather than absolute, immiseration. Only now some of those colonized workers were to be found in the colonial metropoles, mostly taking up jobs from which local white workers were eager to escape and were able to because of the post-war labour shortages: ‘Driven by this history of uneven development, the migration of colonial subjects to Britain brought the economic subordination integral to the colonial system home to the metropolis, sparking correspondingly intense political struggles’ (Dawson, 2007, p. 5). Regardless of their qualifications and skills, the West Indians found that in most cases the only jobs available to them were the ones that white workers did not want. What Dawson writes about Britain can also be said about France where the informal racial segregation of colonial migrants in the suburban banlieues was more extreme.

The colonial fracture of colonizer and colonized, founded on the construction of racial difference, was now being played out within the metropoles of Europe. In the 1982 book subtitled Race and Racism in 70s Britain, John Solomos, Bob Findlay, Simon Jones and Paul Gilroy argue that:



The reproduction of racial and ethnic divisions has been a central feature of accumulation in the post-war period precisely because of the requirement that labour from the colonies and other peripheral economies be used to reorganise the main industrial sectors of the advanced industrial economies. (1982, p. 10)



In retrospect, this is only half the story. In the time of the long boom the importation of colonial labour enabled the expansion of industrial production while increasingly structuring the metropole’s economy in the form of the colonial order. As the long boom stuttered to a juddering halt, the workers from the colonies became the first to lose their jobs and, in Marxian language, were produced as a reserve army of labour – which is really what they always had been in the metropole. In this role this racialized, postcolonial labour force was caught up in many of the aspects of the capitalist restructuring that has characterized what Castles and Miller rightly identify as the ‘epoch of globalization’ including, in their itemization, ‘erosion of traditional skilled manual occupations in highly developed countries’, ‘expansion in the services sector’, ‘growing informal sectors in the economies of developed countries’ and ‘casualization of employment, growth in part-time work, increasingly insecure conditions of employment’ (2003, pp. 106–7). Castles and Miller add that this reformation of capitalism is also notable for the ‘increased differentiation of labour forces on the basis of gender, age and ethnicity’, with members of subordinate and minority groups being channelled into work in the casual and informal sectors of the economy (2003, p. 107). In Britain, much of this restructuring took place under the Conservative leadership of Margaret Thatcher when she was prime minister between 1979 and 1990.

These changes in the economic order are a key element in the rioting that has taken place in cities across both Britain and France since the early 1980s. In 1981 there were riots in both Britain and France in which members of racially marginalized and impoverished groups asserted their presence. Since then, riots with racial overtones have occurred irregularly in both countries with major uprisings in France in 2005 and in Britain in 2011.
2

A comparative account in the Guardian newspaper explains that: ‘[a]s in London, those who took part [in the 2005 French riots] were, in the main, young people, from generally disadvantaged neighbourhoods, with high rates of educational failure and above-average unemployment’ (Henley, 2011). In concert with the postcolonial transformation in the colonial spatial order and the unrest caused by the ongoing immiseration of those racially marginalized has been an increasing state authoritarianism founded in the neoliberal values that have underwritten the transformation in capitalism. Writing about the United States but with a more general applicability, Henry Giroux argues that, ‘the social contract with its emphasis on enlarging the public good and expanding social provisions’ is ‘under attack’ and is being supplanted ‘with a notion of national security based on fear, surveillance, and control rather than on a culture of shared responsibility’ (2004, p. xv). Thus, the state, and the policing of the areas where the colonial migrants and their descendants mostly live now, has marked similarities to the ways power was exercised in the colonies.
3


2 For a general comparative overview see Waddington, Jobard and King (2009).
3 For a general argument about terror and the colonial experience, see Achille Mbembe, ‘Necropolitics’ in Public Culture (2003).


The British Experience of Blackness

We can now think about how the racial faultline was instated in British everyday life. Hilary Moore puts the black population of Britain at the end of the First World War at about 50,000 (2007, p. 34). F.M.L. Johnson, in The Cambridge Social History of Britain 1750–1950, asserts that in 1950 the total non-white population of Britain was around 50,000 (1990, p. 7). Not only are these figures approximations, but who is being classified as black and as non-white is unclear. Nevertheless it is obvious that, compared with the total British population, the number of people of black African descent was very small. Paul Oliver writes that: ‘[i]n the 1950s the annual net immigration from “New Commonwealth” countries that had gained independence since 1945 was consistently less than 50,000’ (1990, p. 83). Despite these small numbers, the white British population exhibited a rapidly heightened anxiety about race.

