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“Introduction to Music History”.

In Section 1 of this course you will cover these topics:
"Music In Multicultural America

" The Music Of Native Americans
' The Roots Of European/Anglo-American Music
" The Roots Of African-American Music

Topic: MusicIn Multicultural America

Topic Objective:
At the end of thistopic student would be able to:

Discuss the Characteristics

Learn the Social identity
Understand the Folk music
Understand the Blues and spirituals
Learn the Classical music

Definition/Over view:

The topics discusses thatthe musie.of the United States reflects the country's multi-ethnic
population through a diverse array of styles. Rock and roll, blues, country, rhythm and blues,
jazz, pop, techno, ane hip hop are among the country's most internationally-renowned genres.
The United States has the world's largest music industry and its music is heard around the
world. Since the beginning of the 20th century, some forms of American popular music have
gained anear global audience. Native Americans were the earliest inhabitants of the United
States and played its first music. Beginning in the 17th century, immigrants from the United
Kingdom, Ireland, Spain, Germany and France began arriving in large numbers, bringing
with them new styles and instruments. African slaves brought musical traditions, and each

subsequent wave of immigrants contributed to a melting pot.

Much of modern popular music can trace its roots to the emergence in the late 19th century of
African American blues and the growth of gospel music in the 1920s. The African American
basis for popular music used elements derived from European and indigenous musics. The

United States has also seen documented folk music and recorded popular music produced in
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the ethnic styles of the Ukrainian, Irish, Scottish, Polish, Hispanic and Jewish communities,
among others. Many American cities and towns have vibrant music scenes which, in turn,
support a number of regional musical styles. Along with musical centers such as Seattle, New
Y ork City, New Orleans, Minneapolis, Chicago, Nashville, Austin, and Los Angeles, many
smaller cities have produced distinctive styles of music. The Cajun and Creole traditionsin
Louisianamusic, the folk and popular styles of Hawaiian music, and the bluegrass and old

time music of the Southeastern states are afew examples of diversity in American music.
Key Points:
1. Characteristics

The music of the United States can be characterized by the use of syncopation and
asymmetrical rhythms, long, irregular melodies, which are said to "reflectithesatide open
geography of (the American landscape)” and the "sense of persdnal freedom characteristic
of American life". Some distinct aspects of American musi€, like thé call-and-response

format, are derived from African techniques and.ifistruments.

Throughout the later part of American Ristory, and into modern times, the relationship
between American and Europein music.has been a discussed topic among scholars of
American music. Some have trged Tor the adoption of more purely European techniques
and styles, whichi are sonetimes perceived as more refined or elegant, while others have
pushed for,a sefse of musical nationalism that celebrates distinctively American styles.
Modern classi€al music scholar John Warthen Struble has contrasted American and
European, concluding that the music of the United States is inherently distinct because the
United States has not had centuries of musical evolution as a nation. Instead, the music of
the United States is that of dozens or hundreds of indigenous and immigrant groups, all of
which developed largely in regional isolation until the American Civil War, when people
from across the country were brought together in army units, trading musical styles and
practices. Struble deemed the ballads of the Civil War "the first American folk music with
discernible features that can be considered unique to America: the first 'American’

sounding music, as distinct from any regional style derived from another country.
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2. Social identity

Music intertwines with aspects of American social and cultural identity, including through
socia class, race and ethnicity, geography, religion, language, gender and sexuality. The
relationship between music and race is perhaps the most potent determiner of musical
meaning in the United States. The development of an African American musical identity,
out of disparate sources from Africa and Europe, has been a constant theme in the music
history of the United States. Little documentation exists of colonial-era African American
music, when styles, songs and instruments from across West Africacommingled in the
melting pot of slavery. By the mid-19th century, a distinctly African American folk
tradition was well-known and widespread, and African American musical techniques,
instruments and images became a part of mainstream American music through spirituas,
minstrel shows and slave songs. African American musical styles becanm@en integral part
of American popular music through blues, jazz, rhythm and blues, andtheriyock and roll,
soul and hip hop; all of these styles were consumed by Amiericaris of &l races, but were
created in African American styles and idioms befgre eventually becoming common in
performance and consumption across racial lines.lp contrast, country music derives from
both African and European, as well as Native Américan and Hawaiian, traditions and yet

has long been perceived as afarm of white‘music.

Economic and socia classseparates American music through the creation and
consumption'ef, nusic,"such as the upper-class patronage of symphony-goers, and the
generally poar performers of rural and ethnic folk musics. Musical divisions based on
class are not absolute, however, and are sometimes as much perceived as actual; popular
American country music, for example, isacommercia genre designed to "appeal to a
working-class identity, whether or not its listeners are actually working class®. Country
music is a so intertwined with geographic identity, and is specifically rural in origin and
function; other genres, like R& B and hip hop, are perceived as inherently urban. For much
of American history, music-making has been a "feminized activity". In the 19th century,
amateur piano and singing were considered proper for middle- and upper-class women,
who were, nevertheless, frequently barred from orchestras and symphonies. Women were
also amajor part of early popular music performance, though recorded traditions quickly

become more dominated by men. Most male-dominated genres of popular music include
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female performers as well, often in a niche appealing primarily to women; these include

gangsta rap and heavy metal.
3. Diversity

The United Statesis often said to be a cultural melting pot, taking in influences from
across the world and creating distinctively new methods of cultural expression. Though
aspects of American music can be traced back to specific origins, claiming any particular
original culture for amusical element isinherently problematic, due to the constant
evolution of American music through transplanting and hybridizing techniques,
instruments and genres. Elements of foreign musics arrived in the United States both
through the formal sponsorship of educational and outreach events by individuals and
groups, and through informal processes, asin the incidental transplantation of\\West
African music through slavery, and Irish music through immigration. \§he mostdistinctly
American musics are aresult of cross-cultural hybridization through cloSe contact.
Slavery, for example, mixed persons from numerousdfibesiin tight living quarters,
resulting in ashared musical tradition that was'eririetied through further hybridizing with
elements of indigenous, Latin and Eurggeain music/ American ethnic, religious and racia
diversity has also produced such intermingled genres as the French-African music of the
Louisiana Creoles, the Native, M exican and European fusion Tejano music and the

thoroughly hybridized stack-key guitar and other styles of modern Hawaiian music.

The process,of. trafisplanting music between cultures is not without criticism. The folk
revival of the mid-20th century, for example, appropriated the musics of various rural
peoples, in part to promote certain political causes, which has caused some to question
whether the process caused the "commercial commodification of other peoples songs...
and the inevitable dilution of mean" in the appropriated musics. The issue of cultural
appropriation has also been amajor part of racia relationsin the United States. The use of
African American musical techniques, images and conceits in popular music largely by
and for white Americans has been widespread since at least the mid-19th century songs of
Stephen Foster and the rise of minstrel shows. The American music industry has actively
attempted to popularize white performers of African American music because they are
more pal atable to mainstream and middle-class Americans. This process has produced
such varied stars as Benny Goodman, Eminem and Elvis Presley, as well as popular styles
like blue-eyed soul and rockabilly.
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4. Folk music

Folk music in the United States is varied across the country's numerous ethnic groups. The
Native American tribes each play their own varieties of folk music, most of it spiritual in
nature. African American music includes blues and gospel, descendants of West African
music brought to the Americas by slaves and mixed with Western European music.

During the colonial era, English, French and Spanish styles and instruments were brought
to the Americas. By the early 20th century, the United States had become a major center
for folk music from around the world, including polka, Ukrainian and Polish fiddling,

Ashkenazi Jewish klezmer and several kinds of Latin music.

The Native Americans played the first folk music in what is now the United States, using a
wide variety of styles and techniques. Some commonalities are near universallamong
Native American traditional music, however, especially the lack of hasmony arid
polyphony, and the use of vocables and descending melodic figures. Traditional
instrumentations uses the flute and many kinds of pergussian instrtlments, like drums,
rattles and shakers. Since European and Africafi contact was established, Native American
folk music has grown in new directionginto fusi ops with disparate styles like European
folk dances and Tejano music. Mogdern Native American music may be best known for
powwow gatherings, pan<rilal \gathierings at which traditionally styled dances and music

are performed.

The Thirteen Colenies of the origina United States were all former English possessions,
and Anglo culture became amajor foundation for American folk and popular music. Many
American folk songs are identical to British songs in arrangements, but with new lyrics,
often as parodies of the original material. American-Anglo songs are also characterized as
having fewer pentatonic tunes, less prominent accompaniment (but with heavier use of
drones) and more melodies in major. Anglo-American traditional music also includes a
variety of broadside ballads, humorous stories and tall tales, and disaster songs regarding
mining, shipwrecks and murder. Legendary heroes like Joe Magarac, John Henry and
Jesse James are part of many songs. Folk dances of British origin include the square
dance, descended from the quadrille, combined with the American innovation of acaller
instructing the dancers. The religious communal society known as the Shakers emigrated
from England during the 18th century and developed their own folk dance style. Their

early songs can be dated back to British folk song models. Other religious societies
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established their own unique musical cultures early in American history, such asthe music

of the Amish, the Harmony Society, and of the Ephrata Cloister in Pennsylvania.

The ancestors of today's African American population were brought to the United States
as slaves, working primarily in the plantations of the South. They were from hundreds of
tribes across West Africa, and they brought with them certain traits of West African music
including call and response vocals and complexly rhythmic music, as well as syncopated
beats and shifting accents. The African musical focus on rhythmic singing and dancing
was brought to the New World, and where it became part of adistinct folk culture that
helped Africans "retain continuity with their past through music". Thefirst slavesin the
United States sang work songs, field hollers and, following Christianization, hymns. In the
19th century, a Great Awakening of religious fervor gripped people across the country,
especially in the South. Protestant hymns written mostly by New Englan@pteaehers
became afeature of camp meetings held among devout Christians across the South. When
blacks began singing adapted versions of these hymns, the§ wer€ calléd Negro spirituals.
It was from these roots, of spiritual songs, work sorigs and field hollers, that blues, jazz

and gospel developed.
5. Bluesand spirituals

Spirituals were primaiily expressions of religious faith, sung by slaves on southern
plantations. 1 the mie to late 19th century, spirituals spread out of the U.S. South. In 1871
Fisk University became home to the Jubilee Singers, a pioneering group that popularized
spirituals across the country. In imitation of this group, gospel quartets arose, followed by
increasing diversification with the early 20th-century rise of jackleg and singing

preachers, from whence came the popular style of gospel music.

Bluesis a combination of African work songs, field hollers and shouts. It developed in the
rural South in the first decade of the 20th century. The most important characteristics of
the bluesisits use of the blue scale, with aflatted or indeterminate third, as well asthe
typically lamenting lyrics; though both of these elements had existed in African American
folk music prior to the 20th century, the codified form of modern blues (such as with the

AAB structure) did not exist until the early 20th century.
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6. Other immigrant communities

The United Statesis a melting pot consisting of numerous ethnic groups. Many of these
peoples have kept alive the folk traditions of their homeland, often producing distinctively
American styles of foreign music. Some nationalities have produced local scenesin
regions of the country where they have clustered, like Cape Verdean music in New
England, Armenian music in California, and Italian and Ukrainian music in New Y ork
City.

The Creoles are a community with varied non-Anglo ancestry, mostly descendant of
people who lived in Louisiana before its purchase by the U.S. The Cguns are a group of
Francophones who arrived in Louisiana after leaving Acadiain Canada. The city of New
Orleans, Louisiana, being amajor port, has acted as a melting pot for pegple fgom al over
the Caribbean basin. The result is adiverse and syncretic set of styles@f Caiunand Creole

music.

Spain and subsequently Mexico controlled much,of what Tfshow the western United States
until the Mexican-American War, including theentifesState of Texas. After Texasjoined
the United States, the native Tejanes liviig in'the state began culturally developing
separately from their neighhorsite,the south, and remained culturally distinct from other
Texans. Central to theiavolutionof early Tejano music was the blend of traditional
Mexican forms such'asmariachi and the corrido, and Continental European styles
introducedy Geriman and Czech settlersin the late 19th century. In particular, the
accordion was adopted by Tgjano folk musicians at the turn of the 20th century, and it

became a popular instrument for amateur musicians in Texas and Northern Mexico.
7. Classical music

The European classical music tradition was brought to the United States with some of the
first colonists. European classical music is rooted in the traditions of European art,
ecclesiastical and concert music. The central norms of this tradition devel oped between
1550 and 1825, centering on what is known as the common practice period. Many
American classical composers attempted to work entirely within European models until
late in the 19th century. When Antonn Dvork, a prominent Czech composer, visited the
United States from 1892 to 1895, he iterated the idea that American classical music
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needed its own models instead of imitating European composers; he helped to inspire
subsequent composers to make a distinctly American style of classical music. By the
beginning of the 20th century, many American composers were incorporating disparate

elements into their work, ranging from jazz and blues to Native American music.
8. Early classical music

During the colonial era, there were two distinct fields of what is now considered classical
music. One was associated with amateur composers and pedagogues, whose style was
based around simple hymns that were performed with increasing sophistication over time.
The other colonial tradition was that of the mid-Atlantic cities like Philadel phia and
Baltimore, which produced a number of prominent composers who worked almost entirely
within the European model; these composers were mostly English in origin, aid worked

specifically in the style of prominent English composers of the day.

European classical music was brought to the United States'tluriag the colonia era. Many
American composers of this period worked exclusivelywith European models, while
others, such as William Billings, Supply.Bel cier and=dustin Morgan, aso known as the
First New England School, developed a€lyle amost entirely independent of European
models. Of these composers, Billings isthe most well-remembered; he was aso influential
"as the founder of thelAmericanichurch choir, as the first musician to use a pitch-pipe, and
asthefirst todntroduéea violoncello into church service'. Many of these composers were
amateur singets Who devel oped new forms of sacred music suitable for performance by
amateurs, and often using harmonic methods which would have been considered bizarre
by contemporary European standards. These composers' styles were untouched by "the
influence of their sophisticated European contemporaries’, using modal or pentatonic

scales or melodies and eschewing the European rules of harmony.

In the early 19th century, America produced diverse composers such as Anthony Philip
Heinrich, who composed in an idiosyncratic, intentionally "American" style and was the
first American composer to write for a symphony orchestra. Many other composers, most
famously William Henry Fry and George Frederick Bristow, supported the idea of an
American classical style, though their works were very European in orientation. It was

John Knowles Paine, however, who became the first American composer to be accepted in
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Europe. Paine's example inspired the composers of the Second New England School,

which included such figures as Amy Beach, Edward MacDowell, and Horatio Parker.

Louis Moreau Gottschalk is perhaps the best-remembered American composer of the 19th
century, said by music historian Richard Crawford to be known for "bringing indigenous
or folk, themes and rhythms into music for the concert hall". Gottschalk's music reflected
the cultural mix of his home city, New Orleans, Louisiana, which was home to a variety of
Latin, Caribbean, African American, Cajun and Creole musics. He was well
acknowledged as atalented pianist in his lifetime, and was also a known composer who

remains admired though little performed.

9. 20th century

The New York classical music scene included Charles Griffes, originally fromElmira,
New Y ork, who began publishing his most innovative materialin 1914 His early
collaborations were attempts to use non-Western musical themes. J#ie best-known New
Y ork composer was George Gershwin. Gershwin Wasasonrgwriter with Tin Pan Alley and
the Broadway theatres, and his works werestreriglyinfiuenced by jazz, or rather the
precursors to jazz that were extantduring hisitime. Gershwin's work made American
classical music more focused, and gitracted an unheard of amount of international
attention. Following Gershiwin,the first major composer was Aaron Copland from
Brooklyn, who used @éments of American folk music, though it remained European in
technique and for. Later, he turned to the ballet and then serial music. Charles Ives was
one of the earliest American classical composers of enduring international significance,
producing music in auniquely American style, though his music was mostly unknown
until after his death in 1954.

Many of the later 20th-century composers, such as John Cage, John Corigliano and Steve
Reich, used modernist and minimalist techniques. Reich discovered a technique known as
phasing, in which two musical activities begin ssimultaneously and are repeated, gradually
drifting out of sync, creating a natural sense of development. Reich was also very
interested in non-Western music, incorporating African rhythmic techniquesin his
compositions. Recent composers and performers are strongly influenced by the minimalist
works of Philip Glass, a Baltimore native based out of New Y ork, Meredith Monk and
others
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10. Popular music

The United States has produced many popular musicians and composers in the modern
world. Beginning with the birth of recorded music, American performers have continued
to lead the field of popular music, which out of "all the contributions made by Americans
to world culture... has been taken to heart by the entire world". Most histories of popular
music start with American ragtime or Tin Pan Alley; others, however, trace popular music
back to the European Renaissance and through broadsheets, ballads and other popular
traditions. Other authors typically look at popular sheet music, tracing American popular

music to spirituals, minstrel shows and vaudeville, or the patriotic songs of the Civil War.
11.Early popular song

The patriotic lay songs of the American Revolution constituted the first Kind“ef
mainstream popular music. These included "The Liberty Treg* by Thoraas Paine.
Cheaply printed as broadsheets, early patriotic songs spread actossdiie colonies and were
performed at home and at public meetings. Fife.sohgswereespecially celebrated, and
were performed on fields of battle duringthe Arfiericari Revolution. The longest lasting of
these fife songsis "Y ankee Doodl€", stillifwell known today. The melody dates back to
1755 and was sung by bothyAmerican ard British troops. Patriotic songs were mostly
based on English mel@alies, with'new lyrics added to denounce British colonialism; others,
however, used tunes fx0m Ireland, Scotland or elsewhere, or did not utilize afamiliar
melody. The song'Hail Columbia' was a magjor work that remained an unofficia national
anthem until the adoption of "The Star-Spangled Banner”. Much of this early American

music still survivesin Sacred Harp.
12. Blues and gospel

The bluesis agenre of African American folk music that is the basis for much of modern
American popular music. Blues can be seen as part of a continuum of musical styleslike
country, jazz, ragtime, and gospel; though each genre evolved into distinct forms, their
origins were often indistinct. Early forms of the blues evolved in and around the
Mississippi Deltain the late 19th and early 20th centuries. The earliest blues-like music
was primarily call-and-response vocal music, without harmony or accompaniment and

without any formal musical structure. Slaves and their descendants created the blues by
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adapting the field shouts and hollers, turning them into passionate solo songs. When mixed
with the Christian spiritual songs of African American churches and revival meetings,
blues became the basis of gospel music. Modern gospel began in African American
churchesin the 1920s, in the form of worshipers proclaiming their faith in an improvised,
often musical manner (testifying). Composers like Thomas A. Dorsey composed gospel

works that used elements of blues and jazz in traditional hymns and spiritual songs

Blues became a part of American popular music in the 1920s, when classic female blues
singers like Bessie Smith grew popular. At the same time, record companies launched the
field of race music, which was mostly blues targeted at African American audiences. The
most famous of these acts went on to inspire much of the later popular development of the
blues and blues-derived genres, including the legendary delta blues artist Robert Johnson
and piedmont blues artist Blind Willie McTell. By the end of the 1940s, Rowever, pure
blues was only aminor part of popular music, having been subsumed by, offshoots like
rhythm & blues and the nascent rock and roll style. Some syles6r electric, piano-driven
blues, like the boogie-woogie, retained alarge audighce."A, bluesy style of gospel also
became popular in mainstream Americain the 1950s, lea by singer Mahalia Jackson. The
blues genre experienced major revivals ip they 958s with Chicago blues artists such as
Muddy Waters and Little Waltenaswell asin the 1960s in the stream of the British
Invasion and American folk msic révival when country bluesmen like Mississippi John
Hurt and Reverend Gary Dévis were rediscovered. The seminal blues artists of these
periods hag trémendous Influence on rock musicians such as Chuck Berry in the 1950s, as
well as on the British blues and blues-rock scenes of the 1960s and '70s, including among
others Eric Clapton in Britain and Johnny Winter in Texas.

13. Jazz

Jazz isakind of music characterized by swung and blue notes, call and response vocals,
polyrhythms and improvisation. Though originally akind of dance music, jazz has been a
major part of popular music, and has also become a major element of Western classical
music. Jazz has roots in West African cultural and musical expression, and in African
American music traditions including blues and ragtime, as well as European military band
music. Early jazz was closely related to ragtime, with which it could be distinguished by
the use of more intricate rhythmic improvisation. The earliest jazz bands adopted much of
the vocabulary of the blues, including bent and blue notes and instrumental "growls" and
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smears otherwise not used on European instruments. Jazz's roots come from the city of
New Orleans, Louisiana, populated by Cajuns and black Creoles, who combined the
French-Canadian culture of the Cajuns with their own styles of music in the 19th century.
Large Creole bands that played for funerals and parades became amgjor basis for early

jazz, which spread from New Orleans to Chicago and other northern urban centers.

