

[image: The front cover of the book titled Graceland by Kalvin Schmidt-Rimpler Dinh, published by Bloomsbury. A label at the top reads 33 and one-third Africa. An illustration of a person on horseback is accompanied with the text Paul Simon Graceland.]




Graceland




33 1/3 Global

33 1/3 Global, a series related to but independent from 33 1/3, takes the format of the original series of short, music-based books and brings the focus to music throughout the world. With initial volumes focusing on Japanese and Brazilian music, the series will also include volumes on the popular music of Australia/Oceania, Europe, Africa, the Middle East and more.

33 1/3 Japan

Series Editor: Noriko Manabe

Spanning a range of artists and genres—from the 1970s rock of Happy End to technopop band Yellow Magic Orchestra, the Shibuya-kei of Cornelius, classic anime series Cowboy Bebop, J-Pop/EDM hybrid Perfume and vocaloid star Hatsune Miku—33 1/3 Japan is a series devoted to in-depth examination of Japanese popular music of the twentieth and twenty-first centuries.

Published Titles:

Supercell’s Supercell by Keisuke Yamada

AKB48 by Patrick W. Galbraith and Jason G. Karlin

Yoko Kanno’s Cowboy Bebop Soundtrack by Rose Bridges

Perfume’s Game by Patrick St. Michel

Cornelius’s Fantasma by Martin Roberts

Joe Hisaishi’s My Neighbor Totoro: Soundtrack by Kunio Hara

Shonen Knife’s Happy Hour by Brooke McCorkle

Nenes’ Koza Dabasa by Henry Johnson

Yuming’s The 14th Moon by Lasse Lehtonen

Toshiko Akiyoshi-Lew Tabackin Big Band’s Kogun by E. Taylor Atkins

S.O.B.’s Don’t Be Swindle by Mahon Murphy and Ran Zwigenberg

Forthcoming Titles:

Kohaku Utagassen: The Red and White Song Contest by Shelley Brunt

Yellow Magic Orchestra’s Yellow Magic Orchestra by Toshiyuki Ohwada

33 1/3 Brazil

Series Editor: Jason Stanyek

Covering the genres of samba, tropicália, rock, hip hop, forró, bossa nova, heavy metal and funk, among others, 33 1/3 Brazil is a series devoted to in-depth examination of the most important Brazilian albums of the twentieth and twenty-first centuries.

Published Titles:

Caetano Veloso’s A Foreign Sound by Barbara Browning

Tim Maia’s Tim Maia Racional Vols. 1 &2 by Allen Thayer

João Gilberto and Stan Getz’s Getz/Gilberto by Brian McCann

Gilberto Gil’s Refazenda by Marc A. Hertzman

Dona Ivone Lara’s Sorriso Negro by Mila Burns

Milton Nascimento and Lô Borges’s The Corner Club by Jonathon Grasse

Racionais MC’s Sobrevivendo no Inferno by Derek Pardue

Naná Vasconcelos’s Saudades by Daniel B. Sharp

Chico Buarque’s First Chico Buarque by Charles A. Perrone

Forthcoming Titles:

Jorge Ben Jor’s África Brasil by Frederick J. Moehn

33 1/3 Europe

Series Editor: Fabian Holt

Spanning a range of artists and genres, 33 1/3 Europe offers engaging accounts of popular and culturally significant albums of Continental Europe and the North Atlantic from the twentieth and twenty-first centuries.

Published Titles:

Darkthrone’s A Blaze in the Northern Sky by Ross Hagen

Ivo Papazov’s Balkanology by Carol Silverman

Heiner Müller and Heiner Goebbels’s Wolokolamsker Chaussee by Philip V. Bohlman

Modeselektor’s Happy Birthday! by Sean Nye

Mercyful Fate’s Don’t Break the Oath by Henrik Marstal

Bea Playa’s I’ll Be Your Plaything by Anna Szemere and András Rónai

Various Artists’ DJs do Guetto by Richard Elliott

Czesław Niemen’s Niemen Enigmatic by Ewa Mazierska and Mariusz Gradowski

Massada’s Astaganaga by Lutgard Mutsaers

Los Rodriguez’s Sin Documentos by Fernán del Val and Héctor Fouce

Édith Piaf’s Récital 1961 by David Looseley

Nuovo Canzoniere Italiano’s Bella Ciao by Jacopo Tomatis

Iannis Xenakis’s Persepolis by Aram Yardumian

Vopli Vidopliassova’s Tantsi by Maria Sonevytsky

Amália Rodrigues’s Amália at the Olympia by Lila Ellen Gray

Ardit Gjebrea’s Projekt Jon by Nicholas Tochka

Aqua’s Aquarium by C.C. McKee

J.M.K.E.’s To the Cold Land by Brigitta Davidjants

Taco Hemingway’s Jarmark by Kamila Rymajdo

Einstürzende Neubauten’s Kollaps by Melle Jan Kromhout and Jan Nieuwenhuis

CCCP – FEDELI ALLA LINEA’s Affinità – Divergenze Fra il Compagno Togliatti e Noi by Giacomo Bottà

Silly’s Februar by Michael Rauhut

Forthcoming Titles:

Sigur Rós’s Ágætis Byrjun by Tore Størvold

Aphrodite’s Child’s 666 by Ana Leorne

33 1/3 Oceania

Series Editors: Jon Stratton (senior editor) and Jon Dale (specializing in books on albums from Aotearoa/New Zealand)

Spanning a range of artists and genres from Australian Indigenous artists to Maori and Pasifika artists, from Aotearoa/New Zealand noise music to Australian rock, and including music from Papua and other Pacific islands, 33 1/3 Oceania offers exciting accounts of albums that illustrate the wide range of music made in the Oceania region.

Published Titles:

John Farnham’s Whispering Jack by Graeme Turner

The Church’s Starfish by Chris Gibson

Regurgitator’s Unit by Lachlan Goold and Lauren Istvandity

Kylie Minogue’s Kylie by Adrian Renzo and Liz Giuffre

Alastair Riddell’s Space Waltz by Ian Chapman

Hunters & Collectors’s Human Frailty by Jon Stratton

The Front Lawn’s Songs from the Front Lawn by Matthew Bannister

Bic Runga’s Drive by Henry Johnson

The Dead C’s Clyma est mort by Darren Jorgensen

Ed Kuepper’s Honey Steel’s Gold by John Encarnacao

Chain’s Toward the Blues by Peter Beilharz

Hilltop Hoods’s The Calling by Dianne Rodger

Screamfeeder’s Kitten Licks by Ben Green and Ian Rogers

The Clean’s Boodle Boodle Boodle by Geoff Stahl

The Avalanches’s Since I Left You by Charles Fairchild

John Sangster’s Lord of the Rings Vols. 1-3 by Bruce Johnson

Soundtrack from Saturday Night Fever by Clinton Walker

Eyeliner’s BUY NOW by Michael Brown

TISM’s Machiavelli and the Four Seasons by Tyler Jenke

Crowded House’s Together Alone by Barnaby Smith

silverchair’s Frogstomp by Jay Daniel Thompson

Various Artists’ Truckload of Sky: The Lost Songs of David McComb by Glenn D’Cruz

Robert Forster’s Danger in the Past by Patrick Chapman

Tame Impala’s Currents by Alister Newstead

The La De Da’s The Happy Prince by John Tebbutt

The Three Out’s Move by James Gaunt

Dick Diver’s Calendar Days by Mitch Ryan

Gary Shearston’s Dingo by Peter Mills

Forthcoming Titles:

The Triffids’s Born Sandy Devotional by Christina Ballico

5MMM’s Compilation Album of Adelaide Bands 1980 by Collette Snowden

INXS’s Kick by Lauren Moxey

Sunnyboys’s Sunnyboys by Stephen Bruel

Kate Ceberano’s Brave by Panizza Allmark

Dinah Lee’s Introducing Dinah Lee by Kimberly Cannady

The Waifs’s Up All Night by Rebecca Bennison

Split Enz’ Mental Notes by Michael Lamb

Douglas Lilburn’s Complete Electro-Acoustic Works by Bruce Russell

Savage Garden’s Affirmation by Pat O’Grady

Blood Duster’s Fisting the Dead by Rosemary Overell

Olivia Newton-John’s Physical by Jarrod Sturnieks

Stella Donnelly’s Beware of the Dogs by Emily Wilson

Liza Lim’s Extinction Events and Dawn Chorus by Ty Bouque

33 1/3 South Asia

Series Editor: Natalie Sarrazin

From the films of Bollywood and Lollywood, to home-grown bhangra hip-hop, Hindu devotional pop and Sufi rock, Sri Lankan rap, Indo jazz and disco, new-wave electronica and diasporic Asian Underground scene, 33 1/3 South Asia takes readers on a sonically diverse journey through the most significant soundtracks and albums from the twentieth and twenty-first centuries.

Published Titles:

Dil Chahta Hai Soundtrack by Jayson Beaster-Jones

Lata Mangeshkar’s My Favourites, Volume 2 by Anirudha Bhattacharjee and Chandrashekhar Rao

Coke Studio (Season 14) by Rakae Rehman Jamil and Khadija Muzaffar

33 1/3 Africa

Series Editor: Michael Veal

33 1/3 Africa is a series of books on canonical, album-length works of African music, including traditional music, experimental music and, with particular emphasis, popular music. Academic and journalistic writing results in sophisticated, nuanced and accessible narratives on African music.

Published Titles:

Fela Anikulapo-Kuti’s Sorrow Tears and Blood by Stephanie Shonekan

Paul Simon’s Graceland by Kalvin Schmidt-Rimpler Dinh

Forthcoming Titles:

Cesária Évora’s Miss Perfumado by Jacqueline Georgis

Nico, Rochereau, Roger & L’African Fiesta – Volume 1 (1962–1963) by Frank Gunderson
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Vamp: Foreign yet familiar

A lilting, chugging accordion sets the album in motion. The riff sounds strange, with its off-kilter stress pattern. But strangeness is relative. For Forere Motloheloa, who plays the riff, it was perfectly normal. A founding member of the Sotho trio Tau Ea Matšekha (‘Lion of Matšekha’), Motloheloa hails from the world of famo, a popular genre characterized by accordion and drums, sometimes with bass and vocals. Famo emerged among migrant workers in Lesotho and South Africa during the 1920s, particularly in shebeens – hidden, illicit venues serving alcoholic homebrews and hosts to regular weekend parties. Opening the road to Graceland – Paul Simon’s seventh studio album, released by Warner Bros. in 1986 – with Motloheloa’s contextually unusual sound immediately confronted the album’s predominantly North American and Western European audiences with a feeling of both foreignness and familiarity.

This twofold feeling is stirred again and again throughout the album, proving central to its intercultural conceit. Indeed, it is amplified within seconds: Motloheloa’s riff repeats after a four-bar cycle, now punctuated by four dramatic, reverb-heavy tom-tom accents on the third beat of each bar. Played by South African drummer Vusi Khumalo, each hit descends in pitch, building tension and anticipation. Between the falling tom-toms, the world of Graceland is struck open at its gates. The introductory drumming technique is a rock trope which serves, among other things, to anchor the song tempo in the listener’s mind. Paired with Motloheloa’s accordion riff, the theme of cross-cultural mixture is announced.

Foreign yet familiar: this feeling helped make Graceland one of the late twentieth century’s most successful albums. Audiences were enthralled by the soothing, hymn-like harmonies of Ladysmith Black Mambazo, the Zulu isicathamiya group, as they sang, with Simon, of razed homes and ‘moonlight sleeping on a midnight lake’; by the interplay of pennywhistle and fretless bass, drawn from the South African township styles kwela and mbaqanga, during the instrumental breakdown of ‘You Can Call Me Al’; and, during the world tour concert in Harare, Zimbabwe, by Simon’s duet with legendary South African singer and activist Miriam Makeba, nicknamed ‘Mama Africa’, who added lyrical flourishes in her native Xhosa as they sang ‘Under African Skies’.