In 1948 there was a riot against the black population in Liverpool after which about sixty black and ten white individuals were arrested (Fryer, 1984, pp. 367–71). Peter Fryer writes: ‘Stimulated by fascist propaganda urging that black people be driven out of Britain, racist attacks were by 1958 a commonplace of black life in London’ (1984, p. 378). That year was, as Yasmin Alibah-Brown remarks, ‘a turning point in this story’ (2001, p. 60). In 1958 there were anti-black riots in both Nottingham and Notting Hill, in London. In May 1959 Kelso Cochrane, a West Indian carpenter, was stabbed to death in a North Kensington street.
4

In the 1964 General Election, Peter Griffiths, the Conservative candidate for the seat of Smethwick, which is just outside Birmingham, defeated Patrick Gordon Walker, who had held the seat for Labour since 1945, with the slogan ‘If you want a nigger for a neighbour, vote Liberal or Labour’. A well-known alternative version left out the reference to ‘Liberal’. Ceri Peach (1991) suggests that by 1966 there were around 380,000 people of Caribbean origin in Britain, of whom about 50,000 had been born in Britain. The total British population in 1966 was 54.5 million.

4 Fryer in Staying Power (1984) details this history in his chapter ‘Racism as riot 1958’.
On 20 April 1968, in Birmingham, Enoch Powell, the Conservative Shadow Defence Secretary, made his notorious ‘Rivers of Blood’ speech in which he asserted that by 2000 ‘[w]hole areas, towns and parts of towns across England will be occupied by sections of the immigrant and immigrant-descended population’. He argued that the situation could be rectified ‘by stopping, or virtually stopping, further inflow, and by promoting the maximum outflow’. In 1962 the Conservative government had passed the Commonwealth Immigrants Act, specifically aimed at limiting migration from non-white countries. This act was amended in 1968 to deny right of entry to United Kingdom passport holders if they did not have a parent or grandparent who had been born, adopted or naturalized in the United Kingdom. This specifically favoured whites from British settler colonies over the colonized populations.

So far I have not problematized the British use of the terms ‘black’ and ‘white’. It is now time to do so in order to understand how racism in Britain functions. Racism, Stuart Hall remarks, ‘operates by constructing impassable symbolic boundaries between racially constituted categories, and its typically binary system of representation constantly marks and attempts to fix and naturalize the differences between belongingness and otherness’ (1996, p. 445). In 1934 T.S. Eliot, the American poet and social commentator who had made his home in Britain, published After Strange Gods. In this book he argued that, ‘reasons of race and religion combine to make any large number of free-thinking Jews undesirable’ (1934, p. 20). Eliot’s argument was that too many Jews destroy social homogeneity. He did not specify how many would be too many but, clearly, he was thinking of Jews as both racially and religiously distinct from ‘white’ people. Alibah-Brown quotes Charles Moore, the editor of the Daily Telegraph, in an article in the Spectator in October 1991: ‘Britain is basically English speaking, Christian and white and if one starts to think that it might become basically Urdu speaking and Muslim and brown, one gets frightened’ (Moore, quoted in Alibah-Brown, 2001, p. 10). To this we might add a comment of Enoch Powell from his ‘Rivers of Blood’ speech. He said, ‘numbers are of the essence: the significance and consequences of an alien element introduced into a country or population are profoundly different according to whether the element is 1 per cent or 10 per cent’. For all three commentators, to take Moore’s fullest description, race, religion and the ability to speak English are central tenets in an understanding of who can claim Britishness. We can add that the simple ability to speak English is not enough; English needs to be spoken with an accent that is recognizably British.