Though jazz had long since achieved some limited popularity, it was Louis Armstrong
who became one of the first popular stars and a major force in the development of jazz,
along with hisfriend pianist Earl Hines. Armstrong, Hines and their colleagues were
improvisers, capable of creating numerous variations on a single melody. Armstrong aso
popularized scat singing, an improvisationa vocal technique in which nonsensical
syllables (vocables) are sung. Armstrong and Hines were influential in the rise of akind of
pop big band jazz called swing. Swing is characterized by a strong rhythffrsection, usually
consisting of double bass and drums, medium to fast tempo, andshythrgic devices like the
swung note, which is common to most jazz. Swing is primérilyetusioh of 1930s jazz
fused with elements of the blues and Tin Pan Alley” Swing used bigger bands than other
kinds of jazz, leading to bandleaders tightly afranging the material which discouraged
improvisation, previously an integral part.@fjazz«Swing became amajor part of African

American dance, and came to l§e accompariied by a popular dance called the swing dance.

Jazz influenced many pexformers of all the major styles of later popular music, though
jazz itself never again ecame such amajor part of American popular music as during the
swing era. Thelater 20th century American jazz scene did, however, produce some
popular crossover stars, such as Miles Davis. In the middle of the 20th century, jazz
evolved into avariety of subgenres, beginning with bebop. Bebop isaform of jazz
characterized by fast tempos, improvisation based on harmonic structure rather than
melody, and use of the flatted fifth. Bebop was developed in the early and mid-1940s,
later evolving into styles like hard bop and free jazz. Innovators of the style included

Charlie Parker and Dizzy Gillespie, who arose from small jazz clubsin New Y ork City
14.Country music

Country music is primarily afusion of African American blues and spirituals with
Appalachian folk music, adapted for pop audiences and popul arized beginning in the
1920s. The origins of country arein rura Southern folk music, which was primarily Irish
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and British, with African and continental European musics. Anglo-Celtic tunes, dance
music, and balladry were the earliest predecessors of modern country, then known as
hillbilly music. Early hillbilly also borrowed elements of the blues and drew upon more
aspects of 19th-century pop songs as hillbilly music evolved into acommercial genre
eventually known as country and western and then simply country. The earliest country
instrumentation revolved around the European-derived fiddle and the African-derived
banjo, with the guitar later added. String instruments like the ukulele and steel guitar
became commonplace due to the popularity of Hawaiian musical groupsin the early 20th

century.

The roots of commercia country music are generally traced to 1927, when music talent
scout Ralph Peer recorded Jimmie Rodgers and The Carter Family. Popular success was
very limited, though a small demand spurred some commercial recordingAfter World
War 11, there was increased interest in specialty styles like country music, producing afew
major pop stars. The most influential country musician of the &d@wasHank Williams, a
bluesy country singer from Alabama. He remains génowhed as one of country music's
greatest songwriters and performers, viewed @s a~“folk poet" with a "honky-tonk swagger"
and "working-class sympathies®. Througheutthedecade the roughness of honky tonk
gradually eroded as the Nashvithe sbund.gréw more pop-oriented. Producers like Chet
Atkins created the Nashville Saund Dy stripping the hillbilly elements of the
instrumentation @nchusingamooth instrumentation and advanced production techniques.
Eventual ly, most, fecords from Nashville were in this style, which began to incorporate

strings and voeal choirs.

By the early part of the 1960s, however, the Nashville sound had become perceived as too
watered-down by many more traditionalist performers and fans, resulting in a number of
local scenes like the Lubbock sound and the Bakersfield sound. A few performers retained
popularity, however, such as the long-standing cultural icon Johnny Cash. The Bakersfield
sound began in the mid to late 1950s when performers like Wynn Stewart and Buck
Owens began using elements of Western swing and rock, such as the breakbeat, in their
music. In the '60s performers like Merle Haggard popularized the sound. In the early
1970s, Haggard was also part of outlaw country, alongside singer-songwriters such as
Willie Nelson and Waylon Jennings. Outlaw country was rock-oriented and lyrically

focused on the criminal antics of the performers, in contrast to the clean-cut country
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singers of the Nashville sound. By the middle of the 1980s, the country music charts were
dominated by pop singers, alongside a nascent revival of honky-tonk-style country with
the rise of performers like Dwight Y oakam. The 1980s also saw the development of
aternative country performers like Uncle Tupel o, who were opposed to the more pop-
oriented style of mainstream country. At the beginning of the 2000s, pop-oriented country
acts remained among the best-selling performers in the United States, especially Garth

Brooks.
15.R& B and soul

R&B, an abbreviation for rhythm and blues, is a style that arose in the 1930s and 1940s.
Early R&B consisted of large rhythm units "smashing away behind screaming blues
singers (who) had to shout to be heard above the clanging and strumming,of the various
electrified instruments and the churning rhythm sections'. R& B was npt extensively
recorded and promoted because record companies felt that it Was#ot suited for most
audiences, especialy middle-class whites, because ofdthe stiggestiVe lyrics and driving
rhythms. Bandleaders like Louis Jordan innoyéted e sound of early R&B, using a band
with asmall horn section and promineqt'rhythm instrumentation. By the end of the 1940s,
he had had severa hits, and helped pave theAvay for contemporaries like Wynonie Harris
and John Lee Hooker. Manysof théinost popular R& B songs were not performed in the
rollicking style of dordamand his contemporaries; instead they were performed by white
musicians liKePat, Boorie in a more pal atable mainstream style, which turned into pop hits.
By the end Ofthe 1950s, however, there was awave of popular black blues-rock and
country-influenced R& B performers like Chuck Berry gaining unprecedented fame among

white listeners.

Soul music is acombination of rhythm and blues and gospel which began in the late 1950s
in the United States. It is characterized by its use of gospel-music devices, with a greater
emphasis on vocalists and the use of secular themes. The 1950s recordings of Ray

Charles, Sam Cooke, and James Brown are commonly considered the beginnings of soul.
Charles' Modern Sounds (1962) records featured a fusion of soul and country music,
country soul, and crossed racial barriersin music at the time. One of Cooke's most well-
known songs "A Change Is Gonna Come" (1964) became accepted as a classic and an
anthem of the civil rights movement of the 1960s. The Motown Record Corporation of
Detroit, Michigan became highly successful during the early and mid 1960s by releasing
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soul recordings with heavy pop influences to make them palatable to white audiences,

allowing black artiststo more easily crossover to white audiences.

Pure soul was popularized by Otis Redding and the other artists of Stax Recordsin
Memphis, Tennessee. By the late 1960s, Atlantic recording artist Aretha Franklin had
emerged as the most popular female soul star in the country. Also by this time, soul had
splintered into severa genres, influenced by psychedelic rock and other styles. The social
and political ferment of the 1960s inspired artists like Marvin Gaye and Curtis Mayfield to
release albums with hard-hitting social commentary, while another variety became more
dance-oriented music, evolving into funk. Despite his previous affinity with politically and
socially-charged lyrical themes, Gaye hel ped popularize sexual and romance-themed
music and funk, while his 1970s recordings, including Let's Get It On (1973) and | Want

Y ou (1976) helped devel op the quiet storm sound and format. One of thémastinfluential
albums ever recorded, Sly& the Family Stone's There's aRiot Gein' Ony(1971) has been
considered among the first and best examples of the maturéd version ¢f funk music, after
prototypical instances of the sound in the group's edriterwork. Spoken word soul, an
eclectic blend of poetry, jazz-funk and soul was practiced by such artists as Gil Scott-
Heron and The Last Poets, and featured\critrealpelitical and socia commentary with
afrocentric sentiment. Scott-Heéron's protofap work, including "The Revolution Will Not
Be Televised" (1971) andWinhter infAmerica (1974), has had a considerable impact on

later hip hop artigtSpwhileii s unique sound with Brian Jackson influenced neo soul artists.

During the mid-1970s, some highly slick and commercial bands like The O'Jays and

Hall& Oates achieved mainstream success with styles like Philly soul and blue-eyed soul.
By the end of the '70s, soul, funk, rock and most other genres were dominated by tracks
influenced by disco, akind of popular dance music. With the introduction of influences
from electro music and funk in the late 1970s and early 1980s, soul music became less raw
and more dlickly produced, resulting in a genre of music that was once again called R& B,
usually distinguished from the earlier rhythm and blues by identifying it as contemporary
R&B.

16.Rock, metal and punk

Rock and roll isakind of popular music, developed out of country, blues and R& B.
Rock's exact origins and early influences have been hotly debated, and are the subjects of
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much scholarship. Though squarely in the blues tradition, rock took elements from Afro-
Caribbean and Latin musical techniques. Rock was an urban style, formed in the areas
where diverse populations resulted in the mixtures of African American, Latin and
European genres ranging from the blues and country to polka and zydeco. Rock and roll
first entered popular music through a style called rockabilly, which fused the nascent
sound with elements of country music. Black-performed rock and roll had previously had
[imited mainstream success, but it was the white performer Elvis Presdley who first
appealed to mainstream audiences with a black style of music, becoming one of the best-

selling musicians in history, and brought rock and roll to audiences across the world.

Topic: TheMusic Of Native Americans

Topic Objective:
At the end of thistopic student would be able to:

Discussits characteristics

Discuss the Song texts and sources
Discuss the Societal role

Discuss the History

Discuss the Eastern Woodlands
Definition/Overview:

American Indianthusic is the music that is used, created or performed by Native North
Americans. In addition to the tribally specific music of those groups there now exist pan-
tribal and intertribal genres as well as distinct Indian subgenres of popular music including:
rock, blues, hip hop, classical, film music and reggae, as well as unique popular styleslike
waila (chicken scratch).

Key Points:
1. Characteristics

Vocalization and percussion are the most important aspects of traditional Native American
music. Vocalization takes many forms, ranging from solo and choral song to responsorial,

unison and multipart singing. Percussion, especially drums and rattles, are common
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accompaniment to keep the rhythm steady for the singers, who generally use their native
language or non-lexical vocables (nonsense syllables). Traditional music usually begins
with slow and steady beats that grow gradually faster and more emphatic, while various
flourishes like drum and rattle tremolos, shouts and accented patterns add variety and

signal changesin performance for singers and dancers
2. Song texts and sour ces

Native American song texts include both public pieces and secret songs, said to be
"ancient and unchanging"”, which are used only for sacred and ceremonial purposes. There
are also public sacred songs, as well as ritual speeches that are sometimes perceived as
musical because of their use of rhythm and melody. These ritual speeches often directly
describe the events of a ceremony, and the reasons and ramifications of the night.
Vocables, or lexically meaningless syllables, are acommon part of many Kindsof Native
American songs. They frequently mark the beginning and end of sshrases; sections or
songs themselves. Often songs make frequent use of afecables and other untranglatable
elements. Songs that are trandatable include historiea songs, like the Navajo " Shi’
naasha’, which celebrates the end of Navg o internpient in Fort Sumner, New Mexico in
1868. Tribal flag songs and national anthems are also amajor part of the Native American
musical corpus, and are afreguent'siarter to public ceremonies, especially powwows.
Native American music'also includes arange of courtship songs, dancing songs and
popular Ametican or Canadian tunes like "Amazing Grace, "Dixie", "Jambalaya" and
"Sugar Time¥,\Many songs celebrate harvest, planting season or other important times of

year
3. Societal role

Native American music plays avital rolein history and education, with ceremonies and
stories orally passing on ancestral customs to new generations. Native American
ceremonia music istraditionally said to originate from deities or spirits, or from
particularly respected individuals. Rituals are shaped by every aspect of song, dance and
costuming, and each aspect informs about the "makers, wearers and symbols important to
the nation, tribe, village, clan, family, or individual". Native Americans perform stories
through song, music and dance, and the historical facts thus propagated are an integral part
of Native American beliefs. Epic legends and stories about culture heroes are a part of
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tribal music traditions, and these tales are often an iconic part of local culture. They can
vary dightly from year to year, with leaders recombining and introducing slight variations.
The Pueblo compose a number of new songs each year in a committee which uses dreams

and visions.

The styles and purposes of music vary greatly between and among each Native American
tribe. However, a common concept amongst many indigenous groups is a conflation of
music and power. For example, the Pima people feel many of their songs were givenin
the beginning and sung by the Creator. It is believed that some people then have more of
an inclination to musical talent than others because of an individual's peculiar power

4. Gender

Within various Native American communities, gender plays an importantiyofedh music.
Men and women play sex-specific rolesin many musical actiyities. Instiuments, songs and
dances are often peculiar to one or the other sex, and many musicalsSettings are strictly
controlled by sex. In modern powwows, women.play.avitalrole as backup singers and
dancers. The Cherokee people, for example, hield danees before stickball games. At these
pre-game events, men and womengerforfn separate dances and follow separate
regulations. Men will dance.in @weir¢le around afire, while women dance in place. Men
sing their own songs, While womien have their songs sung for them by an elder. Whereas
the men's songs invoke power, the women's songs draw power away from the opposing
stickball team Irsome societies, there are customs where certain ceremonial drums are
only to be played by men. For the Southern Plains Indians, it is believed that the first drum
was given to awoman by the Great Spirit, who instructed her to share it with all women of
native nations. However, there also exist prohibitions against women sitting at the Big

Drum.

Chief Joseph once said, "We were taught to believe that the Great Spirit sees and hears
everything, and that he never forgets, that hereafter he will give every man a spirit home
according to his deserts; if he has been a good man, he will have agood home; if he has
been a bad man, he will have abad home. This| believe and all my people believe the

same."
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John Wooden Legs of the Cheyenne tribe once stated, "Our land is everything to us...I will
tell you one of the things we remember on our land. We remember that our grandfathers

paid for it - with their lives."

Charles A. Eastman once said, "Every age, every race, hasits leaders and heroes. There
were over sixty distinct tribes of Indians on this continent, each of which boasted its
notable men. The names and deeds of some of these men will live in American history, yet
in the true sense they are unknown, because misunderstood. | should like to present some
of the greatest chiefs of modern times in the light of the native character and ideals,
believing that the American people will gladly do them tardy justice.”

In many tribal music cultures, there is arelative paucity of traditional women's songs and
dances, especialy in the Northeast and Southeast music areas. The Southeast is, however,
home to a prominent women's musical tradition in the use of leg rattles foriceremonial and
friendship dances, and the women's singing during Horse and Ball*Game contests. The
West Coast tribes of North Americatend to more prafinence irwfomen's music, with
special women's love songs, medicine songs ard hart game songs; the Southwest is
particularly diverse in women's musi cal“otferings, Wwith major ceremonial, instrumental
and socia rolesin dances.. Womer aso play‘avital ceremonia role in the Sun Dance of
the Great Plains and Great Basin, ad also sing during socia dances, Shoshone women

still sang the songs,of e ,Ghost Dance into the 1980s.
5. History

Music and history aretightly interwoven in Native American life. A tribe's history is
constantly told and retold through music, which keeps alive an oral narrative of history.
These historical narratives vary widely from tribe to tribe, and are an integral part of tribal
identity. However, their historical authenticity cannot be verified; aside from supposition
and some archaeological evidence, the earliest documentation of Native American music
came with the arrival of European explorers. Musical instruments and pictographs
depicting music and dance have been dated as far back as the 7th century.

Bruno Nettl refers to the style of the Great Basin area as the oldest style and common
throughout the entire continent before Mesoamerica but continued only in the Great Basin
and in the lullaby, gambling, and tale genres around the continent. A style featuring

www.bsscommunitycollege.in  www.bssnewgeneration.in www.bsslifeskillscollege.in



www.onlineeducation.bhar atsevaksamaj .net www.bssskillmission.in 20

relaxed vocal technique and the rise may have originated in Mesoamerican Mexico and
spread northward, particularly into the California-Y uman and Eastern music areas.
According to Nettl, these styles also feature "relative” rhythmic simplicity in drumming
and percussion, with isometric material and pentatonic scales in the singing, and motives

created from shorter sections into longer ones.

While this process occurred, three Asian styles may have influenced North American
music across the Bering Strait, all featuring pulsating vocal technique and possibly evident
in recent Paleo-Siberian tribes such as Chuckchee, Y ukaghir, Koryak. Also, these may
have influenced the Plains-Pueblo, Athabascan, and Inuit-Northwest Coast areas.
According to Nettl, the boundary between these southward and the above northward
influences are the areas of greatest musical complexity: the Northwest Coast, Pueblo
music, and Navajo music. Evidence of influences between the Northwesti€gast and
Mexico areindicated, for example, by bird-shaped whistles. Thedlains-Pueblo area has
influenced and continues to influence the surrounding cult@res,wWith_céntemporary
musicians of all tribes learning Plains-Pueblo influencedyantribal genres such as Peyote

songs

6. Southwest

Arid American SouthWest'is hOme to two broad groupings of closely-related cultures, the
Pueblo and Athabbaskari The Southern Athabaskan Navajo and Apachetribessing in
Plains-stylenasalwocal s with unblended monophony, while the Pueblos emphasize a
relaxed, low range and highly blended monophonic style. Athabaskan songs are swift and
use drums or rattles, as well as an instrument unique to this area, the Apache violin, or

"Tsii'edo'atl" meaning "wood that sings' in Apache.

Pueblo songs are complex and meticulously detailed, usually with five sections divided
into four or more phrases characterized by detailed introductory and cadential formulas.
They are much slower in tempo than Athabaskan songs, and use various percussion

instruments as accompani ment.

Nettl describes Pueblo music, including Hopi, Zuni, Taos Pueblo, San Ildefonso, Santo
Domingo, and many others, as one of the most complex on the continent, featuring
increased length and number of scale tones (hexatonic and heptatonic common), variety of
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form, melodic contour, and percussive accompaniment, ranges between an octave and a
twelfth, with rhythmic complexity equal to the Plains sub-area. He sites the Kachina dance
songs as the most complex songs and Hopi and Zuni materia as the most complex of the
Pueblo, while the Tanoans and Keresans musics are simpler and intermediary between the
Plains and western Pueblos. The music of the Pima and Papago is intermediary between
the Plains-Pueblo and the California-Y uman music areas, with melodic movement of the

Y uman, though including the rise, and the form and rhythm of the Pueblo.

He describes Southern Athabascan music, that of the Apache and Navajo, as the ssmplest
next to the Great Basin style, featuring strophic form, tense vocals using pul sation and
falsetto, tritonic and tetratonic scales in triad formation, simple rhythms and values of
limited duration (usually only two per song), arc-type melodic contours, and large melodic
intervals with a predominance of major and minor thirds and perfect foufths.and fifths
with octave leaps not rare. Peyote songs share characteristics of A pachie music and Plains-

Pueblo music having been promoted among the Plains by the A¢ache people.

He describes the structural characteristics of Galitorfiia- ¥ urman music, including that of
Pomo, Miwak, Luiseno, Catalineno, and’Gabrieling, and the Y uman tribes, includi ng,
Mohave, Y uman, Havasupai, Mari¢opa, asuéing therise in amost al songs, arelaxed
nonpul sating vocal technigue,(ltkeEuropean classical music), arelatively large amount of
isorhythmic material, $S0me i sorhythmic tendencies, simple rhythms, pentatonic scales
without semitepes, an average melodic range of an octave, sequence, and syncopated
figures such'as a sixteenth-note, elght-note, sixteenth-note figure. The form of rise used
varies throughout the area, usually being rhythmically related to the preceding non-rise
section but differing in melodic materia or pitch. The rise may be no higher than the
highest pitch of the original section, but will contain a much larger number of higher
pitches. In Caiforniathe non-riseis usually one reiterate phrase, the rise being the phrase
transposed an octave higher, the Y umans use a non-rise of long repeated sections each
consisting of several phrases, the rise being three to five phrases performed only once, and

in southern Californiathe previous two and progressive forms are found.
7. Eastern Woodlands

Inhabiting a wide swath of the United States and Canada, Eastern Woodlands natives,
according to Nettl, can be distinguished by antiphony (call and response style singing),
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which does not occur in other areas. Their territory includes Maritime Canada, New
England, U.S. Mid-Atlantic, Great Lakes and Southeast regions. Songs are rhythmically
complex, characterized by frequent metric changes and a close relationship to ritual dance.
Flutes and whistles are solo instruments, and awide variety of drums, rattles and striking
sticks are played. Nettl describes the Eastern music area as the region between the
Mississippi river and the Atlantic. The most complex styles being that of the Southeastern
Creek, Yuchi, Cherokee, Choctaw, Iroquois and their language group, the simpler style
being that of the Algonquian language group including Delaware and Penobscot. The
Algonquian speaking Shawnee have arelatively complex style influenced by the nearby
southeastern tribes.