I hope this book will deepen the reader’s understanding of Graceland within its historical moment. My basic idea is this: the album and its international tour together demonstrate the global relevance of African music within late twentieth-century globalization and popular culture. When approached at various angles – from up-close musical dissections to the broad histories of racism and modern nation states – the real and metaphorical realms of Graceland invite reflection on the many distinct and divergent rhythms of being, thinking and feeling in the world.




1 Introduction: Graceland, Apartheid and Black South African music

‘NEW HAVEN, June 5 [1988] – A fire today destroyed a wooden shanty that was built by Yale University students to protest apartheid in South Africa, and a Yale alumnus taking part in the 30th reunion of his class was arrested and charged with setting the blaze.’1 Reported in The New York Times, this act of sabotage gives a sense of the high-temperature political climate of US-American university campuses during the 1980s. The Free South Africa Movement, launched in 1984, had garnered widespread support from left-leaning university students and faculty nationwide. They protested apartheid, the South African government’s central operating policy between 1948 and 1994, which segregated its population by (the social construct of) ‘race’ and enforced exploitative labour systems benefitting White-controlled industries.2 America was complicit: by the early 1980s, US direct investment in South Africa reached $14.5 billion – about one-fifth of South Africa’s foreign direct investment. American firms also paid offshore wages as low as one-tenth of domestic rates.3

American campus activism against apartheid began after the Sharpeville Massacre of 1960, when approximately 5,000 unarmed Black South African men, women and children demonstrated outside the fence of a local police station.4 They were protesting passbook laws which required non-Whites to carry government-issued identification at all times. In practice, these laws begat daily police harassment. According to the (White) policemen, some demonstrators threw stones. Without warning, police opened fire on the crowd with machine guns, emptying over a thousand rounds into the crowd in forty-five seconds. They continued shooting as the protestors fled in terror. At least 91 were killed and 238 wounded, many shot in the back. The atrocity marked a turning point in South Africa’s history, sparking international outrage.

However, the anti-apartheid movement on US campuses didn’t experience its greatest successes until the mid-1980s, when activists across the country held demonstrations, petitioned, staged sit-ins and built blockades to pressure American universities, pension funds and corporations to sever economic ties with South Africa. The nation’s legally sanctioned racism was deemed intolerable. But, as the destruction of the symbolic shanty at Yale makes evident, opposition to the movement was anything but gentle. The now-iconic ‘shantytown’ protest tactic was in this case jeopardized by one of the university’s own alumni.

The incident points to something important about the relationship between aesthetics and the terrains of political struggle. Movements need a look, a feel and a chant. They need symbols and they need sounds. The provocative force of the wooden shanty, as visual symbol, stemmed from its construction on the campus of one of America’s most prestigious institutions. The makeshift shack was juxtaposed against the marble grandeur of Beinecke Plaza. The shanty stared directly at Yale’s neoclassical colonnade: this is the incongruity of the world, compressed into a stone’s throw. For the protestors, addressing this disparity was part of the university’s responsibility. Yale held investments in White South African businesses, making it financially complicit in apartheid. The Ivy League’s architectural pomp, established through a historical accumulation of wealth tied directly and indirectly to slavery and colonialism, was put into an overtly antagonistic relationship with the oppressed peoples of South Africa. The shanty, as spectacle, turned the campus into a site of political contestation.

Between 1985 and 1990, nearly fifty ‘shantytown’ events occurred at American colleges and universities. By 1986, nearly 120 schools had partially or completely divested from South Africa. A milestone came in July 1986, when the University of California system divested $3.1 billion, backed by Republican Governor George Deukmejian. The 1984–6 divestment campaign saw the greatest swell of student activism in the decades after the Vietnam War.

Much of this yielded conflict. The Free South Africa Movement was itself founded after four activists – Commissioner of Civil Rights Mary Frances Berry, Law Professor and Carter administration official Eleanor Holmes Norton, D.C. Congressman Walter Fauntroy and President of the advocacy organization TransAfrica Randall Robinson – were arrested during a sit-in at the South African embassy in Washington, D.C., on 21 November 1984. Over the next year, more than 5,000 people were arrested at protests, including hundreds of students at universities including Harvard, Columbia, Wisconsin and UCLA.