British racism operates in two ways. First, it is part of an understanding of Britishness – some would say Englishness – which limits access to Britishness to people who can be said to have the qualities listed above. Then, as Eliot and Powell signal, the tolerance of those white Christian, English-speaking Britons is extended to ‘small’ numbers of people who do not fit this description. Now, how many is ‘small’ is impossible to say as it will vary with the public mood. Thus, while the 50,000 or so blacks present in Britain before 1948 were tolerated, as Caribbean migrants increased this number so white British toleration waned.

In terms of race, ‘whiteness’ is the defining characteristic of inclusion. Thus, non-whiteness is a marker of exclusion and, indeed, of threat to homogeneous British whiteness. Non-whiteness is an inclusive, negative quality that describes a potentially infinite category of people including West Indians, Africans, Arabs, Jews, Indians, Irish and so on. As a constructed category who is included in ‘whiteness’ can change – for example, the Irish are now, at least to some extent, considered white. This way of thinking about whiteness gives a particular force to the British use of the term ‘coloured’ – the general term for non-white people. The tolerance extended to the small groups of those identified as non-white has required them to remain invisible. This means that where they could live and what jobs were open to them were circumscribed. We now have a structural way of understanding the so-called ‘colour bar’ which, as Fryer describes it, following Kenneth Little in his 1947 book Negroes in Britain, limited opportunities for work, lodgings and access to cafes, pubs and other public places (1984, p. 356). Powell’s ‘Rivers of Blood’ speech coincided with the passing of the 1968 Race Relations Act which made it illegal to refuse housing, employment or public services because of a person’s racial background.
5

No matter how small a group is, and how constricted its members’ life chances, it seems that we sometimes need reminding that tolerance can be withdrawn. This accounts for the riots in South Wales against blacks in 1919 and against Jews in 1948, and in Liverpool against blacks also in 1948.

5 For a fuller treatment, see Julios (2008, pp. 97–100).
The second aspect of British racism is the discrimination against particular groups on the basis of stereotypes. For my purpose here, the group that is of particular concern is ‘blacks’. Fryer précises a 1955 survey of British attitudes to black people:



More than two-thirds of Britain’s white population … held a low opinion of black people or disapproved of them. They saw them as heathens who practised head-hunting, cannibalism, infanticide, polygamy, and ‘black magic’. They saw them as uncivilized, backward people, inherently inferior to Europeans, living in primitive mud huts ‘in the bush’, wearing few clothes, eating strange foods, and suffering from unpleasant diseases. They saw them as ignorant and illiterate, speaking strange languages, and lacking proper education. They believed that black men had stronger sexual urges than white men, were less inhibited, and could give greater satisfaction to their sexual partners. (1984, p. 374)



Dilip Hiro notes a survey of whites in Birmingham in 1956 which ‘showed that sixty-four per cent of those interviewed thought coloured people intrinsically less intelligent than whites’ (1973, p. 281). He further comments that:



This notion of the general inferiority and low intelligence of coloured races goes hand in hand with a belief in their excessive sexuality and susceptibility to violence: That the negro is more virile, and that his penis is larger than the white’s, is probably the most prevalent notion among whites. (1973, pp. 281–2)



Alibah-Brown quotes from an interview with Ivor, a white railway worker in the 1950s who found himself working with West Indian migrants:



The thing was, you see, I thought that these people lived in trees and hunted for food. I was not ready for these men who dressed like Frank Sinatra speaking English like, better than me. (quoted in Alibah-Brown, 2001, p. 59)



These assumptions about the primitivism of black people were pervasive. Hiro quotes from an American journalist who, in 1950, interviewed the Secretary of State for the Colonies about potential self-government in Africa. The Secretary replied: ‘You must remember … the Africans are savages, still eating each other up in places like Nigeria’ (quoted in Hiro, 1973, p. xxi).