The characteristics of this entire areainclude short iterative phrases, reverting
relationships, shouts before, during, and after singing, anhematonic pentéteniciscales,
simple rhythms and meter and, according to Nettl, antiphonal orresponsorial techniques
including "rudimentary imitative polyphony". Melodic mokererit tends to be gradually
descending throughout the area and vocals include@& moderate amount of tension and
pulsation.

8. Plains

Extending across the Ameticatividwest into Canada, Plains-areamusic is hasal, with
high pitches and frequent talsettos, with aterraced descent (a step-by-step descent down
an octave) ¥ an tblended monophony. Strophes use incompl ete repetition, meaning that
songs are divided into two parts, the second of which is aways repeated before returning

to the beginning.

Large double-sided skin drums are characteristic of the Plains tribes, and solo end-blown

flutes (flageolet) are also common.

Nettl describes the central Plains tribes, from Canadato Texas: Blackfoot, Crow, Dakota,
Cheyenne, Arapaho, Kiowa, and Comanche, as the most typica and simple sub-area of the
Plains-Pueblo music area. This area's music is characterized by extreme vocal tension,
pulsation, melodic preference for perfect fourths and a range averring atenth, rhythmic

complexity, and increased frequence of tetratonic scales. The musics of the Arapaho and
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Cheyenne intensify these characteristics, while the northern tribes, especially Blackfoot

music, feature simpler material, smaller melodic ranges, and fewer scal e tones.

Nettl Arapaho music includes ceremonia and secular songs, such astheritualistic Sun
Dance, performed in the summer when the various bands of the Arapaho people would
come together. Arapaho traditional songs consist of two sections exhibiting terraced
descent, with arange greater than an octave and scal es between four and six tones. Other
ceremonial songs were received in visions, or taught as part of the men'sinitiationsinto a
society for his age group. Secular songs include a number of social dances, such asthe
triple meter round dances and songs to inspire warriors or recent exploits. There are also
songs said to be taught by a guardian spirit, which should only be sung when the recipient
is near death.

9. Great Basin

Music of the Great Basin is ssimple, discreet and ornate, characterized by short melodies
with arange smaller than an octave, moderatel y=blended monophony, relaxed and open
vocals and, most uniquely, paired-phrasestructare, itrwhich a melodic phrases, repeated
twice, is aternated with one to tw@ additiOnal phrases. A song of this type might be
diagrammed as follows: AA.BB'€C AA'BB CC, etc.

Nettl describes the rwsic of the sparedly settled Great Basin, including most of desert Utah
and Nevada (Faiute, Ute, Shoshoni) and some of southern Oregon (Modoc and Klamath),
as "extremely Sskmple,” featuring melodic ranges averaging just over a perfect fifth, many
tetratonic scales, and short forms. The mgjority of songs are iterative with each phrase
repeated once, though occasiona songs with multiple repetitions are found. Many Modoc
and Klamath songs contain only one repeated phrase and many of their scales only two to
three notes (ditonic or tritonic). This style was carried to the Great Plains by the Ghost
Dance religion which originated among the Paiute, and very frequently features paired-
phrase patterns and a relaxed nonpulsating vocal style. Herzog attributes the similarly
simple lullabies, song-stories, and gambling songs found all over the continent historically
to the music of the Great Basin which was preserved through relative cultural isolation and

low-population.
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10. Northwest Coast

Open vocals with monophony are common in the Pacific Northwest and British
Columbia, though polyphony also occurs (this the only area of North Americawith native
polyphony). Chromatic intervals accompanying long melodies are also characteristic, and
rhythms are complex and declamatory, deriving from speech. Instrumentation is more
diverse than in the rest of North America, and includes awide variety of whistles, flutes,

horns and percussion instruments.

Nettl describes the music of the Kwakwakawakw, Nuu-chah-nulth, Tsimshian, Makah,
and Quileute as some of the most complex on the continent, with the music of the Salish
nations (Nlakapamux, Nuxlk, and Sliammon, and others directly east of the Northwest
tribes) as being intermediary between these Northwest Coast tribes and Lpuit'usic. The
music of the Salish tribes, and even more so the Northwest coast, intépsifies the
significant features of Inuit music, see below, however theirtneladic mévement is often
pendulum-type ("leaping in broad intervals from opedimit'of thefange to the other"). The
Northwest coast music also "is among the mast coriplicated on the continent, especialy
in regard to rhythmic structure," featurifig Intricate fhythmic patterns distinct from but
related to the vocal melody and rigid pereussion. He also reports unrecorded use of
incipient polyphony in the ferm oflkdrones or paralel intervalsin addition to antiphonal
and responoria farms, V.ogals are extremely tense, producing dynamic contrast,
ornamentati Of, and pulsation, and aso often using multiple sudden accents in one held

tone

Topic: The Roots Of European/Anglo-American Music
Topic Objective:
At the end of thistopic student would be able to:

Understand the Traditional Music
Understand and learn the Euro- and Anglo- American Music in the 19th century
Learn the Religious Music of the Colonial Period

Discuss the Folk Music
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Definition/Over view:

The topic states that the Thirteen Colonies of the original United States were all former
English possessions, and Anglo culture became a major foundation for American folk and

popular music.

Many American folk songs use the same music, but with new lyrics, often as parodies of the
original material. American Anglo songs can also be distinguished from British songs by
having fewer pentatonic tunes, less prominent accompaniment (but with heavier use of

drones) and more melodies in major
Key Points:
1. Traditional Music

Anglo-American traditional music, dating back to colonial tifaesgsncludes a variety of
broadside ballads, humorous stories and tall tales, anddlisaster sorigs regarding mining,
shipwrecks (especially in New England) and piurder. Falk heroes like Joe Magarac, John
Henry and Jesse James are also part of ¢fiany sonas. Folk dance of Anglo origin include
the square dance, descended from the Eurgpéan high society quadrille, combined with the
American innovation of aicallertinstiucting the dancers. Sea shanties are an important part
of Anglo-American music Folklorist Alan Lomax described regional differences among
rural Anglo musi¢ians'as included the relaxed and open-voiced northern vocal style and
the pinched and nasal southern style, with the west exhibiting amix of the two. He

attributed these differences to sexual relations, the presence of minorities and frontier life.
2. Euro- and Anglo- American Music in the 19th century

White Americans who owned property and were educated tended to be familiar with two

kinds of entertainment music: operaand song.

Operas are stage works based on plays (sometimes called "librettos"); the texts involve
dramatic enactments of afictional world.

Songs are musical interpretations of poetry.
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Avoid confusing these two categories. Operas rarely contain songs; instead they contain

works called -- arias, duets, and choruses -- sung by actors portraying characters.
3. Song: Parlor Song and " Art" Song

Songs in 19th-century England and the U.S. were amajor feature of popular
entertainment, increasing in importance throughout the century.

Early 19th-century composers (especially German and Austrian) popularized the form
and made it "respectable” (on a par with symphonies and string quartets).

In the late 19th-century, the rise of the middle "consumer” class made songs (in the form
of sheet music) into the world's first mass media music industry. These were often
called "Parlor Songs."

4. Religious Music of the Colonial Period

Religious music (also sacred music) is music pesfGrmee,orcomposed for religious use or
through religious influence. A lot of musieshastieeredmposed to complement religion,
and many composers have derivedd nspitétion' from their own religion. Many forms of
traditional music have beenadapted to fit religions' purposes or have descended from
religious music. Theréis alongWistory of Christian Church music. Johann Sebastian
Bach, considered onef the most important and influential European classical music
composerswioteunost of his music for the Lutheran church. Religious music often
changes to fit the times, Contemporary Christian music, for example, uses idioms from
various secular popular music styles but with religious lyrics. Gospel music has aways
donethis, for example incorporating funk, and continues to do so. Monotheism and
tonality, all tones relating and resolving to atonic, are often associated, and the textures of
European homophony, equated with monotheism, may be contrasted with Asian
heterophony, equated with poly or pantheism. Navajo music's cyclic song and song-group

forms mirrors the cyclic nature of their deities such as Changing Woman.

Thereisvirtually no record of the earliest music of the Christian church except afew New
Testament fragments of what are probably hymns. Some of these fragments are still sung
as hymns today in the Orthodox Church, including "Awake, awake O sleeper” on the

occasion of someone's baptism. Another early hymn is the Phos Hilaron (Greek for
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"Gladsome Light") which was part of the Liturgy of the Hours morning prayers (matins)
in the early Christian Church. It is a hymn describing the morning light. Being Jewish,
Jesus and his disciples would most likely have sung the psalms from memory. However,
the repertoire of ordinary people was larger than it istoday, so they probably knew other
songs too. Early Christians continued to sing the psalms much as they were sung in the

synagogues in the first century. Modern artists include Tim Hughes and Matt Redman.
5. Folk Music

American folk music, also known as roots music, is a broad category of music including
Bluegrass, country music, gospel, old time music, jug bands, Appalachian folk, blues,
Cajun and Native American music. The music is considered American either becauseit is
native to the United States or because it developed there, out of foreign Qrigins, to such a
degree that it struck musicologists as something distinctly new. It is cansidered™roots
music" because it served as the basis of music later devel opediinthe United States,

including rock and roll, rhythm and blues, and jazz,

Many Roots musicians do not consider themselves té+be folk musicians; the main
difference between the American folk midsic fevival and American "Roots music” is that

Roots music seems to covex,a slightly bfoader range, including blues and country.

Roots musical formsreéached their most expressive and varied formsin the first two to
three decades ofvthe 20th century. The Great Depression and the Dust Bowl were
extremely important in disseminating these musical stylesto the rest of the country, as
Delta blues masters, itinerant honky tonk singers and Latino and Cajun musicians spread
to citieslike Chicago, Los Angeles and New Y ork. The growth of the recording industry
in the same approximate period was also important; increased possible profits from music

placed pressure on artists, songwriters and label executives to replicate previous hit songs.

This meant that fads like Hawaiian slack-key guitar never died out completely as rhythms
or instruments or vocal stylings were incorporated into disparate genres. By the 1950s, all
the forms of roots music had led to pop-oriented forms. Folk musicians like the Kingston
Trio, pop-Tejano and Cuban-American fusions like boogal oo, chachacha and mambo,
blues-derived rock and roll and rockabilly, pop-gospel, doo wop and R&B (later
secularized further as soul music) and the Nashville sound in country music all

modernized and expanded the musical palette of the country.
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The roots approach to music emphasizes the diversity of American musical traditions, the
genealogy of creative lineages and communities, and the innovative contributions of
musicians working in these traditions today. In recent years roots music has been the focus
of popular media programs such as Garrison Keillor's public radio program A Prairie

Home Companion and the feature film by the same name.
Topic: TheRoots Of African-American Music

Topic Objective:

At the end of thistopic student would be able to:

Discuss the 19th century (1800s-1900s)

Discuss the Early 20th century (1900s-1930s)
Understand the Mid-20th century (1940s-1960s)
Discuss the 1970s and 1980s Periods

Discuss the 1990s and 2000s

Definition/Over view:

The topic states that African American music is an umbrellaterm given to arange of music
and musical genres emerging frontor influenced by the culture of African Americans, who
have long constituted a farge ethnic minority of the population of the United States. Some of
their ancestorswereariginally brought to North Americato work as enslaved peoples,
bringing with them typically polyrhythmic songs from hundreds of ethnic groups across West
and sub-Saharan Africa. In the United States, as cultures merged, multiple cultural traditions
merged with influences from polka, waltzes and other European music. Later periods saw
considerable innovation and change. African American genres have been highly influential
across socio-economic groupings and internationally. African American music and all aspects
of African American culture are celebrated during Black History Month in February of each
year in the United States.
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Key Points:

1. 19th century (1800s-1900s)

The influence of African Americans on mainstream American music began in the 19th
century, with the advent of blackface minstrelsy. The banjo, of African origin, became a
popular instrument, and its African-derived rhythms were incorporated into popular songs
by Stephen Foster and other songwriters. In the 1830s, the Second Great Awakening led to
arisein Christian revivals and pietism, especially among African Americans. Drawing on
traditional work songs, African American slaves originated began performing awide
variety of Spirituals and other Christian music. Many of these songs were coded messages

of subversion against slaveholders, or which signaled escape.

During the period after the Civil War, the spread of African American musi C'edntinued.
The Fisk University Jubilee Singers toured first in 1871. ArtistSincluding Morris Hill and
Jack Delaney helped revolutionize post-war African musiciin the cefitral East of the
United States.In the following years, the Hamptan Studentsiand professional jubilee troops
formed and toured. The first black musi calscomiedy traup, Hyers Sisters Comic Opera Co.,
was organized in 1876. By the endyof the19th century, African American music was an
integral part of mainstreameAmetican cdlture. Ragtime performers like Scott Joplin
became popular and s@me sooribecame associated with the Harlem Renaissance and early

civil rights agtivists.

2. Early 20th century (1900s-1930s)

The early part of the 20th century saw a constant rise in popularity of African American
blues and jazz. Aswell as the developments in the fields of visua arts, the Harlem

Renaissance of the early 20th century lead to developmentsin music.

White and Latino performers of both genres existed, and there had always been cross-
cultural communication between the United States races. Jewish klezmer music, for
example, was a noted influence on jazz, while Jelly Roll Morton famously explained that a
"Latin tinge" was a necessary component of good music. African American music was

often ssimplified for European American audiences, who would not have as readily
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accepted black performers, leading to genres like swing music, a pop-based outgrowth of

jazz.

On the stage, the first musicals written and produced by African Americans to appear on
Broadway debuted in 1898 with A Trip to Coontown by Bob Cole and Billy Johnson. In
1901, the first known recorded of black musicians was that of Bert Williams and George
Walker; this set featured music from broadway musicals. The first black operawas
performed in 1911 with Scott Joplin's Treemonisha. The following year, thefirstin a

series of annual black symphony orchestra concerts were performed at Carnegie Hall.

The return of the black musical to broadway occurred in 1921 with Sissle and Blake's
Shuffle Along. In 1927, a concert survey of black music was performed at Carnegie Hall
including jazz, spirituals and the symphonic music of W.C. Handy's Orchestraand Jubilee
singers. Thefirst mgjor film musical with ablack cast was King Vidor's Halleltjah of
1929 . Thefirst Symphony by a black composer to be perforfeday amegjor orchestrawas
William Grant Still's Afro-American Symphony withdhe New Yierk Philharmonic.
African American performers were featured ip"Operas such as Porgy and Bess and Virgil
Thompson's Four Saintsin Three Acts@l 1934 . Al%0 in 1934 William Dawson's Negro
Folk Symphony became the second African+American composer's work to receive

attention by a major orchestra withiits performance by the Philadel phia Orchestra.
3. Mid-20th ceptury (1940s-1960s)

By the 1940s,*Cover versions of African American songs were commonplace, and
frequently topped the charts, while the original musicians found success among their
African American audience, but not in mainstream. In 1955, Thurman Ruth persuaded a
gospel group to sing in a secular setting, the Apollo Theater, with such success that he
subsequently arranged gospel caravans that traveled around the country, playing the same
venues that rhythm and blues singers had populari zed.

African Americansin the 1940s and 1950s were devel oping a genre called rock and roll,
which featured a very strong backbeat and whose exponents included Wynonie Harris.
However, it was with white musicians such as Bill Haley and Elvis Presley, playing a
guitar-based fusion of black rock and roll with country music called rockabilly, that rock
music became commercially successful. Rock music thereafter became more assosiated
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with white people, though it did give some black people, such as Chuck Berry and Bo

Diddley, ahigh level of commercial success.

The late 1950s also saw vastly increased popularity of hard blues from the earliest part of
the century, both in the United States and United Kingdom. The 50s also saw doo-wop
become popular. A secularized form of American gospel music called soul also
developed, with pioneerslike Ben E. King and Sam Cooke leading the wave. Soul and
R& B became a magjor influence on surf, as well as the chart-topping girl groups like The
Angels and The Shangri-Las, only some of whom were white. Black divas like Diana
Ross & the Supremes and Aretha Franklin became 60s crossover stars. In the UK, British
blues became a gradually mainstream phenomenon, returning to the United States in the
form of the British Invasion, agroup of bands led by The Beatles who performed classic-

style R& B, blues and pop with both traditional and modernized aspects.

The British Invasion knocked most other bands off the charts, with only‘a handful of
groups, like The Mamas & the Papas, maintaining apdp. caleer.'SOul music, in two major
highly-evolved forms, remained popular among bl aeks. Funk, usually said to have been
invented by James Brown, incorporategfinfiuences from psychedelia and early heavy
metal, particularly Jimi Hendrix. Hendrixywas himself innovative in el ectric guitar, being
one of thefirst guitarists to tse effects pedal s such as the wah wah pedal. Just as popular
among blacks and4with more crossover appeal, album-oriented soul revolutionized African
American music with mtelligent and philosophical lyrics, often with a socially aware tone.
Marvin Gaye's What's Going On is perhaps the best-remembered of thisfield.

4. The 1970s and 1980s

The 1970s saw one of the greatest decades of black bands concerning melodic music,
unlike a much contemporary rap, with hip hop being the only roots to the melodic music
of blacks of the 70's. Album-oriented soul continued its popularity, while musicians like
Smokey Robinson helped turn it into Quiet Storm music. Funk evolved into two strands,
one a pop and soul fusion pioneered by Sly & the Family Stone, and the other amore
experimental psychedelic and metal fusion led by George Clinton and his P-Funk

ensemble.
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Black musicians achieved generaly little mainstream success, though African Americans
had been instrumental in the invention of disco, and some artists, like Gloria Gaynor and
Kool & the Gang, found crossover audiences. White listeners preferred country rock,

singer-songwriters, stadium rock and, in some subcultures, heavy metal and punk rock.

The dozens, an urban African American tradition of using rhyming slang to put down your
enemies (or friends) developed, through the smart-ass street jive of the early Seventies
into anew form of music. In the South Bronx, the half speaking, half singing the rhythmic
street talk of 'rapping’ grew into the hugely successful cultural force known as Hip hop.
Hip Hop would become a multicultural movement. Jamaican immigrants like DJ Kool
Herc and spoken word poets like Gil Scott-Heron are often cited as the major innovators
in early hip hop. Beginning at block parties in The Bronx, hip hop music arose as one
facet of alarge subculture with rebellious and progressive elements. At Bleek parties, DJs
spun records, most typically funk, while MCs introduced tracksto the dancing audience.
Over time, DJs began isolating and repeating the percussioh breéks, pfoducing a constant,
eminently dance-able beats, which the M Cs begandmprowi sing more complex

introductions and, eventually, lyrics.

In the 1980s, black pop artists included Michiael Jackson (who brought alevel of black
stardom never seen before), hicnehRichie, Whitney Houston, and Prince, who sang atype
of pop dance-soul that'fed into New Jack Swing by the end of the decade. These artists are
the most succéessful of the era. Hip hop spread across the country and diversified. Techno,
Dance, Miamj bass, Chicago Hip House, Los Angeles hardcore and Washington, D.C. Go
Go devel oped during this period, with only Miami bass achieving mainstream success.

But before long, Miami bass was rel egated primarily to the Southeastern US, while
Chicago hip house had made strong headways on college campuses and dance arenas(ie.
the warehouse sound, the rave). The DC go-go sound like Miami bass became essentially
aregional sound that didn't muster much mass appeal. Chicago house sound had expanded
into the Detroit music environment and mutated into more electronic and industrial sounds
creating Detroit techno, acid, jungle. Mating these experimental, usually DJ oriented,
sounds with the prevaence of the multiethnic New Y ork City disco sound from the 1970s
and 1980s created a brand of music that was most appreciated in the huge discothques that
are located in cities like Chicago, New Y ork, Los Angeles, Detroit, Boston, etc.