The sociopolitical agitation caused by the Free South Africa Movement played a crucial role in Congress passing the Comprehensive Anti-Apartheid Act of 1986. This imposed sanctions against South Africa and gave conditions for lifting them that would effectively end apartheid. Passed between June and September 1986, the Act was vetoed by President Ronald Reagan on 26 September but overridden by Congress days later, becoming law on 2 October.

Five weeks earlier, on 25 August 1986, Graceland was released. While aimed at Euro-American audiences, its musical fabric was built from the contributions of Simon’s South African collaborators, incorporating some of the best-loved traditions of 1950s–1970s township music, including isicathamiya, kwela, mbaqanga and ‘jive’. Between the LP and international tour, there were also contributions from Central and West African musicians, including Nigerian jùjú musician Ademola Adepoju; Cameroonian guitarist Vincent Nguini; and Senegalese singer, songwriter, musician and composer Youssou N’dour – one of Africa’s biggest musical stars – along with his bandmates Babacar Faye and Assane Thiam. The album’s North American elements were also expansive, spanning country, Chicano rock, synth pop-rock, Louisiana zydeco and Simon’s abstract poetics.

Simon actively promoted these synergies. In 1987, he described Graceland as ‘a fusion of various South African styles and my own musical intonations and my lyrics’.5 He also affirmed his South African collaborators: ‘Graceland never could have been done without Ray [Phiri]’, the jazz, fusion and mbaqanga musician he met during his initial trip to Johannesburg in February 1985.6

Graceland proved immensely successful: over sixteen million copies sold, fifty-two weeks on Billboard’s Top 40 albums and two Grammys – Album of the Year, 1986, and Best Single, 1987. This was a distinct moment for South African music on the international stage, though not the first time its artists received widespread attention. Miriam Makeba was a global star in the 1960s, enjoying several major hits before being blackballed in the music industry after her marriage to Civil Rights activist and Pan-Africanist Stokely Carmichael (Kwame Ture). Eminent South African jazz musician, singer and composer Hugh Ramapolo Masekela was also well-known in America, particularly following his 1968 hit single ‘Grazin’ in the Grass’, which ranked eighteenth in that year’s Billboard Hot 100. On a smaller scale, South African music was also known to African music aficionados internationally.

What made the success of Graceland distinct was generational and contextual: the album introduced millions to Black South African music during a peak in global anti-apartheid activism. The album’s success was intertwined with this political moment: it didn’t just raise awareness of apartheid; the anti-apartheid movement itself propelled the album’s momentum. Its popular significance was therefore uniquely predicated on its relationship to both South African music and politics.

Graceland provided a conduit through which countless people formed powerful emotional connections with the plight of oppressed South Africans. This, at least, was the view taken by Masekela, who became one of Simon’s most vocal defenders upon joining the world tour. In his autobiography, he recalls:

The Graceland revue opened in Germany, and for the next nine months we toured the world, playing to sold-out audiences all over Europe and the United States. Most of these people were totally ignorant of the atrocities of apartheid […] the concerts directed attention to South Africa’s oppressed millions and to the wide array of world-class talent that it was unable to promote because of the isolation, resulting from the hideous system of apartheid.7


This kind of burgeoning critical awareness is palpable, for example, in an article by children’s rights scholar Warren Binford.8 As an undergraduate at Boston University, a largely White body of students had built a symbolic shantytown. With her fellow activists, Binford discussed ‘The Struggle’ of oppressed South Africans ‘while Paul Simon’s “Graceland” played on a CD in the background’.9 In the foreground, her more radical comrades were ‘slammed against the hood of the police car, still kicking and yelling’ as they were arrested.10 Police officers were deployed to quell the disruptive voices who demanded their institutions take a stand against racist systems of inequality abroad.

But Graceland’s relationship to the anti-apartheid movement wasn’t straightforward for at least four reasons.
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