Those understandings of black people form the backdrop for the continued acceptance of blackface as an entertainment form through the 1950s and 1960s. Michael Pickering has eruditely chronicled the general popularity of blackface entertainment in Britain in the nineteenth and twentieth centuries. He has discussed in detail the transfer of minstrelsy to the new medium of radio and the development of The Kentucky Minstrels series which ran from 1933 to 1950 on BBC radio (2008, pp. 187–95). The show evoked the antebellum American South before the emancipation of the black slaves where, in the show’s own words, ‘the old songs and melodies’ were ‘crooned by the plantation darkies’ (2008, p. 193). Pickering argues that ‘black Otherness’ was ‘symbolically contained by British blackface acts in the nineteenth century’ (2008, p. 212). This continued to be the case in the twentieth century. Pickering notes that when Duke Ellington played the Palladium in 1933 ‘the stage backdrop was taken up with huge pictures of banjo-wielding, top-hatted minstrels’ (2008, p. 195). In this context we should remember that even people who were well disposed towards jazz continued to have primitivist assumptions about black people. For example, Stanley Nelson, in his 1934 book, All About Jazz, explained that:



The Negro undoubtedly has a phenomenal sense of rhythm. In Central Africa are still to be found savages in the last stages of barbarism, but the primitive music of the tom-tom and the reed-pipe will mould these creatures to the plasticity of clay … Right from his origin in the African jungle, through his slavery to his present more or less emancipated condition, the Negro has retained this innate sense of the worship of rhythm. (Nelson, quoted in Radano, 1993, p. 265, note 77)



These kinds of assumptions remained commonplace in the 1950s and 1960s.

Minstrelsy and the nostalgic memories of the American South were a way of making black music ‘safe’ for white Britons. This is one context for the whiteness of trad jazz in Britain in the late 1950s – a whiteness that underpinned its mass popularity. The Kentucky Minstrels was by no means the end of minstrelsy in Britain. It was followed on television by the hugely popular Black and White Minstrel Show which ran from 1958 to 1978, attracting audiences ‘of at least 16 million, but frequently manag[ing] to top 18 million viewers’ (Malik, n.d.). In 1961 the show won the Golden Rose at the first Montreux international festival for television entertainment. The all-white variety show was centred on female dancers and male singers who wore blackface. As Malik writes, the show ‘harked back to a specific period and location – the Deep South where coy White women could be seen being wooed by docile, smiling black slaves’ (n.d.). In 1967 the BBC responded to a petition to take the programme off air by explaining that:



The corporation has a strict attitude about the presentation of racialism in its programmes and we do not think The Black and White Minstrels offended in this way. The show is not about race. It is traditional, enjoyed by millions for what it offers in the way of good-hearted family entertainment. (BBC, quoted in Kavanagh, n.d.)



For white Britons, confronted in their everyday lives by increasing anxieties related to West Indian migration, The Black and White Minstrel Show offered a nostalgic fantasy of a time in another place when blacks knew and accepted their subordinate position in the racial order. A stage version of the show continued touring until 1987.



Diaspora and Hybridity

One way of thinking about the massive shifts of people from the now ex-colonies to the European metropoles and to the United States is through the idea of diaspora. In an overview of the use of diaspora in relation to music, Thomas Solomon writes that: ‘[d]iaspora is … one specific manifestation of the more general phenomenon of displacement, conceptually distinct from – but in practice often overlapping with – other terms such as exile or refugee’ (in press). Solomon’s commentary reminds us that diasporic movements of people are not necessarily benign. We can think of the movements of people from the colonial periphery to the European metropoles, and the experiences of their descendants, that I have been describing in terms of diaspora while remembering that the early post-Second World War movements were stimulated by the impoverished conditions of life in the Caribbean colonies and French North Africa as well as the promise of work in Britain and mainland France. Philip V. Bohlman explains that there is a historical concern associated with diaspora, ‘that diaspora is also about race and the fear of racial others, as well as about the economic disadvantage that placelessness too often produces’ (2002, p. 129). James Clifford comments that:



Unresolved dialogues between continuity and disruption, essence and positionality, homogeneity and difference (cross-cutting ‘us’ and ‘them’) characterize diasporic articulations. Such cultures of displacement and transplantation are inseparable from specific, often violent, histories of economic, political, and cultural interaction, histories that generate what might be called discrepant cosmopolitanisms. (1991, p. 108)



People can move for many different reasons, often as a consequence of a displacement which may be subtly or directly forced. Clifford’s point is that cosmopolitanism is not the prerogative of the Euro-American middle class that can afford to travel and whose diasporic movements are cushioned by well-paid jobs, often with multinational companies. Cosmopolitanism can be an involuntary consequence of the forced displacement of dispossessed peoples.