Eventually, European audiences embraced this kind of electronic dance music with more
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enthusiasm than their North American counterparts. These variable sounds let the listeners
prioritize their exposure to new music and rhythms while enjoying a gigantic dancing

experience.

At the later half of the decade about 1986 rap took off into the mainstream with Run-
D.M.C.'sRaising Hell and Beastie Boys' Licensed To Ill which became the first rap album
to enter No.1 Spot on the Billboard 200. Both of these groups mixed rap and rock together
which appealed to rock and rap audicences. Hip Hop took off from its roots and the golden
age hip hop scene started. Hip Hop became popular in America until the 1990s when it
became worldwide. The golden age scene would die out in the early 1990s when gangsta

rap and g-funk took over.

In 1988, al-black heavy metal band Living Colour achieved mainstream.success with
their debut album Vivid, peaking at #6 on the Billboard 200, thanks toitheit Top 20 single
"Cult of Personality”. The band's music contained lyrics that @ttagk the Eurocentrism and
racism of America. A decade later, more black artistisdike LennyKravitz, Body Count,

Ben Harper, and countless others would start glayifngrock again.
5. The 1990s and 2000s

Hip Hop, Rap, and R&B are the most popular genre of music for African Americansin
this time. Conteraperary Ré& B, as the post-disco version of soul music came to be known
as, remained popular throughout the 1980s and 1990s. Male vocal groups in the style of
soul groups suich as The Temptations and The O'Jays were particularly popular, including
New Edition, Boyz Il Men, which ended up being the highest selling R& B male group of
all time, Jodeci, Blackstreet, and, later, Dru Hill and Jagged Edge. Girl groups, including
TLC, Destiny's Child, and SWV, were also highly successful. Destiny's Child would go on
to be the highest selling female vocal group of al time.

Singer-songwriters such as 2Pac, R. Kelly, Mariah Carey, Montell Jordan, D'Angelo, and
Raphael Saadiq of Tony! Toni! Ton! were also significantly popular during the 1990s, and
artists such as Mary J. Blige, Faith Evans and BLACK street popularized afusion blend
known as hip-hop soul. D'Angelo’'s Marvin Gaye/Stevie Wonder-inspired sound would
lead to the development of neo soul, popularized in the late 19905/early 2000s by artists
such as Lauryn Hill, Erykah Badu, India.Arie, Alicia Keys, and Musiqg. According to one
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music writer, D'Angelo's critically acclaimed album V oodoo (2000) "represents African
American music at acrossroads ... To simply call [it] neo-classical soul...would be [to]
ignore the elements of vaudeville jazz, Memphis horns, ragtime blues, funk and bass
grooves, not to mention hip-hop, that slip out of every pore of these haunted songs."

By the 2000s, R& B had shifted towards an emphasis on solo artists, including Usher,
although groups such as B2K and Destiny's Child continued to have success. Theline
between hip-hop and R& B became significantly blurred by producers such as Timbaland
and Lil Jon, and artists such as Nelly, and Andre 3000, who, with partner Big Boi, helped
popularize Southern hip hop music as OutKast. "Urban music" and "urban radio” are race-
neutral terms which are synonymous with hip hop and R& B and the associated hip hop
culture which originated in New Y ork City. The term also reflects the fact that they are
popular in urban areas, both within black population centers and among tHegeneral

population (especially younger audiences).

The hip hop movement has become increasingly mainstfeam as thefmnusic industry has taken
control of it. Essentialy, "from the moment 'Rapper'sDelight” went platinum, hiphop the
folk culture became hiphop the Americagentertai NMent-i ndustry sideshow." As aresult, the
music that is popularized by the music industry is becoming increasingly different than what
hip hop was meant to be, and g the process makes people wonder who is responsible for
this unappreciated shift. ImFebruary 2004, plans were announced for a Smithsonian
affiliated Musetm of African-American music to be built in Newark, New Jersey.
Groundbreaking'is planned for 2006.

In Section 2 of this course you will cover these topics:
" The Roots Of Latin American Music

" The Blues
" Jazz
" Gospel
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Topic: TheRoots Of Latin American Music
Topic Objective:
At the end of thistopic student would be able to:

Discuss the Characteristics

Discuss the Indigenous music

Discuss the Origins of Latin American Music
Learn the Relationship to dance

Learn the Traditional Music

Definition/Overview:

The topic discusses that Latin American music refers to the music of all Gpuntsiesin Latin
America (and the Caribbean) and comesin many varieties. LatifApericais home to musical
styles such as the simple, rural conjunto music of northerdfwM exicothie sophisticated
habanera of Cuba, the rhythmic sounds of the Pugto Ritaniplena, the symphonies of Heitor
Villa-Lobos, and the simple and moving Affidean flute: Music has played an important part
recently in Latin America’s politics, the nueva.eancin movement being a prime example.
Latin music isvery diverse, with,the oaly truly unifying thread being the use of Latin-derived
languages, predominately the 'Spanish language, the Portuguese language in Brazil, and to a
lesser extent, Lalin-derived creole languages such as those found in Haiti. Although Spain
and Portugal aréyiot part of Latin America, Spanish music and Portuguese music are strongly

cross-influenced with Latin music.
Key Points:
1. Characteristics

There are many diverse styles of Latin music, some of which constitutes Afro-American
musical traditions, meaning that elements of European, African, and indigenous music are
fused. In the past, various authors have suggested extreme positions like Latin American
music being bereft of African influence, or being purely African with no European or
indigenous elements, but it is now generally accepted that Latin American music is

syncretic. Specifically, Spanish song forms, African rhythms, and European and
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African/Afro-American harmonies are major parts of tropical Latin music as are the more

modern genres such as rock, heavy-metal, punk, hip hop, jazz, reggae, and R&B.

The Spanish dcima song form, in which there are ten lines of eight syllables each, was the
basis for many styles of Latin American song. The African influenceis, however, central
to Latin music and is the basis for the Dominican- Merengue, and Dominican Bachata
Cuban rumba, the Puerto Rican Salsa, Bomba, and Plena, the Colombian cumbia, the
Brazilian samba, the Ecuadorian bomba and marimba music, the candombe and murga
rhythms from the River Plate, or Afro-Peruvian rhythms such as Festejo, Land, Panalivio,
Socabn, Son de los Diablos, or Toro Mata. In Per there are regions where African musica
influence meet and mingled withat that of the Gypsy (Roma People). Examples of this
mixture are found al over the central and northern coast of Per in rhythms such as that of
the Zamacueca or Marinera and the Resbalosa. In the most rare of musi cal'mestizages the
African and Gypsy (Roma People) influence met the Andean, farexample the Tondero, the

Cumanana, and the Peruvian Vals from the northern coast.

Other African musical elements are most prevalernit i the religious music of the

multifarious syncretic traditions, like Bggziljan candombl and Cuban santera.

Syncopation, amusical techpiquesnwhith weak beats are accented instead of strong ones,
isamajor characteristi®of L atirimusic. The African emphasis on rhythm is also important
in Latin musig, and isexpressed through the primacy given to percussion instruments. The
call-and-response'song style which is common in Africa, is also found in Latin American;
in this style of song, two or more el ements respond to each other, musically or lyrically,
one at atime. Author Bruno Nettl also cites as essentially African characteristics of Latin
music the central position of instrumental music, the importance of improvisation and the
"tendency to use a variety of tone colors... especialy harsh, throaty singing”.

Those African musical techniques that were similar to European techniques were kept in
Latin America, while the more dissimilar elements abandoned; in addition, the most
specialized aspects of African music, such as polyrhythms, remain a part of Latin music,
while the less central aspects of African music, like scale and form, have been replaced by
European features. Some elements of African music, most commonly the emphasis on
rhythm, have been suggested as having abiologica basis, though thisis no longer
generaly accepted among scholars and has been refuted by severa studies. Bruno Nettl
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instead suggests that African techniques were retained because music played a central role
in daily life and because African music was "in several ways more complex and more

highly developed in Africathan in the Indian and Western folk cultures’.

2. Indigenous music

Very little can be known for sure about music in what isnow Latin America prior to the
arrival of Europeans. Though there are extremely isolated people in the Amazon Basin and
elsewhere that have had little contact with Europeans or Africans, Latin music is almost
entirely a synthesis of European, African and indigenous elements. The advanced
civilizations of the pre-contact eraincluded the Mayan, Aztec and Incan empires.

The ancient Meso-American civilizations of the Maya and Aztec peoples played
instruments including the tlapitzali (aflute), teponatzli, alog drum, the conclshell
trumpet, various rattles and rasps and the huehuetl, a kettle drurfi. The eagliest written
accounts by Spanish colonizers indicate that Aztec music was entirely religious in nature,
and was performed by professional musicians; sapie instruments were considered holy, and

thus mistakes made by performers were puni shied asibeing possibly offensive to the gods.

Pictoria representations indicat&that enserible performance was common. Similar
instruments were al so found amang the Incas of South America, who played in addition a
wide variety of o¢arigas and panpipes. The tuning of panpipes found in Per has similarities
to instruments played in the Pacific islands, |eading some scholars to believe in contact

between South*American and the Oceanic cultures.

Indigenous Music in the andean countries of Ecuador, Per and Boliviatends to have the
prominent use of flutelike and wind instruments usually made from wood and canes as
well as animal bones and wings. The rhythm is usually kept with drums made out of wood
and animal skins with simple rhythmic patterns of varying tempos. Thisis usually
accompanied with rattlelike sounding instruments made out of animal claws, smalls stones
or seeds. String instruments of European and Mediterranean origin have influenced local
adaptations such as the Bolivian charango or the Ecuadorian mandolina. Genres in andean
music are many within each country depending on region and Indian community and
ethnicity within them. In Ecuador for instance, there are sanjuanitos and capishkas. In Per
there is Huaynos and in Boliviathere are Tinkus, chuntuquis and morenadas.
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3. Origins

The arrival of the Spanish and their music heralded the beginning of Latin American
music. At the time, parts of Spain were controlled by the Moors of North Africa, who
tolerated many ethnic groups. These people, like the Roma, Jews and Spanish Christians,
each had their own styles of music, as did the Moors, that contributed to the early
evolution of Latin music. Many Moorish instruments were adopted in Spain, for example,
and the North African nasal, high-pitched singing style and frequent use of improvisation
also spread to the all the peoples of Iberia, as did the Romavocal trill that characterizes
Roma music. From continental Europe, Spain adopted the French troubadour tradition,
which by the 16th century was amajor part of Spanish culture. Both ethnic Spaniards and
Moors contributed to the troubadour tradition, which spawned the dcima song form, which
features ten lines of eight syllables each. The dcimaformat remains an iffipartant part of

Latin music, include in corridos, bolero, and vallenato.

Some modern peoples of Latin America are essentiallyfpurely AfriCan, such asthe
Garifuna of Central America, and their music séffectstheir 1solation from European
influence. However, in genera, the Afri¢an slaves brbught to the Americas modified their
musical traditions by either adapting African{erformance style with European songs or
vice versa, or simply learning,bath*European song and performance style. Some musical
genres of northern-andnextheastern Africa, and the Islands off East Africa, share both
traditional Affieariand™iddle Eastern features. The music and dance forms of the African
diaspora, inchuding many Caribbean and Latin American music genres like rumba and
salsa, aswell as African American music, were founded to varying degrees on musical

traditions from Africa, taken there by African saves.
4. Relationship to dance

The treatment of "music" and "dance" as separate art forms is a European idea. In many
African languages there is no concept corresponding exactly to these terms. For example,
in many Bantu languages, there is one concept that might be translated as "song" and
another that covers both the semantic fields of the European concepts of "music" and
"dance". So there is one word for both music and dance (the exact meaning of the

concepts may differ from culture to culture).
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For example, in Kiswahili, the word "ngoma' may be trandated as "drum", "dance",
"dance event", "dance celebration” or "music”, depending on the context. Each of these
tranglations is incomplete. Therefore, from an intracultural point of view, African music
and African dance must be viewed in very close connection. The classification of the
phenomena of this area of cultureinto "music" and "dance" is foreign to many African

cultures.
5. Traditional music

A lot of African traditional music is or was performed by professional musicians. Some of
it belongs to court music or sacral music traditions, therefore the term "folk” music is not
always appropriate. Nevertheless, both the terms "folk music” and "traditional music" can

be found in the literature.

Sub-Saharan African folk music and traditional music is mostdy functional in nature.
There are, for example, many different kinds of work songs, cetemehial or religious music
and courtly music performed at royal courts, butnoneef these are performed outside of

their intended social context.

Music is highly functional in Afftican ethni€ life, accompanying childbirth, marriage,
hunting, and even political activities

6. Popular muse

African popular music, like African traditional music, isvast and varied. Most
contemporary genres of African popular music build on cross-pollination with western
popular music. Many genres of popular music like blues, jazz, salsa and rumba deriveto
varying degrees on musical traditions from Africa, taken to the Americas by African
slaves. These rhythms and sounds have subsequently been adapted by newer genreslike
rock, rhythm and blues. Likewise, African popular music has adopted elements,

particularly the musical instruments and recording studio techniques of western music.
7. Influencein American music

African music has been amajor factor in the shaping of what we know today as blues and

jazz. These styles have al borrowed from African rhythms and sounds, brought over the
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Atlantic Ocean by slaves. Paul Simon, on his album "Graceland" has used African bands
and music, especialy Ladysmith Black Mombazo along with his own lyrics. Asthe rise of
rock'n'roll music is often credited as having begun with 1940s blues music, and with so
many genres having branched off from rock - the myriad subgenres of heavy metal, punk
rock, pop music and many more - it can be argued that African music has been at the root

of avery significant portion of al contemporary music.

Topic: TheBlues

Topic Objective:
At the end of thistopic student would be able to:

Discuss the Blues Music Style
Discussits Origins

Discuss the Prewar Blues

Learn about the Early post-war era
Learn the Musical impact

Definition/Overview:

The topic discusses the Bluesis agnusiC genre based on the use of the blues chord
progressions and thé biwe hotes. Though several blues forms exist, the 12-bar blues chord
progressionsiare themost frequently encountered. Blue notes are sung or played at aslightly
lower pitch than that of the major scale for expressive purposes. Blues emerged at the end of
the 19th century as an accessible form of self-expression in African-American communities
of the United States from spirituals, work songs, field hollers, shouts and chants, and rhymed
simple narrative ballads. The use of blue notes and the prominence of call-and-response
patterns in the music and lyrics are indicative of African influences. The bluesinfluenced
later American and Western popular music, as the blues form became a basic pattern of jazz,
rhythm and blues, bluegrass and rock and roll. In the 1960s and 1970s, blues evolved into a
hybrid form called blues rock. In the 1990s, punk blues appeared as an outgrowth of the blues
rock and punk movements.

Theterm "the blues’ refersto the "the blue devils®, meaning melancholy and sadness; an

early use of the term in this sense is found in George Colman's one-act farce Blue Devils
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(1798). Though the use of the phrase in African American music may be older, it has been
attested to since 1912, when Hart Wand's "Dallas Blues" became the first copyrighted Blues

composition. In lyrics the phrase is often used to describe a depressed mood.
Key Points:
1. Musical style

During the first decades of the Twentieth Century, blues music was not clearly defined in
terms of a chord progression. There were many bluesin 8-bar form, such as"How Long
Blues', "Troublein Mind", and Big Bill Broonzy's "Key to the Highway". Idiosyncratic
numbers of bars are also encountered occasionally, as with the 9-bar progression in
"Sitting on Top of the World". The basic twelve-bar lyric framework of a blues
composition is reflected by a standard harmonic progression of twelve bars 1f4/4 or
(rarely) 2/4 time. Slow blues are often played in 12/8 (4 beatsqger meastre with 3
subdivisions per beat). In this example, C isthe tonic chord, F the sdbdominant. Much of
the time, some or al of these chords are played.iptheharrmaonic seventh (7th) form.
Frequently, the last chord is the dominani=(V/ ) tarnarednd, marking the transition to the

beginning of the next progression.dn thigexample, G is the turnaround.

The use of the harmonic seventhiinterval is characteristic of blues and is popularly called
the "blues seven'\.’/At a 74 ratio, it is not close to any interval on the conventional
Western diatonie Scale . Through convenience or necessity it is often approximated by a

minor seventhinterval or a dominant seventh chord.
Audio File ISBN 0131930737\PentMinor.mid

The lyrics generally end on the last beat of the tenth bar or the first beat of the eleventh
bar, and the final two bars are given to the instrumentalist as a break; the harmony of this
two-bar break, the turnaround, can be extremely complex, sometimes consisting of single
notes that defy analysisin terms of chords. The final beat, however, isamost aways
strongly grounded in the dominant seventh (V7), to provide tension for the next verse. In
melody, bluesis distinguished by the use of the flattened third, fifth and seventh of the
associated major scale. These specialized notes are called the blue or bent notes. These

scale tones may replace the natural scale tones, or they may be added to the scale, asin the
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case of the minor pentatonic blues scale, in which the flattened third replaces the natural
third, the flattened seventh replaces the natural seventh and the flattened fifth is added
between the natural fourth and natural fifth. While the twelve-bar harmonic progression
had been intermittently used for centuries, the revolutionary aspect of blues was the
frequent use of the flattened third, flattened seventh, and even flattened fifth in the

mel ody, together with crushingplaying directly adjacent notes at the sametime (i.e.,
diminished second)and dliding, similar to using grace notes. The blue notes allow for key
moments of expression during the cadences, melodies, and embellishments of the blues.
Where the three line verses end, for example, there is afalling cadence that approaches
just shy of the tonic, combining the falling of a speaking voice with the shape of the blues
scalein aunique, expressive way. Thismelodic fall, placed at the turnaround, is employed
most clearly in the modern Chicago blues sound. A similar sound, melisma, @ccursin
gospel and R& B, but not to the same effect.

Whereas a classical musician will generaly play a grace n@te distinctly, a blues singer or
harmonica player will glissando, "crushing" the tw@ notes,and then releasing the grace
note. In blues chord progressions, the tonic, stibdaminart and dominant chords are often
played as harmonic seventh chords. (NB: Whiletie harmonic seventh may be voiced
easily on equally tempered instruments Liké the guitar, it is approximated by means of a
minor seventh, which is aithire,of a'semitone higher.) Bluesis occasionally played in a
minor key, such as'q the style of Paul Butterfield. The scale differslittle from the
traditionalyminor, 'except for the occasional use of aflatted fifth in the tonic, often sung or
played by the'Singer or lead instrument with the perfect fifth in the harmony. Janis Joplin's
rendition of "Ball and Chain", accompanied by Big Brother and the Holding Company,
provides an example of this technique. Minor-key bluesis often structured in sixteen bars
rather than twelve, in the style of gospel music, asin "St. James Infirmary Blues' and
Trixie Smith's "My Man Rocks Me".

Blues shuffles reinforce the trance-like rhythm and call-and-response, and they form a
repetitive effect called a groove. The ssimplest shuffles, used in many postwar electric
blues, rock and roll, or early bebops, were athree-note riff on the bass strings of the guitar.
When this riff was played over the bass and the drums, the groove "fedl" is created. The
walking bass is another device that helpsto create agroove. The last bar of the chord

progression is usually accompanied by aturnaround.
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Shuffle rhythm is often vocalized as "dow, da dow, da dow, da" or "dump, da dump, da
dump, da’: it consists of uneven, or "swung," eighth notes. On a guitar this may be played
asasimple steady bass or it may add to that stepwise quarter note motion from the fifth to
the sixth of the chord and back. An exampleis provided by the following guitar tablature

for the first four bars of a blues progression in E:

E7 A7 E7 E7
E freeeereeeeeeeeeeee e e e |
Y — — — |
e e — — e — |
) — 2 R X Y ——— [ |
A [2--2-4--2-5--2-8--2-|0--0-0--0-0--0-0--2- [2--2-4--2-5- 2l 2-|0=- 2L 2-5--2-4-2-
E [0--0-0--0-0--0-0--2- [-----==-=-=<-=x===-[0=-0-0--0-0--0-0--2-|0--0-0--0-0--0-0--2- |

[Figure 1: first four bars of ablues progression in E]

Bluesin jazz is much different from blues in other types of musie. Jazzblues normally
stays on the V' chord through bars 9 and 10, emphasizing the deriinant-tonic resolution
over the subdominant-tonic structure of traditionaldluessI hisfinal V-l cadence lends
itself to many variations, the most basic of which.is thedi-V-I progression in bars 9, 10
and 11. From that point, both the domiRapt'appreéach (ii-V) and the resolution (1) can be
altered and "substituted” in a vékiety of ways, even including abandonment of the | chord
atogether (bars 912: ii | V| ity | 1T, V |). In this case, bars 11 and 12 function as an

extended turnarolneito.thenext chorus
2. Lyrics

Thetraditional blues verse was probably a single line, repeated four times. It was only
later that the current, most common structure of aline, repeated once and then followed by
asingle line conclusion, became standard. Two of the first published blues songs,
however, Dallas Blues (1912) and St. Louis Blues (1914), each featured lines repeated
twice, followed by an "answer" line, played over 12 bars of music. W.C. Handy wrote that
he adopted this convention to avoid the monotony of lines repeated three times. These
lines were often sung following a pattern closer to arhythmic talk than to a melody. Early
blues frequently took the form of aloose narrative. The singer voiced his or her "personal
woes in aworld of harsh reality: alost love, the cruelty of police officers, oppression at
the hands of white folk, [and] hard times.” Typical authority figures often include train

conductor, judge, landlord/lady, captain (boss), and chief of police.
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Author Ed Morales has claimed that Y oruba mythology played a part in early blues, citing
Robert Johnson's "Cross Road Blues' as a "thinly veiled reference to Eleggua, the orisha
in charge of the crossroads'. However, many seminal blues artists such as Charley Patton,
or Skip James had in their repertoire severa religious songs or spirituals. Reverend Gary
Davis and Blind Willie Johnson are examples of artists often categorized as blues

musicians for their music but whose lyrics clearly belong to the spirituals.

Hokum blues celebrated both comedic lyrical content and a boisterous, farcical
performance style. Tampa Red's classic "Tight Like That" is asly wordplay with the
double meaning of being "tight" with someone coupled with a more salacious physical
familiarity. Lyrical content of music became dlightly simpler in post war-blues in which
focus was often almost exclusively on singer's relationship woes or sexual worries. Many
lyrical themes that frequently appeared in pre-war blues such as economi€-depression,
farming, devils, gambling, magic, floods and dry periods were Less coramon, post war

blues
3. Origins

Thefirst publication of blues sheeymusi€was Hart Wand's "Dallas Blues' in 1912; W. C.
Handy's "Memphis Blues' follawed.in the same year. Thefirst recording by an African
American singer was Maniie Smith's 1920 rendition of Perry Bradford's "Crazy Blues'.
But the origins of thesblues date back to some decades earlier, probably during the late
19th century, They are very poorly documented, due in part to discrimation within
American society, including academic circles. A testimony of blues music as it was before
the 1920s is given by the recordings of artists such as Lead Belly or Henry Thomas. They
show many different structures distinct of the twelve-, eight-, or sixteen-bar structure
based on tonic (1), subdominant (IV) and dominant chords (V), which became later the
most common forms. What is now recognizable as the standard 12-bar bluesformis
documented from oral history and sheet music appearing in African American
communities throughout the region along the lower Mississippi River, in Memphis,
Tennessee's Bedle Street, and by white bandsin New Orleans.

The social and economic reasons for the appearance of the blues are not fully known. The
first appearance of the bluesis not well defined and is often dated after the Emancipation
Act in 1863, between 1870 and 1900, a period that coincides with Emancipation and, later,
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the development of juke joints as places where Blacks went listening to music, dancing
and often gambling after a hard day's work, . This period corresponds to the transition
from sdavery to sharecropping, small-scale agricultura production and the expansion of
railroads in the southern United States. Several scholars characterize the early 1900s
development of blues music as a move from group performances to a more individualized
style. They argue that the development of the bluesis associated with the newly acquired
freedom of the enslaved people. According to Lawrence Levine, "there was a direct
relationship between the national ideological emphasis upon the individual, the popularity
of Booker T. Washington's teachings, and the rise of the blues." Levine states that
"psychologically, socialy, and economically, African-Americans were being acculturated
in away that would have been impossible during slavery, and it is hardly surprising that
their secular music reflected this as much as their religious music did.”

There are few characteristics common to all blues music, because the genreitook its shape
from the idiosyncrasies of individual performances. However, thiere are some
characteristics that were present long before the creatiornef the modern blues. An early
form of blues-like music were call-and-respofise shouts/which were a "functional
expression... style without accompani mentopharfiony and unbounded by the formality of
any particular musical structuréx! A form of this pre-blues was heard in slave ring shouts
and field hollers, expanded irte ' sirfiple solo songs laden with emotional content”.

Blues has evalved fror'an unaccompanied vocal music and oral traditions of African-
American dla/es (Imported from West Africa; principally present day Mali, Senegdl, the
Gambia and Ghana) and rural blacksinto awide variety of styles and subgenres, with
regional variations across the United States. Though blues, asit is now known, can be
seen asamusical style based on both European harmonic structure and the African call-
and-response tradition, transformed into an interplay of voice and guitar, the blues form
itself bears no resemblance to the melodic styles of the West African griots, and the
influences are faint and tenuous. In particular, no specific African musical form can be
identified as the single direct ancestor of the blues. However many blues elements, such as
the call-and-response format and the use of blue notes, can be traced back to the music of
Africa. The Diddley bow, a homemade one-stringed instrument found in parts of the
American South in the early twentieth century, and the banjo are African-derived

instruments that may have helped in the transfer of African performance techniquesinto
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the early bluesinstrumental vocabulary. The banjo seems to be directly imported from the
western African music. It is analogous to the musical instrument that griots played and
which was called halam or konting by African peoples such as the Wolof, Fula and
Madinka. However in the 1920s, at the time country blues began to get recorded, the use
of the banjo in blues music was quite marginal and limited to individuals such as Papa

Charlie Jackson and later Gus Cannon.

Blues music aso adopted elements from the "Ethiopian airs", minstrel shows and Negro
spirituals, including instrumental and harmonic accompaniment. The style also was
closely related to ragtime, which developed at about the same time, though the blues better
preserved "the original melodic patterns of African music”.

The musical forms and styles that are now considered the "blues” as well.as modern
"country music" arose in the same regions during the nineteenth centuky irthe Southern
United States. Recorded blues and country can be found fromias far back as the 1920s,
when the popular record industry devel oped and creat®d marketing categories called "race
music" and "hillbilly music" to sell music by blfacksTor blacks and by whites for whites,
respectively. At the time, there was noglear musi ca division between "blues’ and
"country," except for the ethnicity of the performer, and even that was sometimes
documented incorrectly by record ‘e@mpanies. Though musicol ogists can now attempt to
define the blues nagrowiy,ih terms of certain chord structures and lyric strategies thought
to have originated.in West Africa, audiences originally heard the music in afar more
genera way Nt was simply the music of the rural south, notably the Mississippi Delta.
Black and white musicians shared the same repertoire and thought of themselves as
songsters rather than blues musicians. The notion of blues as a separate genre arose during
the black migration from the countryside to urban areas in the 1920s and the simultaneous
development of the recording industry. Blues became a code word for arecord designed to
sell to black listeners.

The origins of the blues are closely related to the religious music of the Afro-American
community, the spirituals. The origins of the religious music of the Afro-Americans are
much older than the blues and are usually dated to the mid of the 18th century. When the
blues appeared, before blues gained its formal definition in terms of chord progressions,
the blues was defined as the secular counter part of the spirituals. It was the low-down
music played by the rural Blacks. Depending on the religious community a musician
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belonged to, it was more or less considered as a sin to play this low-down music: blues
was the devil's music. Musicians were therefore segregated into two categories. gospel
and blues singers, guitar preachers and songsters. However, at the time rural Black music
began to get recorded in the 1920s, both categories of musicians used very similar
techniques: call-and-response patterns, blue notes, slide guitars. Studies have situated the
origin of black spiritualsin slaves exposure to southern white hymns related to shape note
music, the hymns of Isaac Watts carried by 19th-century revivalist preachers and later
Scots-Irish musical influence. African-American economist and historian Thomas Sowell
also notes that the southern black ex-slave population was acculturated to a considerable
degree by and among their Scots-Irish neighbors. However, the findings of Kubik and
others also clearly attest to the essential African of many essential aspects of blues

expression.
4. Prewar Blues

The American sheet music publishing industry produegd,a great'@€al of ragtime music. By
1912, the sheet music industry published threggopular blues-like compositions,
precipitating the Tin Pan Alley adoptioR®f blues elements; "Baby Seals Blues' by "Baby"
F. Seals (arranged by Artie Matthews), "Dalles Blues' by Hart Wand and "The Memphis
Blues' by W. C. Handy.

Handy was a formal lyatfiained musician, composer and arranger who helped to popularize
the blues byatransefibing and orchestrating blues in an amost symphonic style, with bands
and singers. He became a popular and prolific composer, and billed himself as the " Father
of the Blues"; however, his compositions can be described as afusion of blues with
ragtime and jazz, a merger facilitated using the Cuban habanera rhythm that had long been
apart of ragtime; Handy's signature work was the "St. Louis Blues'.

In the 1920s, the blues became a major element of African American and American
popular music, reaching white audiences via Handy's arrangements and the classic female
blues performers. The blues evolved from informal performancesin bars to entertainment
in theaters. Blues performances were organized by the Theater Owners Bookers
Assaociation in nightclubs such as the Cotton Club and juke joints such as the bars along
Beale Street in Memphis. This evolution led to a notable diversification of the styles and to

aclearer division between blues and jazz. Several record companies, such as the American
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Record Corporation, Okeh Records, and Paramount Records, began to record African

American music.

Asthe recording industry grew, country blues performers like Bo Carter, Blind Lemon
Jefferson, Lonnie Johnson, Tampa Red and Blind Blake became more popular in the
African American community. Kentucky-born Sylvester Weaver wasin 1923 thefirst to
record the dlide guitar style, in which aguitar is fretted with a knife blade or the sawed-off
neck of abottle. The slide guitar became an important part of the Delta blues. The first
blues recordings from the 1920s are categorized as a traditional, rural country blues and a

more polished ‘city’ or urban blues.

Country blues performers often improvised, either without accompaniment or with only a
banjo or guitar. Regional styles of country blues varied widely in the early, 20th century.
The (Mississippi) Delta blues was a rootsy sparse style with passionatéyvocals
accompanied by dlide guitar. The little-recorded Robert Johnsan cembined elements of
urban and rural blues. In addition to Robert Johnson,ififluential pefformers of this style
included his predecessors Charley Patton and S0r Heuse) Singers such as Blind Willie
McTell and Blind Boy Fuller performegdin the southeastern "delicate and lyrical" Piedmont
blues tradition, which used an elabarate ragtirhe-based fingerpicking guitar technique.
Georgia aso had an early glitle tradition with George Carter, Curley Weaver, Tampa Red,

"Barbecue Bob" Hicksanhd James "Kokomao" Arnold as representatives of this style.

The lively Memphis blues style, which developed in the 1920s and 1930s near Memphis,
Tennessee, was influenced by jug bands such as the Memphis Jug Band or the Gus
Cannon's Jug Stompers. Performers such as Frank Stokes, Blind Old Tom Anderson,
Sleepy John Estes, Robert Wilkins, Big Boy Brazier, Joe McCoy and Memphis Minnie
used avariety of unusual instruments such as washboard, fiddle, kazoo or mandolin.
Memphis Minnie was famous for her virtuoso guitar style. Pianist Memphis Slim began his
career in Memphis, but his distinct style was smoother and had some swing el ements.
Many blues musicians based in Memphis moved to Chicago in the late 1930s or early
1940s and became part of the urban blues movement, which blended country music and

electric blues.
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5. Early post-war era

After World War Il and in the 1950s, new styles of electric blues music became popular in
cities such as Chicago, Detroit and St. Louis. Electric blues used amplified el ectric guitars,
electric bass, drums, and harmonica played through a microphone and a PA system or a
guitar amplifier. Chicago became a center for electric bluesin the early 1950s. Chicago
bluesisinfluenced to alarge extent by the Mississippi blues style, because many
performers had migrated from the Mississippi region. Howlin' Wolf, Muddy Waters,
Willie Dixon, and Jimmy Reed were all born in Mississippi and moved to Chicago during
the Great Migration. Their style is characterized by the use of electric guitar, sometimes
slide guitar, harmonica, and arhythm section of bass and drums. J. T. Brown who played
in EImore James's bands, or J. B. Lenoir's also used saxophones, but these were used more
as "backing" or rhythmic support than as solo instruments. Little Walter @nd, Sonny Boy
Williamson (Rice Miller) are well known harmonica (called "harp™ by blues musicians)
players of the early Chicago blues scene. Other harp playefs suel as Btg Walter Horton
were dso influential. Muddy Waters and Elmore Jaimes were known for their innovative
use of slide electric guitar. B. B. King and FréddieKing(no relation), who did not use
dlide guitar, were influential guitarists of theEleetfic blues style, even though they weren't
from Chicago. Howlin' Wolf afd Muddy Waters were known for their deep, "gravelly”

voices.

Bassist and composer Willie Dixon played a major role on the Chicago blues scene. He
composed angwrote many standard blues songs of the period, such as"Hoochie Coochie
Man", "I Just Want to Make Loveto You" (both penned for Muddy Waters) and, "Wang
Dang Doodle" and "Back Door Man" for Howlin' Wolf. Most artists of the Chicago blues
style recorded for the Chicago-based Chess Records label. Other prominent blues labels of
this eraincluded J.O.B. Records and V ee-Jay Records.

6. 1960s and 1970s

By the beginning of the 1960s, genres influenced by African American music such as rock
and roll and soul were part of mainstream popular music. White performers had brought
African-American music to new audiences, both within the US and abroad. In the UK,
bands emulated US blues legends, and UK blues-rock-based bands had an influential role
throughout the 1960s.
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Blues performers such as John Lee Hooker and Muddy Waters continued to perform to
enthusiastic audiences, inspiring new artists steeped in traditional blues, such as New

Y ork-born Taj Mahal. John Lee Hooker blended his blues style with rock elements and
playing with younger white musicians, creating a musical style that can be heard on the
1971 abum Endless Boogie. B. B. King's virtuoso guitar technique earned him the
eponymoustitle "king of the blues". In contrast to the Chicago style, King's band used
strong brass support from a saxophone, trumpet, and trombone, instead of using slide
guitar or harp. Tennessee-born Bobby "Blue" Bland, like B. B. King, also straddled the
blues and R& B genres. During this period, Freddie King and Albert King often played
with rock and soul musicians (Eric Clapton, Booker T & the MGs)and had a mgjor

influence on those styles of music.
7. Musical impact

Blues musical styles, forms (12-bar blues), melodies, and the'bluses scal e'have influenced
many other genres of music, such asrock and roll, jazzy,and popular music. Prominent
jazz, folk or rock performers, such as Louis Armstreng, Puke Ellington, Miles Davis, Bob
Dylan and the White Stripes have perferimed signifii:ant blues recordings. The blues scale
Is often used in popular songs like'Harold\Asfen's "Blues in the Night", blues ballads like
"Sincel Fell for You" and “Rlease"Send Me Someone to Love", and even in orchestral
works such as Gearge'Gershwin's "Rhapsody in Blue" and "Concerto in F*. Gershwin's
second "Preltigle" for selo piano is an interesting example of aclassical blues, maintaining

the form with,academic strictness.

The blues scale is ubiquitous in modern popular music and informs many modal frames,
especialy the ladder of thirdsused in rock music (e.g., in "A Hard Day's Night"). Blues
forms are used in the theme to the televised Batman, teen idol Fabian's hit, "Turn Me
Loose", country music star Jimmie Rodgers music, and guitarist/vocalist Tracy

Chapman's hit "Give Me One Reason".

R& B music can be traced back to spirituals and blues. Musicaly, spirituals were a
descendant of New England choral traditions, and in particular of 1saac Watts's hymns,
mixed with African rhythms and call-and-response forms. Spirituals or religious chantsin

the African-American community are much better documented than the "low-down"
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blues. Spiritual singing developed because African-American communities could gather

for mass or worship gatherings, which were called camp meetings.

Early country bluesmen such as Skip James, Charley Patton, Georgia Tom Dorsey played
country and urban blues and had influences from spiritual singing. Dorsey helped to

popul arize Gospel music. Gospel music developed in the 1930s, with the Golden Gate
Quartet. In the 1950s, soul music by Sam Cooke, Ray Charles and James Brown used
gospel and blues music elements. In the 1960s and 1970s, gospel and blues were these
merged in soul blues music. Funk music of the 1970s was influenced by soul; funk can be

seen as an antecedent of hip-hop and contemporary R& B.

8. In popular culture

Like jazz, rock and roll, heavy metal music, hip hop music, reggae, ceuntry music, and
pop music, blues has been accused of being the "devil's musig*and of inciting violence
and other poor behavior. In the early 20th century, the blues was corisidered disreputable,
especially as white audiences began listening to.the blues @uring the 1920s. In the early
twentieth century, W.C. Handy was the first topoputerize blues-influenced music among

non-black Americans.

During the blues revival of thex1 960s and '70s, acoustic blues artist Taj Mahal and
legendary Texas lluesmarilightnin' Hopkins wrote and performed music that figured
prominenthy in the popularly and critically acclaimed film Sounder (1972). The film earned
Mahal a Gramimy nomination for Best Original Score Written for aMotion Picture and a
BAFTA nomination. Almost 30 years later, Mahal wrote blues for, and performed a banjo
composition, claw-hammer style, in the 2001 movie release " Songcatcher," which focused

on the story of the preservation of the roots music of Appalachia.

In 2003, Martin Scorsese made significant efforts to promote the bluesto alarger audience.
He asked several famous directors such as Clint Eastwood and Wim Wenders to participate
in aseries of documentary films for PBS called The Blues. He aso participated in the
rendition of compilations of major blues artists in a series of high-quality CDs. Grammy-
winning blues guitarist and vocalist Keb' Mo' performed his blues rendition of "America,
the Beautiful" in 2006 to close out the final season of the television series "The West

wing."
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Topic: Jazz

Topic Objective:
At the end of thistopic student would be able to:

Discuss the Birth of Jazz
Discussits Expansion
Understand the concepts of Todays Jazz Music

Learn the origin and History of Jazz
Definition/Over view:

The topic discusses that the style of music known asjazz is largely based on improvisation. It
has evolved while balancing traditional forces with the pursuit of new ideas@nd approaches.
Today jazz continues to expand at an exciting rate while following.e similar path. Here you
will find resources that shed light on the basics of one of the gredlest musical devel opments

in modern history.

Born in America, jazz can be seen as a refféction of thé cultural diversity and individualism
of this country. At its core are openness to all,iafluences, and personal expression through
improvisation. Throughout its Ristarynezz has straddled the worlds of popular music and art
music, and it has expanded t'a point where its styles are so varied that one may sound
completely unrelated to another. First performed in bars, jazz can now be heard in clubs,

concert halls, universities, and large festivals all over the world.

Jazz isaprimarily American musical art form which originated at the beginning of the 20th
century in African American communities in the Southern United States from a confluence of
African and European music traditions. The style's West African pedigree is evident in its use
of blue notes, improvisation, polyrhythms, syncopation, and the swung note. From its early
development until the present, jazz has aso incorporated music from 19th and 20th century
American popular music. The word jazz began as a West Coast slang term of uncertain
derivation and was first used to refer to music in Chicago in about 1915; for the origin and
history, see Jazz (word). Jazz has, from its early 20th century inception, spawned avariety of
subgenres, from New Orleans Dixieland dating from the early 1910s, big band-style swing
from the 1930s and 1940s, bebop from the mid-1940s, a variety of Latin jazz fusions such as
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Afro-Cuban and Brazilian jazz from the 1950s and 1960s, jazz-rock fusion from the 1970s
and late 1980s developments such as acid jazz, which blended jazz influences into funk and
hip-hop. As the music has spread around the world it has drawn on local national and
regional musical cultures, its aesthetics being adapted to its varied environments and giving

rise to many distinctive styles.

Key Points:

1. TheBirth of Jazz

New Orleans, Louisiana around the turn of the 20th century was a melting pot of cultures.
A magjor port city, people from all over the world came together there, and as a result,
musi cians were exposed to avariety of music. European classical music, Ametican blues,
and South American songs and rhythms came together to form what becarie known as
jazz. The origin of the word jazz is widely disputed, although i#is thought to have

originally been a sexual term.