Smadar Lavie and Ted Swedenburg write that:



Massive migration by racialised non-white subjects into the heart of the Eurocenter … and these subjects’ refusal of fixity have called into question the humanistic anthropological notion of culture. The ‘savage’ is no longer out ‘there’ but has invaded the ‘home’ Here and has fissured it in the process. (1996, p. 2)



This is the racial faultline that is crossed by music, as well as other aspects of culture. Music, though, is a crucial part of the diasporic baggage. For Mark Slobin:



Music is central to the diasporic experience, linking homeland and here-land with an intricate network of sound. Whether through the burnished memory of childhood songs, the packaged passions of recordings or the steady traffic of live bands, people identify themselves strongly, even principally, through their music. (1994, p. 243)



Music played a large part in the migrations from the Caribbean to Britain and from North Africa to France. It offered sites for memory and for identity, a refuge from the present and a source of opposition to and commentary on the migrants’ circumstances. In the new situation cultural exchange with the dominant culture was inevitable.

These circumstances are not novel. Such exchanges have always been part and parcel of the colonial experience. Lavie and Swedenburg comment that:



… the hybrid articulations that white Western consumers might perceive as bizarre juxtapositions have long been matters of routinized, everyday life for members of the margins in First and Third Worlds. For in some sense, the Third-Worldization and hybridization in the First World merely follows upon the prior flows of population, armies, goods, and capital that in the colonial era mainly moved ‘outward’ from the center to the periphery, where displacements and disruptions of people’s relation to place were felt, endured, or suffered more acutely, and which was therefore the chief site of syncretisms and hybridities. (1996, p. 8)



Such hybridity always involves relations of power. Homi Bhabha, in his discussion of the Indian Mutiny of 1857, argues that ‘[t]he margin of hybridity, where cultural differences “contingently” and conflictually touch, becomes the moment of panic which reveals the borderline experience’ (1994, p. 207). The panic is the consequence of the colonizer’s realization that the colonizing culture cannot remain unaffected by the culture of the colonized. The colonial power is being subverted. In his commentary on Bhabha’s theorization of hybridity Robert Young suggests that:



Today the notion is often proposed of a new cultural hybridity in Britain, a transmutation of British culture into a compounded, composite mode. The condition of that transformation is held out to be the preservation of a degree of cultural and ethnic difference. While hybridity denotes a fusion, it also describes a dialectical articulation. (1995, p. 23)



In popular music in Britain now – which is, perhaps, British popular music – there is a constant tension between the syncretic combinations of diverse musical forms and, often, race-based assertions of specificity and difference. This tension is always founded in relations of power. One of its sites of origin was played out in the practices surrounding ska in the early 1960s. It is not the case that the dominant culture in any simple way appropriates and domesticates the musics of the subaltern, or that the subaltern’s music is swamped by the music of the colonial order. As the musics are brought into conjunction so many varied and nuanced interactions take place, first in the colony and then, after the Second World War, in the metropoles of Europe. Solomon (in press) identifies expressions like indigenization, localization, glocalization and de- and reterritorialization suggesting that ‘[a]ll these terms have become part of the repertoire of concepts used to discuss the global flows of music and the emergence of a new aesthetics based on blending different styles together and emplacing them in specific social settings and localities’. The examples in this book suggest some of these possibilities.

As I have signalled, the first chapter focuses on Kenny Lynch. In the 1990s and early 2000s Kenny Lynch remained Britain’s most long-standing black entertainer. Lynch is a cockney. He was born in Stepney in 1938 just a few months before the start of the Second World War. Lynch’s success and his failure to become an enduring pop star were both to a large extent shaped by his identification as black, and by British prejudices about black people. This chapter places Lynch’s singing career within the context of these prejudices and the anxieties they generated, which became greater as migration from the Caribbean increased through the 1950s and the first half of the 1960s.

Chapter 2 discusses the most successful of the early cross-overs of ska into mainstream British popular music, Millie’s ‘My Boy Lollipop’. This song was first recorded as a rhythm and blues song in New York by Barbie Gaye about whom little is known other than that she was not black. It was Chris Blackwell, who had founded Island Records in Jamaica before moving to London, who, noticing the reaction of his British friends to Millie’s voice, brought the young black Jamaican to London to record her. With his Jewish-Jamaican background, Blackwell was ideally situated to take ska, and later reggae with Bob Marley and the Wailers, into the popular music mainstream of white British culture.

The third chapter follows the trope of the character called Johnny Reggae as he moves from England to Jamaica. ‘Johnny Reggae’ began as an English pop-ska song in 1971. Written and produced by Jonathan King, the original song described a skinhead with that nickname through the eyes of his girlfriend. Subsequently, the song was covered in Jamaica, and then the name was used for characters in toasts (that is, rhythmical chants over an instrumental backing) by Big Youth, Dr Alimantado and Prince Far I which were increasingly concerned with Rastafari. Johnny Reggae moved from being a member of a racist, white English youth culture to being a black Rasta challenging the rule of Babylon.

In Chapter 4, I deconstruct The Beatles’ track, ‘Ob-La-Di, Ob-La-Da’. Written by Paul McCartney, it was recorded by The Beatles shortly after Enoch Powell’s apocalyptic ‘Rivers of Blood’ speech and released on the self-titled Beatles double album in November, 1968. The track is usually regarded as a trite piece of romantic fluff – ‘Paul’s granny shit’, as John Lennon described it. However, it can also be understood as an expression of the complex diasporic entanglements produced by the formation of the British Empire. The track has a Jamaican pop-ska rhythm and a Trinidadian calypso-influenced narrative. The song’s title and chorus come from a Nigerian conga-playing acquaintance of McCartney. Three of The Beatles came from Irish-migrant backgrounds. McCartney’s lyrics, apparently a romanticized story of everyday life, can be read as being set in the Caribbean, or perhaps McCartney’s Liverpool. This chapter traces the colonial and postcolonial connections that underlie ‘Ob-La-Di, Ob-La-Da’.

Hot Chocolate were a British, racially mixed group playing disco-informed music. Chapter 5 follows the fortunes of their track about prejudice and interracial dating, ‘Brother Louie’. ‘Brother Louie’ was written by group members Errol Brown and Tony Wilson. It tells a story, which Brown claims is based on his own history, of tensions surrounding black/white relationships in Britain. In Britain, Hot Chocolate’s version reached number seven on the chart in 1973. The American group Stories’ revisioning climbed to number one in the United States. Hot Chocolate’s version, which was released in the United States, did not make the singles charts and, it would seem, was not played by radio stations. This chapter discusses why the lyrics needed to be changed as the song moved from Britain to the United States, placing the song in the context of race relations in each country during the 1970s. The chapter concludes with a discussion of the 2005 version by Code Red, a Kentucky hip-hop group. In this further revisioning a black Louie is lynched.

Chapter 6 discusses how ska functioned across the racial faultline in the United Kingdom between the late 1960s and the early 1980s. My particular concern is to compare the changes that took place in the use of ska. Ska entered white British life through its reception by black, West Indian migrants. Even though many of these did not come from Jamaica, ska became a foundation for a common sense of West Indianness – what today might be called Caribbeanness – as well as a pleasurable evocation of home. Ska also became one of the musical forms enjoyed by the increasingly racist, white working-class youth group, skinheads. In the late 1970s and early 1980s Britain experienced a ska revival. This was pioneered by The Specials, a racially mixed group. Jerry Dammers, who was born in India and spent the first two years of his life there, was the white son of a clergyman. He started the group in 1977. Dammers has always asserted that he chose ska as the group’s dominant musical idiom because he wanted to bring whites and blacks in Britain together at a time of increasing racial tension. There is no reason to doubt his good faith in this project. However, the nostalgic invocation of ska, of the musical form identified with the previous, migrant generation of Jamaicans and other West Indians, evolved against the background of increasing repression by the British establishment and the hardening of an everyday racism, developments that were related to the more assertive claims of equal rights being made by second-generation British blacks – men and women who had been born in Britain and who had been educated to believe that they had the same rights as white people born in Britain. In this context, the celebration of ska by the 2 Tone groups and the artists linked with them is better understood in its cultural context as a nostalgic white reaction against the demands for equality being made by the second-generation black British. I will argue that The Specials last top ten hit ‘Ghost Town’ expresses the confrontation of the ska revival with the reality that precipitated the 1981 riots across England. In achieving this, ‘Ghost Town’ also marks the true end of the ska revival.