2. Louis Armstrong

One thing that makes jazz so unigueiis thaljitsTocus on improvisation. Louis Armstrong, a
trumpet player from New @rieans, 1s.considered the father of modern jazz improvisation.
His trumpet solos were'rieladic and playful, and filled with energy that could only result
from being coifipoSed on'the spot. A leader of several groups in the 1920s and 30s,
Armstrong inspired countless others to make the music their own by devel oping a personal

style of improvisation.

3. Expansion

Thanks to early records, the music of Armstrong and othersin New Orleans could reach a
broad radio audience. The musics popularity began to increase as did its sophistication, and
major cultural centers around the country began to feature jazz bands. Chicago, Kansas City,
and New Y ork had the most thriving music scenes in the 1940s, where dance halls were filled
with fans that came to see large jazz ensembles. This period is known as the Swing Era,
referring to the lilting swing rhythms employed by these Big Bands.
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4. Bebop

Big Bands gave musicians the opportunity to experiment with different approaches to
improvisation. While members of a Big Band, saxophonist Charlie Parker and trumpeter
Dizzy Gillespie began to develop a highly virtuosic and harmonically advanced style known
as "Bebop," an onomatopoeic reference to the rhythmic punches heard in the music. Parker
and Gillespie performed their music in small ensembles all over the country, and musicians
flocked to hear the new direction jazz was taking. The intellectual approach and technical

facility of these pioneers of Bebop has set the standard for todays jazz musicians.

5. Jazz Today

Jazz isahighly developed art form that continues to evolve and expand in ngmerous
directions. The music of each decade sounds fresh and distinct fromthe musie.that
preceded it. Since the days of bebop, the jazz scene has inclydéd avant-garde music, Latin
jazz, jazz/rock fusion, and countless other styles. Jazz today isso diverse and broad that
there is something unique and interesting about.eterysartists style. Many people think that
there is something magical about jazz i mprovisail dr=Nothing could be further from the
truth. Anyone can learn to improvise. THe most important factors are determination,
dedication, and discipline.<Jazz playerspractice scales, chords, patterns, and melodies in
every key, with or without a lIve rhythm section. They develop their skills by trying out
ideas, using triallandwerror over aperiod of time.

Learning to hear chord progressions and to pre-hear melodies are very important skills for
an improviser. Listen to as many live jazz performances and recordings as you can. The
more you sing and play along with the masters on recordings, the more authentic your
improvised solos will sound. A good way to start coordinating your ear with your fingers
isto play simple nursery songs or other melodies totally by ear, starting on a different

pitch and playing in anew key as soon as you get the song right one time.

Mastery of scales and chords/arpeggios are of paramount importance in devel oping
technical facility in jazz improvisation. Additionally, all jazz musicians have mastered
basic chord progressions, most importantly the blues and theii-V7-1 progression. Jazz
tunes often change keys in avery short period of time, and severa times within agiven
chord sequence; therefore, it helps to know how chords function and relate to each other
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within a given key. Since improvisation is "composition on the fly," writing out solos and
short motifs often hel ps students devel op a sense of melody, which can carry over into

their improvisation.

In order to learn to improvise, you must take aleap and just do it, as often as possible,
without dwelling on "mistakes." Start out very ssimply, and progress to more difficult
situations. Try making up melodies over amodal chord progression, (chords that last for
several bars before changing). Then, progress to simple 12-bar blues progressions. Do
thiswith alive or recorded accompaniment. Jamey Abersold play-along volumes 1, 2,
and 24 are good for this, and the booklets that come with the play-alongs clearly lay out
the established scales that go with all types of chords. Scale/chord relationships and many
suggestions for what to think about as you improvise can be found in these and other

volumes.

Following is a basic approach to preparing to improvise ovefia set of chord changes over
atune. Use these steps with arhythm section, play-al®ng récordiig, or even a metronome.
This approach may seem mechanical at first, Ut 1tS anvapproach that the majority of jazz
players have used at one time or anothef. Always try to sing these steps as well as play
them on your instrument, as the gal of aja#zz player isto pre-hear everything. Many
professional musicians apphy. simitér procedures when confronted with complex chord
changes, such as those te "Giant Steps,” by John Coltrane. A similar but more detailed

approach canye toundin the text Improvising Jazz, by Trent Kynaston and Robert Ricci.

Step 1: Play and sing the roots of al chordsin a given progression as half notes and whole
notes, depending on each chords duration. If you have some music theory background, write
out or think of the chords in Roman numeral form to understand their relationship to keys.
Step 2: Continue to play and sing chord roots, but write out and improvise rhythmic
variations.

Step 3: Outline each chord in arpeggio fashion. Jazz is based on four note chords, often with
extensions to the 9th, 11th, and 13th. If needed, write these out in simple 8th note fashion,
going up to the chord 7th (and eventually extending to 9th, 11th, and 13th). Use ascending
and descending arpeggios. Play with legato articulation, or articulate the up-beats, asthisis
the most common articulation in jazz. "Swing" the 8th notes unless playing in arock or Latin
feel. (Play with atriplet feel, the downbeat like a quarter note triplet, the up-beat like an 8th
note triplet.)
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Step 4: Continue to outline the chords, but vary the rhythm. Concentrate on changing chords
at the correct time, with a solid sense of rhythm and continuity.

Step 5: Relate each chord to its scale as determined by its function. Use the most common
scales at first. A scale/chord function chart, such as one found in Jamey Aebersolds "Jazz
Aids," can be very helpful. Use descending as well as ascending scales.

Step 6: Alternate ascending and descending scal es through the progression.

Step 7: Try connecting chords by ear, using half and whol e steps with sustained notes. Be
especialy aware that chord 7ths usually resolve down to chord 3rds, and that flatted Sths
usually resolve down by half step to chord 5ths. Mgjor 3rds have atendency to resolve up to
the next chord.

Step 8: Practice a combination of chord arpeggios and scales over the progression, starting
with eighth notes, and progressing to a variety of improvised rhythms. Change fgom scales to
arpeggios at random. At this point you may want to try some alternate seal es:

Step 9: Practice simple patterns, such as scales in 3rds, and shortsfiel odic motifs over the
entire progression.

Step 10: By singing and playing these steps, you should pew have the sound and duration of
the chords and scales in your head and undesyourfingers” Combine what you know to create
your own melodies. Start inserting chgomati€ passing tones between scale and chord tones.
Jazz musicians often emphasi ze chord 'extensions, such as chord 9ths, 11ths, and 13ths, both
lowered and raised by halfistéps. (The unaltered 11th in a chord with amajor third needs to
be handled with care.) Use your ear and play what sounds good to you. Vary your rhythms,
and try to keep,a'good sense of time. In order to maintain a good sense of melody, think
about what you would sing, and use your instrument as an extension of your voice. Use
repetition and sequence (repeated motifs at different pitch levels) to develop your solo. Do as

much as you can by ear.

Band directors and students can write out exercises based on the above steps, and these
exercises can be used to teach the above conceptsin agroup, aswell asindividualy.
Ultimately, improvisation skills are learned and devel oped as a person practices and
experiments on his or her own, playing along with other performers whenever possible,
using play-along recordings, studying jazz theory concepts, and transcribing and imitating
recordings of jazz masters.
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6. History of Jazz

Jazz isaprimarily American musical art form which originated at the beginning of the
20th century in African American communities in the Southern United States from a
confluence of African and European music traditions. The style's West African pedigreeis
evident in its use of blue notes, improvisation, polyrhythms, syncopation, and the swung
note. From its early development until the present, jazz has also incorporated music from
19th and 20th century American popular music. The word jazz began as a West Coast
slang term of uncertain derivation and was first used to refer to music in Chicago in about
1915.

Jazz has, from its early 20th century inception, spawned a variety of subgenres, from New
Orleans Dixieland dating from the early 1910s, big band-style swing from,the'1930s and
1940s, bebop from the mid-1940s, avariety of Latin jazz fusions such'as Afro-Cuban and
Brazilian jazz from the 1950s and 1960s, jazz-rock fusion frofn the1970S and late 1980s
devel opments such as acid jazz, which blended jazz influences inté funk and hip-hop. As
the music has spread around the world it has dr@dwn'efi 10cal national and regional musical
cultures, its aesthetics being adapted toitS varied epvironments and giving rise to many
distinctive styles.

7. Origins

By 1808 the Attarttic slave trade had brought almost half amillion Africans to the United
States. The slaves largely came from West Africa and brought strong tribal musical
traditions with them. Lavish festivals featuring African dances to drums were organized
on Sundays at Place Congo, or Congo Square, in New Orleans until 1843, as were similar
gatherings in New England and New Y ork. African music was largely functional, for work
or ritual, and included work songs and field hollers. The African tradition made use of a
single-line melody and call-and-response pattern, but without the European concept of
harmony. Rhythms reflected African speech patterns, and the African use of pentatonic

scales led to blue notes in blues and jazz.
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8. Orleans music

The music of New Orleans had a profound effect on the creation of early jazz. Many early
jazz performers played in the brothels and bars of red-light district around Basin Street
called "Storyville." In addition, numerous marching bands played at lavish funerals
arranged by the African American community. The instruments used in marching bands
and dance bands became the basic instruments of jazz: brass and reeds tuned in the
European 12-tone scale and drums. Small bands of primarily self-taught African American
musicians, many of whom came from the funeral -procession tradition of New Orleans,
played a seminal role in the development and dissemination of early jazz, traveling
throughout Black communities in the Deep South and, from around 1914 on, Afro-Creole
and African American musicians playing in vaudeville shows took jazz to western and

northern US cities.
9. 1920s and 1930s

Prohibition in the United States (from 1920 to 1938) banned the sale of alcoholic drinks,
resulting in illicit speakeasies becoming livel y'wenugser the "Jazz Age", an erawhen
popular music included current dance songs, novelty songs, and show tunes. Jazz started to
get areputation as being immoraltand many members of the older generations saw it as
threatening the old valies i cultiire and promoting the new decadent values of the Roaring
20s. From 1919 Kid Oxy's Original Creole Jazz Band of musicians from New Orleans
played in San Frangisco and Los Angeles where in 1922 they became the first black jazz
band of New Orleans origin to make recordings. However, the main centre developing the
new "Hot Jazz" was Chicago, where King Oliver joined Bill Johnson. That year also saw
the first recording by Bessie Smith, the most famous of the 1920s blues singers.

10. Swing

The 1930s belonged to popular swing big bands, in which some virtuoso soloists became
as famous as the band leaders. Key figures in developing the "big" jazz band included
bandleaders and arrangers Count Basie, Cab Calloway, Jimmy and Tommy Dorsey,
Duke Ellington, Benny Goodman, Fletcher Henderson, Earl Hines, Glenn Miller, and
Artie Shaw. Swing was also dance music and it was broadcast on the radio 'live' coast-to-

coast nightly across Americafor many years. Although it was a collective sound, swing
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11.

12.

59

also offered individual musicians a chance to 'solo’ and improvise melodic, thematic
solos which could at times be very complex and 'important’ music. Included among the
critically acclaimed leaders who specialized in live radio broadcasts of swing music as
well as"Sweet Band" compositions during this erawas Shep Fields.

Over time, social strictures regarding racial segregation began to relax, and white
bandleaders began to recruit black musicians. In the mid-1930s, Benny Goodman hired
pianist Teddy Wilson, vibraphonist Lionel Hampton, and guitarist Charlie Christian to
join small groups. An early 1940s style known as "jumping the blues" or jump blues used
small combos, up-tempo music, and blues chord progressions. Jump blues drew on
boogie-woogie from the 1930s. Kansas City Jazz in the 1930s marked the transition from
big bands to the bebop influence of the 1940s.

Beginnings of European jazz

Outside of the United States the beginnings of a distinct Europeansstyle of jazz emerged
in France with the Quintette du Hot Club de Frapte whictbegan in 1934. Belgian guitar
virtuoso Django Reinhardt popul arized gypsy-jézz yeemix of 1930s American swing,
French dance hall "musette”" and EasterifEurbpean folk with a languid, seductive fedl.
The main instruments are steel\Skki Rged®guitar, violin, and double bass. Solos pass from
one player to another(as the guitar and bass play the role of the rhythm section. Some
musi ¢ researgher’s holdithal it was Philadelphia's Eddie Lang (guitar) and Joe Venuti
(violin) whe pionheered the gypsy jazz form, which was brought to France after they had
been heard live or on Okeh Records in the late 1920s.

Pop fusion and other subgenres

In the early 1980s, alighter commercia form of jazz fusion called pop fusion or "smooth
jazz" became successful and garnered significant radio airplay. Smooth jazz saxophonists
include Grover Washington, Jr., Kenny G and Najee. Smooth jazz received frequent
airplay with more straight-ahead jazz in quiet storm time slots at radio stations in urban
markets across the U.S., helping to establish or bolster the careers of vocalists including
Al Jarreau, Anita Baker, Chaka Khan, and Sade.
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In the late 1980s and early 1990s, several subgenres fused jazz with popular music, such
as Acid jazz, nu jazz, and jazz rap. Acid jazz and nu jazz combined elements of jazz and
modern forms of electronic dance music. While nu jazz isinfluenced by jazz harmony
and melodies, there are usually no improvisational aspects. Jazz rap fused jazz and hip-
hop. Gang Starr recorded "Words | Manifest,” "Jazz Music," and "Jazz Thing", sampling
Charlie Parker and Ramsey Lewis, and collaborating with Branford Marsalis and
Terence Blanchard. Beginning in 1993, rapper Guru's Jazzmatazz series used jazz

musi cians during the studio recordings.

Topic: Gospel

Topic Objective:
At the end of thistopic student would be able to:

Learn the style of Gospel Music

Discussits Origins

Learn about the Urban contemporary gospel
Learn about the Christian Country music

Learn the Southern Gospel

Definition/Over view:

The topic dissussesithat Gospel music is music that iswritten to express either personal or a
communal belief Yegarding Christian life, as well as (in terms of the varying music styles) to
give a Christian aternative to mainstream secular music. Like other forms of Christian music
the creation, performance, significance, and even the definition of Gospel music varies
according to culture and social context. Gospel music is composed and performed for many
purposes, including aesthetic pleasure, religious or ceremonia purposes, and as an
entertainment product for the marketplace. However, a common theme of most Gospel music

is praise, worship or thanks to God, Christ, or the Holy Spirit.
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Key Points:
1. Style

Gospel music in genera is characterized by dominant vocals (often with strong use of
harmony) referencing lyrics of areligious nature, particularly Christian. Subgenres
include contemporary Gospel, urban contemporary Gospel (sometimes referred to as
"Black Gospel"), Southern Gospel, and modern Gospel music (now more commonly
known as praise and worship music or Contemporary Christian music). Several forms of
Gospel music utilize choirs, use piano and/or Hammond organ, drums, bass guitar and,
increasingly, electric guitar. In comparison with hymns, which are generally of a statelier
measure, the gospel song is expected to have arefrain and often a more syncopated
rhythm.

2. Origins

Gospel music variesin style and flavour. Scholargfhave'argued and some believe[who?)
that gospel music first came out of African-Amesican ghurchesin the first quarter of the
19th century. Some believe that it wassunghypredominately white Southern Gospel
artists. This argument is basedmore on_geography than fact. Seeing that black gospel was
aform of communications beweert slaves while in Africa and white gospel was
originated in its{Eurgpearniorm before even making it to American soil make the
argumentyalid¥or both sides. The sharp division between black and white America,
particularly brack and white churches, have kept the two apart. While those divisions

have lessened dlightly in the past fifty years, the two traditions are till distinct.

Some performers, such as Mahalia Jackson have limited themselves to appearing in
religious contexts only, while others, such as Sister Rosetta Tharpe, a pioneer for black
mainstream gospel, the Golden Gate Quartet and Clara Ward, have performed gospel
music in secular settings, even night clubs. Other performers, such as The Jordanaires,
The Blackwood Brothers, Al Green, and Solomon Burke have aso performed both

secular and religious music.

Although predominantly an American phenomenon, gospel music has spread throughout

the world including to Australiawith choirs such as The Elementals and Jonah & The
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Whalers and festivals such as the Australian Gospel Music Festival. Norway is home to
the popular Ansgar Gospel Choir, the only true Norwegian Gospel choir. Gospel isaso
popular in the province of Quebec, Canada, where important gospel choirs such as
Montreal Jubilation Gospel Choir and Qubec Celebration Gospel Choir are famous.

3. Urban contemporary gospel

Urban contemporary gospel (sometimes marketed as "Black gospel” to help distinguish it
from other forms of Christian music, such as contemporary Christian music or Christian

rock and Southern Gospel) is a subgenre of Gospel music.
4. Christian Country music

Christian country music, sometimes referred to as Country Gospel musi ¢, ts.a Subgenre of
gospel music with a country flair, is also known as Inspirational<Countty. Christian
Country over the years has progressed into a mainstream cQuniry sourid with inspirational
or positive country lyrics. In the middle 90's, Christian Cauntry hit its highest popularity.
So much so that mainstream artists like Larry Gatlin, Chiarlie Daniels and Barbara
Mandrell just to name afew, began recarditfig,music that had this positive Christian
country flair. These mainstrearthartists have now become award winnersin this genre. In
the late 90's Christian country*decliried in popul arity because of misappropriations of
funding within the hristian Country Music Association. The CCMA has over the years
had manysproblems within its leadership. Many artists, record labels and radio stations
were hurt durifig the 90's scandal and finally the Country Music Association sued the
CCMA in 2002 for infringement.

5. Southern Gospel

Southern gospel is sometimes called "quartet music" by fans due to the origina all male,
tenor-lead-baritone-bass quartet make-up. this type of music deals with the everyday
problems of life and how God answers those problems. Southern Gospel depends on
strong harmonies, often with extremely wide ranges (i.e. extremely low bass, falsetto
tenor.) Flavors in Southern Gospel range from ultra-traditional early quartet music (i.e. the
Statesmen Quartet, circa 1940-50) to very cutting edge sounds (i.e. current Signature
Sound quartet discography).
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In Section 3 of this course you will cover these topics:
" Cajun And Zydeco

" Country Music
" The Urban Folk Revival

Topic: Cajun And Zydeco
Topic Objective:
At the end of thistopic student would be able to:

Discussits history
Discuss the World War 11 era

Learn about the 1950s American mainstream
Definition/Overview:

The topic discusses that Zydeco is aform of Americansa@dts ol folkwfusic. It evolved in
southwest Louisianain the early 20th century froim Torffis of Louisiana Creole music. The
rural black Creoles of southwest Louisiana@nd southeast Texas still sang in Creole French.
Usually fast tempo and dominated, by the buttom or piano accordion and aform of a

washboard known as a "rub-board,” “scrub-board,” or frottoir, zydeco music was originally

created at house dances, where families and friends gathered for socializing.

Sometimes theyriusie moved to the Catholic church community center, as Creoles were
mostly Catholic. Later it moved to rural dance halls and nightclubs. As aresult, the music
integrated waltzes, shuffles, two-steps, blues, rock and roll, and most dance music forms of
the era. Today, the tradition of change and evolution in the music continues. It stays current
while integrating even more genres such as R& B, soul, brass band, reggae, urban hip-hop,
ska, rock, Afro-Caribbean and other styles, in addition to the traditional forms.

Cajuns are an ethnic group mainly living in Louisiana, consisting of the descendants of
Acadian exiles (French-speaking settlers from parts of what is now Canada) and peoples of
other ethnicities with whom the Acadians eventually intermarried on the semitropical

frontier. Today, the Cajuns make up a significant portion of south Louisiana's popul ation, and

have exerted an enormous impact on the state's culture.
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Key Points:
1. History

For 150 years, Louisiana Creoles enjoyed an insular lifestyle, prospering, educating
themselves without the government and building their invisible communities under the
Code Noir. The French created the Code Noir in 1724 to establish rules for treatment of
slaves, aswell as restrictions and rights for gens de couleur libres, a growing class of free
people of color. They had the right to own land, something few blacks in the American
South had at that time.

After the American Civil War ended and the African slaves were freed, Louisiana Creoles
often assumed positions of leadership because of their decades of freedom aid education.
The aftermath of the Civil War completed the disruption of the Louisiana,Creale
community begun when the United States completed the L ouid§iana Purghase and
Americans started settling in the state. New settlers recogrized,only’the binary system of
race that prevailed in the United States. Especiall . intheiivdesperation to regain white
supremacy, conservative Democrats in Lewistaria clessified Creoles with freedmen by the
end of the 19th century, and disfranchised most blacks and many poor whites under rules
to suppress black voting. Greoles,contirtued to press for education and advancement,

while negotiating thelhew sociely.