In Chapter 7, I examine the career of Rachid Taha. Taha was born in Oran and moved from Algeria to France when he was ten in 1968. Taha’s early influences were chaabi and raï. In France he formed Carte de Séjour influenced also by the music of The Clash and American funk. In 1989 he started a solo career. Since then he has released seven albums of original material, live albums and a celebrated album of a concert with the raï singers Khaled and Faudel. Taha has described himself as Algerian until the end of his days, while on a day-to-day level he is French. His recordings constantly exhibit a binary structure relating, on the one hand, to his Algerian background and, on the other, to his French upbringing. Carte de Séjour’s music was a mix of punk rock, funk and Arab influences. The group’s only hit was a cover of Charles Trenet’s evocation of la France éternelle, ‘Douce France’, released in 1986, which added Arabic musical and vocal inflections. On his solo recordings, Taha moves between Arabic and French, and integrates raï allusions with French chanson and American funk. In 2004, Taha included an Arab-language version of the Clash track, ‘Rock the Casbah’ on his album Tékitoi (translatable as ‘Who are you?’ or, capturing the phrase’s aggressive connotation, ‘Who do you think you are?’). In this way he reappropriated the song, making a statement about the mixing of Arab and Western cultures following the American forces’ use of the Clash version during their Desert Storm invasion of Iraq in 1990. Taha’s work is always political, commenting on French racism, Muslim forced marriage and the circumstances of the Maghrebi migrants living in France. In 1997 Taha released a version of Dahmane El Harrachi’s expression of migrant longing, ‘Ya Rayah’. Suggesting a transformation in French culture, the single reached number 11 in the French chart.

The final chapter, as I have mentioned, follows the career of ‘Police on My Back’, first released by the British racially mixed group The Equals in 1967. Since then it has been covered by a number of artists. In this chapter, I am concerned with the original and four covers. The revisions are those by the English punk-inspired group The Clash, Amparanoia, a Spanish group led by Amparo Sánchez, Zebda, a racially mixed French group, with the British-Asian group, Asian Dub Foundation, and the grime artist, Lethal Bizzle. Over the forty years between The Equals’ version of the song and Lethal Bizzle’s the meaning of the lyrics has changed from being an expression of Jamaican rude boy culture to being a song that expresses the oppression of migrants from British and European ex-colonies living in the metropoles of the colonizers. This chapter tracks the changes in musical and lyrical expression in the song against the increasingly oppressive circumstances of those migrants and their descendants.






Chapter 1 ‘A West Indian? You Must be Joking! I Come out of the East End’: Kenny Lynch and English Racism in the 1950s and 1960s

DOI: 10.4324/9781315547343-2


The statement used in the title of this chapter, delivered in a broad cockney accent, comes from the 1965 film, Dr Terror’s House of Horrors, in which Kenny Lynch plays Sammy Coin – pronounced Cohen – a calypso and jazz singer who has a contract to work in a club in Haiti. Like his character, Lynch is a working-class Londoner: a cockney. He was born in Stepney in 1938 just a few months before the start of the Second World War. He is, then, as his character suggests, not a part of the West Indian migration to Britain that is now conventionally considered to have begun with the docking of the Empire Windrush at Tilbury in June 1948. There is an important distinction that should be made, though it is often obscured, between the black presence in Britain before 1948 and the post-1948 community. Where, as a group, ‘blacks’ in Britain before 1948 had a low profile and were tolerated, which most certainly does not mean accepted – there was a constant level of discrimination and violence meant to keep them ‘in their place’ – the black presence after 1948 was discursively linked with migration and ‘race relations’. Lynch himself signals the distinction like this: ‘Being a cockney, I never had any trouble in those days [when he was growing up], because there weren’t many black people around, and the few that were around … were more a novelty than anything else’ (1992, p.109). Having a cockney accent, Lynch suggests, gave him a key, but not crucial, marker of Englishness as opposed to post-Windrush migrants who spoke with a variety of Caribbean accents.