Zydeco'skurd heginnings and the prevailing economic conditions at its inception are
reflected in the song titles, lyrics, and bluesy vocals. The music arose as a synthesis of
traditional Creole music, some Cajun music influences, and African-American traditions,
including R& B, blues, jazz, and gospel. It was also often just called French music or le
musigque Creole known as "la-la." Amd Ardoin made the first recordings of Creole music
in 1928. This Creole music served as afoundation for what later became known as

zydeco.
2. World War 11

During World War 11 with the Great Migration, many French-speaking Croles and
African Americans from the area around Opelousas, Louisianaleft a poor and prejudiced

state for better economic opportunitiesin Texas. Even more southern blacks migrated to
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California, where buildup of defense industries provided good jobs without the
restrictions of the segregated South. In California blacks from Louisiana could vote and
began to participate in political life.

3. 1950s American mainstream

In the mid-1950s, the popularity of Clifton Chenier brought zydeco to the fringes of the
American mainstream. He signed with Specialty Records, the same label that first
recorded Little Richard and Sam Cooke for wide audiences. Chenier, considered the
architect of contemporary zydeco, became the music's first mgjor star, with early hits like
"Les Haricots Sont Pas Sals’ (The Snap Beans Ain't Salty areference to the singer being

too poor to afford salt pork to season the beans).

The term "zydeco" was a corruption of |les haricots (French for the beans)jariekthe name
for the music was born. However, this was not the first zydece’song: in'1954, Boozoo
Chavis, another popular zydeco artist, had recorded "Raperiin My Shoe.” Thisis
considered to be the first modern zydeco recording, thewginthe term "zydeco" wasnot in

use yet (see 1954 in music).

4. 1980s

In the mid-1980s, Rockin Sidney brought international attention to zydeco music with his
hit tune "My Teot Toot." Clifton Chenier, Rockin' Sidney and Queen Ida, all garnered
Grammy awards during this pivotal period, opening the door to the emerging artists who
would continue the traditions. Idais the only living Grammy award winner in the genre.
Rockin' Dopsie recorded with Paul Simon and also signed amajor label deal during this

time.

John Delafose was wildly popular regionally. The music took a maor turn because
emerging bands burst onto the national scene to fuse a new exuberance, new sounds and
styles with the music. Boozoo Chavis, John Delafose, Roy Carrier, Zydeco Force, Nathan
and the Zydeco Cha Chas, the Sam Brother, Terrance Simien, Chubby Carrier, and many
others were breathing new life into the music. Zydeco superstar, Buckwheat Zydeco was
already well into his career, and signed hismgjor label 1sland Records deal also in the mid
1980s. Combined with the national popularity of Creole and Cgjun food, and the feature
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film The Big Easy set in New Orleans, zydeco music had arevival. New artists were
cultivate and the music took a more innovative direction for increased mainstream

popularity.

Y oung zydeco musicians, such as C. J. Chenier, Chubby Carrier, Geno Delafose, Terrance
Simien, Nathan Williams and others began touring internationally during the 1980s. Beau
Jocque was a monumental innovator who infused zydeco with powerful beats and bass
lines in the 90s, adding striking production and elements of funk, hip-hop and rap. Y oung
performers like Chris Ardoin, Keith Frank, and Zydeco Force added further by tying the
sound to the bass drum rhythm to accentuate or syncopate the backbeat even more. This
style is sometimes called "double clutching.”

5. Present

Hundreds of zydeco bands continue the music traditions acr@ss the U.S, and in Europe.
Many play at restaurants and clubs like Rosey Baby's. A prodigious 9-year-old zydeco
accordionist, Guyland Leday, was featured in_ap HB@doeumentary about music and
young people. Recently, zydeco Achieved a'separateCategory in the Grammy awards.
The Grammy Award for Best Zygdeco of Caiun Music Album category was created for
2007.

6. Instruments

The first zydeco vest frottoir (rubboard) was designed by Clifton Chenier, the "King of
Zydeco," in 1946 while he and his brother, Cleveland, were working at an oil refinery in
Port Arthur, TX. Thefirst zydeco rubboard made to Chenier's design was made at
Chenier's request by their fellow Louisianan, Willie Landry, a master welder - fabricator,
who was also working at the refinery. The zydeco rubboard, designed specifically for the
genre solely as a percussion instrument, isin the permanent collection of the Smithsonian
Institution. Other instruments common in zydeco include the old world accordion which
isfound in folk and roots music globally, guitar, bass guitar, drums, fiddle, horns and

keyboards.

www.bsscommunitycollege.in  www.bssnewgeneration.in www.bsslifeskillscollege.in

66



www.onlineeducation.bhar atsevaksamaj .net www.bssskillmission.in

7. Modern developments

Today, because of the migration of the French speaking blacks and multiracial Creoles,
mixing of Cajun and Creole musicians, and the warm embrace of people from outside
these cultures, there are multiple hotbeds of zydeco: Louisiana, Texas, Oregon and
California, and even Europe as far North as Scandinavia. It is a genre that a has become
synonymous with the cultural and musical identity of Louisiana and an important part of
the music landscape of this country as one black southern music tradition that is loved
worldwide. It is performed for presidents and celebrities, seen in film and heard
advertising everything from autos to toothpaste to antacids, pharmaceuticals and candy
bars. Rolling Stone, The Los Angeles Times, Time Magazine and dozens of other print
media have featured it. It is heard on radio all over the world. It's performed at festivals,

schools, performing art centers and large corporate events.

The Zydeco Rubboard (Frottoir) is recognized around the wérld.as a cultural icon of
Louisiana. Theimpact of zydeco music inside southwest Lpuisiaria, outside Louisiana
and around the world is growing rapidly. There areZydéco Testival s throughout America
and Europe. Zydeco music is played om'radio stati ons around the world and on Internet
radio.

On June 7, 2007, Thé Recording Academy (NARAS) announced a new Grammy
category, Best Zydeta or Cgun Music Album, in itsfolk music field.

8. History of Acadian ancestors

The Acadians were evicted from Acadia (which has since been resettled and consists of
parts of what is now known as New Brunswick, Nova Scotia, and Prince Edward Island,
Canada) in the period 1755-1763; this has become known as the Great Upheaval or Le
Grand Drangement. At the time there was awar in what is now Canada between France
and Great Britain over the colony of New France. Thiswar is known in the United States
as the French and Indian War, though it was only one theater of the Seven Years War.

The migration from Canada was spurred by the Treaty of Paris (1763) which ended the
war. The treaty terms provided 18 months for unrestrained emigration from Canada. Only
after many of the Cgjuns had moved to Louisiana did they discover France had secretly
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ceded Louisianato Spain in the Treaty of Fontainebleau (1762). The formal
announcement of the transfer was made in December 1764. The Cajuns took part in the
Rebellion of 1768 in an attempt to prevent the transfer. The Spanish formally asserted
control in 17609.

The Acadians were scattered throughout the eastern seaboard. Families were split and put
on ships with different destinations. Many ended up in what was then French-colonized
Louisiana, reaching as far north as Dakota territory. France had ceded the colony to Spain
in 1762, prior to their defeat by Britain, and two years before the first Acadians began
settling in Louisiana. The interim French officials provided land and supplies. The
Spanish governor, Bernardo de Glvez, later proved to be hospitable, permitting the
Acadians to continue to speak their language, practice their native religion, Roman
Catholicismwhich was a so the official religion of Spainand otherwise ptrsue their
livelihoods with minimal interference. Some families and indiviguals did travel north
through the Louisianaterritory to set up homes as far northitas\isconsin. Cajuns fought in
the American Revolution. Although they fought for'Spanish General Galvez, their

contribution to the winning of the war has beén recognized.

"Galvez leaves New Orleans with an armiy of Spanish regulars and the Louisiana militia
made up of 600 Cajun volunteets aid captures the British strongholds of Fort Bute at
Bayou Manchac, agrossfirom the Acadian settlement at St. Gabriel. And on September 21,
they attack anel,captureBaton Rouge"

A review of the list of members shows many common Cajun names among soldiers who
participated in the Battle of Baton Rouge and the Battle for West Florida. The Galvez
Chapter of the Daughters of the American Revolution was formed in memory of those
soldiers. Their fight against the British was partially in response to their treatment by the

British in evicting them from Acadia.

The Cqjuns who settled in southern Louisiana originally did so in the area just west of
what is now New Orleans, mainly along the Mississippi River. Later, they were moved by
the Spanish colonial government to areas west and southwest of New Orleans, in aregion
later named A cadiana, where they shared the swamps and prairies with the Attakapa and
Chitimacha Native American tribes.
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Mostly secluded until the early 1900s, Cajuns today are largely assimilated into the
mainstream society and culture. Some Cajuns live in communities outside of Louisiana.
Also, some people identify themselves as Cgun culturally despite lacking Acadian
ancestry.

9. Ethnic mixing and alternate origins

There is reason to believe that not al Cajuns descend solely from Acadian exiles who
settled in south Louisianain the eighteenth century. There are Cgjuns who have also
descended from other ethnic groups with whom those exiles intermarried over many
generations, including British, Spanish, German, Italian, Native American, Mtis and
French Creole settlers. Historian Carl A. Brasseaux has asserted that it was this process of

intermarriage that created the Cgjuns in the first place.

Non-Acadian French Creolesin rural areas were absorbed inte*Cajun cOmmunities. Some
Cajun parishes, such as Evangeline and Avoyelles, possessrelatively few inhabitants of
Acadian origin. Their populations descend in manly casas fm settlers who migrated to
the region from Quebec, Mobile, or directhy freff FranCe. Theirsisregarded as the purest
dialect of French spoken within Agadiand Regardless, it is generally acknowledged that

Acadian influences have prevailed iih mést sections of south Louisiana.

Many Cajuns asb have angestors who were not French. Many of the original settlersin
French Aeadia were actually English, for example the Melansons (originally Mallinson).
German and [tdlian colonists began to settle in Louisiana before and after the Louisiana
Purchase, particularly on the German Coast along the Mississippi River north of New
Orleans. People of Spanish or Hispanic origin, including many Canary Islanders and a
number of early Filipino settlers (notably in Saint Malo) from the cross-Pacific Galleon
trade with neighboring Mexico, and finally, descendants of black slaves and some Cuban
Americans, have aso settled along the Gulf Coast and, in some cases, intermarried into
Cajun families. Anglo-American settlers in the region often were assimilated into Cajun
communities, especialy those who arrived before the English language became

predominant in southern Louisiana.

One obvious result of this cultural mixtureisthe variety of surnames that are common
among the Cqjun population. Surnames of the original Acadian settlers (which are
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documented) have been augmented by French and even non-French family names that
have merged into Cajun populations. The spelling of many family names was changed for

avariety of reasons (see, for example, Eaux).

10. Modern preservation and renewed connections

During the early part of the 20th century, attempts were made to suppress Cajun culture by
measures such as forbidding the use of the Cgjun French language in schools. After the
Compulsory Education Act forced Cajun children to attend formal schools, American
teachers threatened, punished, and often beat their Cgjun students in an attempt to force
them to use English (alanguage many of them had not been exposed to before). During
World War 11, Cajuns often served as French interpreters for American forces in France;

this helped to overcome prejudice.

In 1968 the organization of Council for the Development of Erénch in Lpuisiana
(CODOFIL) was founded to preserve the French language in Louisiéna. Besides
advocating for their legal rights, Cajuns also recavered-forthemselves a sense of ethnic
pride and appreciation for their ancestry Sincethie mird-1950s, relations between the
Cajuns of the U.S. Gulf Coast and¢A cadié@ns 1h the Maritimes and New England have been
renewed, forming an Acadian igentity cémmon to Louisiana, New England, New

Brunswick, and NovaScotia

State Senator Dudley LeBlanc ("Coozan Dud", a Cgjun slang nickname for "Cousin
Dudley") took*a group of Cgunsto Nova Scotiain 1955 for the commemoration of the
200th anniversary of the expulsion. The Congrs Mondial Acadien, alarge gathering of
Acadians and Cajuns held every five years since 1994, is another example of continued

unity.

Sociologists Jacques Henry and Carl L. Bankston |11 have maintained that the preservation
of Cajun ethnic identity isaresult of the social class of Cajuns. During the eighteenth and
nineteenth century, "Cajuns' came to be identified as the French-speaking rura people of
Southwestern Louisiana. Over the course of the twentieth century, the descendants of
these rural people became the working class of their region. This change in the social and
economic circumstances of familiesin Southwestern Louisiana created nostalgiafor an
idealized version of the past. Henry and Bankston point out that "Cajun", which was
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formerly considered an insulting term, became aterm of pride among Louisianans by the

beginning of the twenty-first century

Topic: Country Music

Topic Objective:
At the end of thistopic student would be able to:

Discuss the Early History of Country Music
Discussits standard in the 1920s

Learn about the Singing cowboys and western swing
Learn about the Changing instrumentation

Definition/Over view:

The topic discusses that Country music (or Country and West&rn)is a blend of popular
musical forms originally found in the Southern UnitegStatés,and the Appal achian
Mountains. It has rootsin traditional folk music/ Celtic music, gospel music, and old-time

music and evolved rapidly in the 1920s.

The term country music began te be used in the 1940s when the earlier term hillbilly music
was deemed to be degrading, and the term was widely embraced in the 1970s, while country
and Western has teclined¥h use since that time, except in the United Kingdom and Ireland,
where it is still @@mmonly used.

In the Southwestern United States a different mix of ethnic groups created the music that
became the Western music of the term country and Western. The term "country music” is

used today to describe many styles and subgenres.

Country music has produced two of the top selling solo artists of all time. Elvis Presley, who
was known early on as The Hillbilly Cat and was aregular on the radio program Louisiana
Hayride, went on to become a defining figure in the emerging genre of rock and roll.
Contemporary musician Garth Brooks, with 128 million albums sold, is the top-selling solo
artistin U.S. history.
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While album sales of most musical genres have declined, country music experienced one of
its best yearsin 2006, when, during the first six months, U.S. sales of country albums
increased by 17.7 percent to 36 million. Moreover, country music listening nationwide has
remained steady for almost a decade, reaching 77.3 million adults every week, according to
the radio-ratings agency Arbitron, Inc.

Key Points:
1. Early history

Immigrants to the Southern Appalachian Mountains of North America brought the music
and instruments of the Old World along with them for nearly 300 years. The Irish fiddle,
the German derived dulcimer, the Italian mandolin, the Spanish guitar, and the African
banjo were the most common musical instruments. The interactions @mong Misi cians
from different ethnic groups produced music unique to this region of Nerth America.
Appa achian string bands of the early twentieth century primariiy.eénsisted of the fiddle,
guitar, and banjo. This early country music alongwith-earhy recorded country musicis

often referred to as Old-time music.

Throughout the nineteenth certury, severd immigrant groups from Europe, most notably
from Ireland, The United Kingdom, Germany, Spain, and Italy moved to Texas. These
groups interacted with theSpanish, Mexican, Native American, and U.S. communities
that werexa réadly/ \established in Texas. Asaresult of this cohabitation and extended
contact, Texas has devel oped unique cultural traits that are rooted in the culture of all of
its founding communities. The settlers from the areas now known as Germany and the
Czech Republic established large dance halls in Texas where farmers and townspeople
from neighboring communities could gather, dance, and spend a night enjoying each
others company. The music at these halls, brought from Europe, included the waltz and
the polka, played on an accordion, an instrument invented in Italy, which was loud

enough to fill the entire dance hall
2. 1920s

Thefirst commercial recording of what can be considered country music was "Sallie
Gooden” by fiddlist A.C. (Eck) Robertson in 1922 for Victor Records. Columbia Records
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began issuing records with "hillbilly" music (series 15000D "Old Familiar Tunes") as
early as1924. A year earlier on June 14, 1923, Fiddlin' John Carson recorded "Little Log
Cabin in the Lane" for Okeh Records. Vernon Dalhart was the first country singer to have
anationwide hit in May 1924 with "Wreck of the Old '97". The flip side of thisrecord
was "Lonesome Road Blues', which aso became very popular. In April 1924, "Aunt"
Samantha Bumgarner and Eva Davis became the first female musicians to record and

release country songs.

Many "hillbilly" musicians recorded blues songs throughout the decade, and into the
thirties as with Cliff Carlisle. Other important early recording artists were Riley Puckett,
Don Richardson, Fiddlin' John Carson, Al Hopkins, Ernest V. Stoneman, Charlie Poole
and the North Carolina Ramblers and The Skillet Lickers. The steel guitar entered country
music as early as 1922, when Jimmie Tarlton met famed Hawaiian guitéist Frank Ferera
on the West Coast. Jimmie Rodgers and the Carter Family are widely ‘¢onsidered to be
important early country musicians. Their songs were first €aplured at @ historic recording
session in Bristol on August 1, 1927, where Ral ph/Peerwas the'talent scout and sound
recordist. Rodgers fused hillbilly country, gaspelsjazzlues, pop, cowboy, and folk; and
many of his best songs were his compositions,4nciuding Blue Y odel , which sold over a
million records and establishethRaoglgers asthe premier singer of early country music.
Beginning in 1927, and for the hext 17 years the Carters recorded some 300 old-time
ballads, traditioal“tunes,"éountry songs, and Gospel hymns, all representative of

Americass southeastern folklore and heritage.
3. 1930s-1940s

One effect of the Great Depression was to reduce the number of records that could be
sold. Radio, and broadcasting, became a popular source of entertainment, and "barn
dance" shows featuring country music were started all over the South, as far north as

Chicago, and as far west as California.

The most important was the Grand Ole Opry, aired starting in 1925 by WSM-AM in
Nashville to the present day. Some of the early stars on the Opry were Uncle Dave
Macon, Roy Acuff and African American harmonica player DeFord Bailey. WSM's
50,000 watt signal (1934) could often be heard across the country,
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Many musicians performed and recorded songs in any number of styles. Moon Mullican,
for example, played Western Swing, but also recorded songs that can be called rockabilly.
Bill Haley sang cowboy songs, and was at one time a cowboy yodeler. Haley became
most famous as an early player of rock nroll, adding Jimmie Rodgers-stylings to his
environment, thus creating a sound that was very much his own. Between 1947 and 1949,

country crooner Eddy Arnold placed atotal of 8 songsin the top 10.
4. Singing cowboys and western swing

During the 1930s and 1940s Cowboy songs, or "Western music,” which had been
recorded since the 1920s, were popularized by films made in Hollywood. Some of the
popular singing cowboys from the erawere Gene Autry, the Sons of the Pioneers, and
Roy Rogers. Another "country” musician from the Lower Great Plains who had become
very popular as the leader of a hot string band, and who aso appearetiin Hollywood
Westerns, was Bob Wills. His mix of "country" and jazz, which. started dut as dance hall
music, would become known as Western Swing. Spagle Cooleyarid Tex Williams also
had very popular bands and appeared in filmsAt the hej ght of its popularity, Western
Swing rivaled the popularity of other kig band jazz:

5. Changing instrumentation

Drums were scotned by early country musicians as being "too loud" and "not pure”, but
by 1935 Western'Swing big band leader Bob Wills had added drumsto the Texas
Playboys. In'the mid 1940s, The Grand Ole Opry did not want the Playboys drummer to
appear on stage. Although drums were commonly used by rockabilly groups by 1955, the
less-conservative-than-the-Grand Ole Opry Louisiana Hayride kept their infrequently-
used drummer back stage as late as 1956. By the early 1960s, however, it was rare that a

country band didn't have a drummer.