In this chapter, although I am concentrating on Lynch, we should recognize that he is but one of a number of important native-born black performers, including Shirley Bassey, Cleo Laine and Ray Ellington, whose histories differ significantly from those of the later West Indian migrants. Lynch continued to be a high-profile entertainer into the 2000s. He has had success as a recording artist, songwriter, stand-up comedian and actor over a fifty-year period. In 1983, after a hiatus of eighteen years, he edged into the top fifty with the Brit-funk dance track ‘Half the Day’s Gone and We Haven’t Earned a Penny’. Lynch was the first major black-British pop star yet he is generally unmentioned in the most important books covering the period such as Barfe’s (2008) or Frame’s (2007) general histories of British light entertainment and early rock’n’roll. Neither is Lynch present in popular histories of British black music.
1

This is something of an oversight as Lynch’s personal history, career trajectory and recorded output belie a complex negotiation of the way in which popular music in Britain was coded along racial lines during the period. This chapter seeks to address this omission by providing a detailed examination of Lynch within the particular social and cultural context in which he was working.

1 At the same time, his importance within the pop industry of the 1960s is highlighted by interview material from Lynch being included in Andrew Loog Oldham’s (2002) ‘Memoir of London in the 1960s’, Stoned.

Lynch and British Whiteness

Lynch was one of eleven children.
2

His father was from Barbados, a seaman who settled in London when he was sixteen. He was fifty-eight when Lynch was born ‘which means that he came to this country in the 1890s’ (Lynch, 1992, p. 109). Lynch’s mixed-race mother came from Canning Town (Wilmer, 2003). Maxine Daniels (born Gladys Lynch) the well-known jazz singer, was Lynch’s sister, eight years his senior, and Lynch is said to have made his first public appearance singing on stage with her in 1950 when he was eleven (45rpm, n.d.).

2 A number of accounts claim there were thirteen children. This includes Val Wilmer’s (2003) obituary of Daniels in the Guardian on 30 October 2003. I am taking eleven from Lynch’s (1992) own words in his entry in Pines ed., Black and White in Colour.
By the time Lynch was called up for National Service in 1956 he was already performing with dance bands. He passed his time in the army as a boxer and went back to singing after he was demobbed in 1958, joining ‘Bob Miller’s Band at the Mecca [dance hall] in London’ (Lynch, 1992, p. 109). Bob Miller and his Miller Men were one of a number of high-profile dance bands during the 1950s and early 1960s who also performed for BBC radio, and later on television, often backing singers as diverse as Vince Hill and Gene Vincent. Commenting on white British racial prejudice in the 1960s in a book published in 1971, Dilip Hiro, in Black British/White British, writes that:



The image of a coloured man as a publican or a businessman clashes with the post-slavery image of him as, at best, an agriculturalist, a crooner, a boxer, or a sportsman complemented by the contemporary image of a bus-conductor, mill-worker or a foundry-man. (1973, p. 281)



Hiro’s ‘contemporary image’ refers to the sort of service and industrial jobs into which the post-Empire Windrush migrants of the 1950s and 1960s were channelled. Lynch, who writes that he ‘didn’t really think about racial prejudice until [he] was about sixteen’ (1992, p. 109), nevertheless took up two of the earlier occupations conventionally open to black people, suggesting a pattern of everyday racism of which Lynch himself may not have been conscious.

In the late 1950s Lynch was performing in clubs around Soho as a jazz singer. He became friendly with Tommy Steele, a figure often credited as Britain’s first home-grown rock’n’roll star. Steele provides an interesting point of comparison with Lynch. Two years older than Lynch, Steele, born Thomas Hicks, came from a white London working-class background. Born in Bermondsey, he grew up in a flat just off the Old Kent Road. His father worked on the docks. Steele had his first hit with ‘Rock with the Caveman’ which reached number thirteen on the singles chart in late 1956. In this respect Steele was typical of the first wave of post-rock’n’roll British pop stars in providing a normative representation of race and class that was distinct from their American counterparts. Iain Chambers makes the point that in the United States:



All the first wave rock’n’rollers came out of the rural, southern states, and had, within the deep tensions of its segregated and racist cultures, imbibed a multiplicity of cross-cultural musical influences.
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