Bob Wills was one of the first country musicians known to have added an electric guitar
to hisband, in 1938. . A decade later (1948) Arthur Smith achieved Top 10 US country
chart success with his MGM Records recording of "Guitar Boogi€", which crossed over
to the US pop chart, introducing many people to the potential of the electric guitar. For
several decades Nashville session players preferred the warm tones of the Gibson and
Gretsch archtop electrics, but a hot Fender style, utilizing guitars which became available
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beginning in the early 1950s, eventually prevailed as the signature guitar sound of

country.
6. Hillbilly boogie

Country musicians began recording boogie in 1939, shortly after it had been played at
Carnegie Hall, when Johnny Barfield recorded "Boogie Woogi€e". The trickle of what
was initialy called Hillbilly Boogie, or Okie Boogie (later to be renamed Country
Boogie), became a flood beginning around late 1945. One notable country boogie from
this period was the Delmore Brothers "Freight Train Boogie", considered to be part of
the combined evolution of country music and blues towards rockabilly. In 1948, Arthur
"Guitar Boogie" Smith achieved Top 10 US country chart success with his MGM
Records recordings of "Guitar Boogi€" and "Banjo Boogie", with the formericrossing
over to the US pop charts. Other country boogie artists included Mertill Mooreand
Tennessee Ernie Ford. The Hillbilly Boogie period lasted.irito the 1950s, and remains as

one of many subgenres of country into the twenty fisSkcentury:
7. Honky tonk

Another type of stripped downfand raw music with a variety of moods and a basic
ensemble of guitar, bass, dobre,br steel guitar (and later) drums became popular,
especialy among peerwhile southerners. It became known as honky tonk and had its
roots in Texas Tks music has been described as "alittle bit of this, and alittle bit of that,
alittle bit of black and alittle bit of white...just loud enough to keep you from thinking too
much and to go right on ordering the whiskey". East Texan Al Dexter had a hit with
"Honky Tonk Blues', and seven years later "Pistol Packin' Mama'. These "honky tonk™
songs associated barrooms, were performed by the likes of Ernest Tubb, Ted Daffin,
Floyd Tillman, and the Maddox Brothers and Rose, Lefty Frizzell and Hank Williams,
would later be called "traditional™ country. Honkey tonk artist Webb Pierce was the top-
charting country artist of the 1950s with 13 of his singles spending 113 weeks at number
one. He charted 48 singles during the decade; 31 reached the top ten and 26 reached the

top four.
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8. The Bakersfield Sound

Another genre of country music grew out of hardcore honky tonk with elements of
Western swing and originated 112 miles (180 km) north-north west of Los Angelesin
Bakersfield, California. Influenced by one-time West Coast residents Bob Wills and Lefty
Frizzell, by 1966 it was known as the Bakersfield Sound. It relied on electric instruments
and amplification, in particular the Telecaster electric guitar, more than other subgenres
of country of the era, and can be described as having a sharp, hard, driving, no-frills, edgy
flavor. Leading practitioners of this style were Buck Owens, Merle Haggard, Tommy
Coallins, and Wynn Stewart, each of whom had his own style.

9. Country rock

The late 1960s in American music produced a unique blend as a result of‘traglitionalist
backlash within separate genres. In the aftermath of the BritisifInvasion, many desired a
return to the "old values" of Rock n' Roll. At the same time there wés a lack of
enthusiasm in the Country sector for Nashvillesprodueed music. What resulted was a
crossbred genre known as Country rock Early=inngvetors in this new style of music in the
60s and 70s included Rock n' Rolkicon$and The Byrds (beginning while Gram Parsons
was a member) and its spin-ofi, ’he Flying Burrito Brothers, guitarist Clarence White,
Michael Nesmith & The First National Band, Commander Cody, The Allman Brothers,
The Marshall, TuckenBand, Poco, Buffalo Springfield, and The Eagles among many.
Even TheRolling Stones got into the act with songs like "Honky Tonk Women" which
resulted in many others recording country rock type songs including Neil Y oung and the
Grateful Dead. Subsequent to the initial blending of the two polar opposite genres, other
offspring soon resulted, including Southern rock, Heartland rock and in more recent
years, Alternative country. In the decades that followed, artists such as Juice Newton,
Alabama, Hank Williams, Jr., Keith Urban, Shania Twain, Brooks & Dunn, Faith Hill,
Garth Brooks, Dwight Y oakam, Steve Earle, Dolly Parton, Rosanne Cash and Linda
Ronstadt moved country further towards rock influence.

10. Country pop

Country pop or soft pop, with roots in both the countrypolitan sound and in soft rock, isa
subgenre that first emerged in the 1970s. Although the term first referred to country
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music songs and artists that crossed over to top 40 radios, country pop acts are now more
likely to cross over to adult contemporary. It started with pop music singers like The
Bellamy Brothers, Glen Campbell, John Denver, The Eagles, Olivia Newton-John, Marie
Osmond, B. J. Thomas and Anne Murray having hits on the Country charts. Campbell's
"Rhinestone Cowboy" was among one of the biggest crossover hitsin Country music

history.

In 1974, Newton-John, an Australian pop singer, won the "Best Female Country Vocal
Performance” as well as the Country Music Association's most coveted award for
females, "Femae Vocalist of the Year". In the same year, a group of artists, troubled by
this trend, formed the short-lived Association of Country Entertainers. The debate raged
into 1975, and reached its apex at that year's Country Music Association Awards when
reigning Entertainer of the Y ear, Charlie Rich (who himself had a seriesBf.crossover
hits), presented the award to his successor, John Denver. As hesead Denvex's name, Rich
set fire to the envel ope with a cigarette lighter. The actionfwastéken &s a protest against

the increasing pop style in country music.
11. Neocountry

In 1980, a style of "neocauntiy disco music" was popularized by the film Urban
Cowboy, which as@includedimore traditional songs such as " The Devil Went Down to
Georgia' by, the Charlie Daniels Band. A related subgenre is Texas country music. Sales
in recordstoreswocketed to $250 million in 1981; by 1984, 900 radio stations began
programming country or neocountry pop full time. Aswith most sudden trends,
however, by 1984 sales had dropped below 1979 figures.

12. Other international country music

Tom Roland, from the Country Music Association International, explains Country
Musics global popularity: In this respect, at least, Country Music listeners around the
globe have something in common with those in the United States. In Germany, for
instance, Rohrbach identifies three general groups that gravitate to the genre: people
intrigued with the American cowboy icon, middle-aged fans who seek an alternative to
harder rock music and younger listeners drawn to the pop-influenced sound that

underscores many current Country hits.
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One of the first Americansto perform country music abroad was George Hamilton V.
He was the first country musician to perform in the Soviet Union; he also toured in
Australia and the Middle East. He was deemed the "International Ambassador of
Country Music" for his contributions to the globalization of country music. Johnny Cash,
Emmylou Harris, Keith Urban, and Dwight Y oakam have also made numerous
international tours. The Country Music Association undertakes various initiatives to
promote country music internationaly. In South America, on the last weekend of
September, the yearly "San Pedro Country Music Festival" takes placesin the town of
San Pedro, Argentina. The festival features bands from different places of Argentina, as
well asinternational artist from Brazil, Uruguay, Chile, Peru and the United States.

Topic: TheUrban Folk Revival
Topic Objective:
At the end of thistopic student would be able to:

Discuss the Archivists, Collectors, and Re-issued Resordings
Discuss the Rock subsumes folk

Learnits Legacy and its Ethnicity
Definition/Over views

The topic disCusses that the American folk music revival was a phenomenon in the United
States in the 1950s to mid-1960s. Its roots went earlier, of course, since traditional folk music
has thousands of years of history, and performers like Burl Ives, Woody Guthrie, and Cisco
Houston had enjoyed alimited general popularity in decades prior to the 1950s. The revival
brought forward musical stylesthat had, in earlier times, contributed to the devel opment of

country & western, jazz, and rock and roll music.
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Key Points:

1. Overview

The folk music revival is sometimes said to have begun with Pete Seeger. The Weavers,
formed in 1947 by Seeger, had a big hit in 1949 with Lead Belly's "Goodnight, Irene".
This hit was probably one of the first glimmerings of the folk music revival.

Although carried along by a handful of artists releasing records, the folk-music scene's
development was still only as a sort of cult phenomenon in bohemian circlesin places
like New Y ork City (especialy Greenwich Village), North Beach, and in the college and
university districts of cities like Boston, Denver, Chicago and elsewhere. It was hip, but

not terribly widespread.

In the 1950s and after, acoustic folk-song performance becamesassociated with the coffee
houses, private parties, open-air concerts and sing-alongs, {andye0l | egé-campus concerts. It
blended, to some degree, with the so-called beatniK sCefie, and dedicated singers of folk
songs (as well as folk-influenced original materiak) traveled through what was called "the
coffee-house circuit" across the U.S. and.Ceanadle

The Kingston Trio, while playingwét a college club called the Cracked Pot, were
discovered by Frank Wetber, who became their manager and secured them a deal with
Capitol Recards.\Thel#first hit was a catchy rendition of an old-time folk song, "Tom
Dooley", which went gold in 1958. The following year, the group won the first Grammy
Award for Best Ethnic or Traditional Folk Recording category for the album At Large. At
one point latein 1959 , The Kingston Trio had four records at the same time among the
Top 10 selling albums according to Billboard Magazine's "Top Ten Albums* chart for the
week of December 7, 1959, arecord unmatched for nearly 40 years and noted at the time

by a cover story in Life Magazine.

The Kingston Trio's popul arity would be followed by Joan Baez, whose debut album
Joan Bagez, reached the top ten in late 1960, and remained on the Billboard charts for over
two years. Her popularity (and that of the folk revival itself) would place Baez on the
cover of Time Magazine in November 1962. However Baez, unlike the Kingston Trio,

was extremely vocal about her often left-leaning political stances; though her first few
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albums were comprised largely of traditional Child balads, she began integrating her
politics with her music, beginning in the mid-1960s, following the tradition of Seeger,

Guthrie and others.

The contemporary-songwriter and folk-music scene during these times often had a facet
of social concern. Y oung singer-songwriter Bob Dylan, playing acoustic guitar and
harmonica, had been signed and recorded for Columbia by producer John Hammond in
1961. Dylan's record enjoyed some popularity in the Greenwich Village folk-music
circuit, but he was "discovered” by an immensely larger audience when a pop-folk-music
group, Peter, Paul & Mary had a hit with his song "Blowing in the Wind". Their songs
often shared in the humanitarianism and social idealism of the Weavers, and afew of the

earlier folk-scene notables, and this and other songs by Dylan fitted the hill.

Dylans genera popularity was soon so great that record companies Begarito sign, and
distribute records for, many new, young, sometimes-scruffy € nger/songwriters Phil Ochs,
Tom Paxton, Eric von Schmidt, Buffy Sainte-Marig=Dave\VaniRonk, Judy Collins, Tom
Rush, Fred Neil, Gordon Lightfoot, Billy Ed Wieeler, John Denver, Arlo Guthrie, John
Hartford, and others, among them. Soxge of this wave had emerged from family singing

and playing traditions, and some had not:
2. Archivists, Collector§and Resissued Recordings

During these same years, the devoted and growing folk-music crowd that had devel oped
in the United States began to want and to buy records by obscure older folk musicians,
from the Southeastern hill country and from urban inner-cities. LP records made up of re-
issue collections of ethnic and regiona 78-rpm records (studio recordings) stretching back
to the 1920s and 1930s were put on sale. Also becoming available were LP-record
collections made from original folk-music field recordings originally made by
ethnomusicologists. Many smaller record labels, such as Y azoo Records, grew up to
distribute reissued older recordings and to make new recordings of the survivors among
these artists. This was how many white Americansfirst heard country blues and especially
Delta blues, that had been recorded by Mississippi folk artists 30 or 40 years before.

Artists like the Carter Family, Robert Johnson, Blind Lemon Jefferson, Clarence Ashley,
Buell Kazee, Uncle Dave Macon, Mississippi John Hurt, and the Stanley Brothers, as well
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as Jimmie Rodgers, the Reverend Gary Davis, Bill Monroe, Lester Flatt and Earl Scruggs,
and Merle Travis came to have something more than aregional or ethnic reputation. The
revival turned up atremendous wealth and diversity of music and put it out through radio

shows and record stores.

Living representatives of some of the varied regiona and ethnic traditions, including
younger performers like Southern-tradition singer Jean Ritchie, enjoyed popularity

through enthusiasts' widening discovery of thismusic.
3. Rock subsumesfolk

After the darling of the young enthusiasts, Bob Dylan, began to record with arocking
rhythm section and electric instruments in 1965 (see Electric Dylan controvetsy), many
other still-young folk artists followed suit. Meanwhile, bands like The L ow ri~&poonful
and the Byrds, whose individual members often had a backgr@dnd in the folk-revival
coffee-house scene, were getting recording contracts with fplk=tingetd music played with a
rock-band line-up. Before long, the public appetité forthewiore acoustic music of the folk

revival began to wane.

"Crossover” hits ("folk songs" that becamerock-musi c-scene staples) happened now and
again. One well-known examplé.is the song "Hey Joe", copyrighted by folk artist Billy
Roberts, and rec@rded by tack singer/guitarist Jimi Hendrix just as he was about to burst
into stardem N'4967. The anthem "Woodstock" was written and first sung and
accompanied &n keyboard by Joni Mitchell while her records were still nearly entirely
acoustic, and while she was labeled a"folk singer” receiving big airplay when Crosby,

Stills, Nash & Y oung recorded a groovy folk-rock version.
4. Legacy

By the late 1960s, the scene had returned to being more of alower-key, aficionado
phenomenon, although sizable annual acoustic-music festivals were established in many
parts of North America during this period. The acoustic music coffee-house scene
survived at areduced scale. Through the luminary young singer-songwriters of the 1960s,
the American folk-music revival has influenced songwriting and musical styles throughout

the world.
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5. Ethnicity

Although singers such as the Weavers and Joan Baez occasionally included Spanish-
language material in their repertoires, the folk-music revival in North America (asit
existed in the coffee houses, concert halls, and radio and TV) was overwhelmingly an
English-language phenomenon. In that sense, it bypassed alot of ethnic folk traditionsto
be found in North America (e.g., Italian, French, Portuguese, German, Jewish-American,
Polish, Russian) except in asmall proportion of instances where songs lyrics had been
trandated into English.

In Section 4 of this course you will cover these topics:
"Rock N Roll

" Soul, Motown, And Funk
' Salsa, Reggae, And Caribbean Latino Music

Topic: Rock N Roll
Topic Objective:
At the end of this topic studentwoul dbe able to:

Discuss the Origins of thestyle
Learn the Origins of‘the phrase
Discuss the Early rock and roll records

Discuss the Teen Rock culture
Definition/Over view:

The Topic Discusses that Rock and roll (also known asrock n roll) isaform of music that
evolved in the United States in the late 1940s and early 1950s. Its roots lay mainly in rhythm
and blues, country, folk, gospel, and jazz. The style quickly spread to the rest of the world
and developed further, leading ultimately to modern rock music.

The term "rock and roll" now covers at least two different meanings, both in common usage.
The American Heritage Dictionary and the Merriam-Webster Dictionary both define rock and
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roll as synonymous with rock music. Conversely, Allwords.com defines the term to refer
specifically to the music of the 1950s. For the purpose of differentiation, this article uses the

|atter definition, while the broader musical genreis discussed in the rock music article.

Classic rock and roll is usualy played with one or two electric guitars (one lead, one rhythm),
astring bass or (after the mid-1950s) an electric bass guitar, and a drum kit. In the earliest
rock and roll styles of the late 1940s and early 1950s, either the piano or saxophone was often
the lead instrument, but these were generallyreplaced or supplemented by guitar in the middle
to late 1950s. The beat is essentialy a boogie woogie blues rhythm with an accentuated
backbeat, the latter amost always provided by a snare drum.

The massive popularity and eventual worldwide view of rock and roll gave it a unique socia
impact. Far beyond simply amusical style, rock and roll, as seen in movies and iy the new
medium of television, influenced lifestyles, fashion, attitudes, and language. [{werit on to
spawn various sub-genres, often without the initially charactetistic backbeat, that are now

more commonly called simply "rock music" or "rock”,
Key Points:
1. Origins of the style

The immediate origing &f rock and roll liein the late 1940s and early 1950s through a
mixing togetfier af various popular musical genres of the time. These included blues,
country musi¢, R& B, folk music, and gospel music. However, elements of rock and roll
can be heard in many "hillbilly" and "race" music records of the 1920s and 1930s. Often
music was usually relegated to "race music" outlets (music industry code for rhythm and
blues stations) and was rarely heard by mainstream white audiences. A few black rhythm
and blues musicians, notably Louis Jordan, the Mills Brothers, and The Ink Spots,
achieved crossover success; in some cases (such as Jordan's "Choo Choo Ch'Boogi€e™) this
success was achieved with songs written by white songwriters. The Western swing genre
in the 1930s, generally played by white musicians, aso shared similarities with rock and
roll, and in turn directly influenced rockabilly and rock and roll, as can be heard, for

example, on Elvis Presley's " Jailhouse Rock™ (1957).
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Going back even further, rock and roll can trace one lineage to the old Five Points,
Manhattan district of mid-19th century New Y ork City, the scene of the first fusion of
heavily rhythmic African shuffles and sand dances with melody-driven European genres,

particularly the Irish jig .

In the 1956 film Rock, Rock, Rock, Alan Freed, as himself, tells the audience that "Rock
and roll isariver of music that has absorbed many streams: rhythm and blues, jazz, rag

time, cowboy songs, country songs, folk songs. All have contributed to the big beat.”

The following is atable underlining some (but not al) of the main influences on Rock

and roll. What should be noted is that prior to rock and roll, music was categorized based
on race, nationality, location, style, instrumentation, vocal techniques, and even religion.
However, with the immense popularity and commercia success of ElvigPresiey in 1956,
Rock and roll became cornerstone of the music industry in America. o more was music
defined and categorized as it had been. Rather, it became inclusive of aimost every genre

of music that had gained a certain amount of popul akiby,
2. Origins of the phrase

In 1951, Cleveland, Ohio discfaeckey Alari Freed began playing rhythm and blues and
country music for a multisraCialaudience. Freed is credited with first using the phrase
"rock and roll" t& describethe music he played. However, the term had already been
introduced to\USaudiences, particularly in the lyrics of many rhythm and blues records.
Three differeft songs with the title "Rock And Roll" were recorded in the late 1940s; one
by Paul Bascomb in 1947, another by Wild Bill Moore in 1948, and yet another by Doles
Dickensin 1949, and the phrase was in constant use in the lyrics of R& B songs of the
time. One such record where the phrase was repeated throughout the song was "Rock And
Roll Blues," recorded in 1949 by Erline "Rock And Roll" Harris. The phrase was aso
included in advertisements for the film Wabash Avenue, starring Betty Grable and Victor
Mature. An ad for the movie that ran April 12, 1950 billed Ms. Grable as"...the first lady
of rock and roll" and Wabash Avenue as"...the roaring street she rocked to fame".

Before then, the phrase "rocking and rolling”, as secular black slang for dancing or sex,
appeared on record for the first timein 1922 on Trixie Smith's "My Man Rocks Me With
One Steady Roll". Even earlier, in 1916, the term "rocking and rolling" was used with a
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religious connotation, on the phonograph record "The Camp Meeting Jubilee” by an
unnamed male "quartette”. The word "rock™ had a long history in the English language as
ametaphor for "to shake up, to disturb or to incite". In 1937, Chick Webb and Ella
Fitzgerald recorded "Rock It for Me," which included the lyric, "So won't you satisfy my
soul with the rock and roll.” "Rocking" was aterm used by black gospel singersin the
American South to mean something akin to spiritual rapture. By the 1940s, however, the
term was used as a double entendre, ostensibly referring to dancing, but with the
subtextual meaning of sex, asin Roy Brown's "Good Rocking Tonight." The verb "roll"
was a medieval metaphor which meant "having sex". Writers for hundreds of years have
used the phrases "They had aroll in the hay" or "I rolled her in the clover” . Theterms
were often used together ("rocking and rolling") to describe the motion of a ship at sea,
for example as used in 1934 by the Boswell Sistersin their song "Rock and Roll" , which
was featured in the 1934 film "Transatlantic Merry-Go-Round", anddn Buddy.Jones
"Rockin' Rollin' Mama' (1939). Country singer Tommy Scott#as refefring to the motion
of arailroad train in the 1951 "Rockin and Rollin™. .

An dternative claim is that the origins of "racking,and4olling" can be traced back to steel
driving men working on the railroads ) thesReeefstruction South. These men would sing
hammer songs to keep the paceof their hafnmer swings. At the end of each linein asong,
the men would swing.thelr hamimers down to drill a hole into the rock. The shakers the
men who held thie $teel spikes that the hammer men drilled would "rock™ the spike back

and forthto clearrock or "roll”, twisting the spike to improve the "bite" of the drill.
3. Early rock and roll records

There is much debate as to what should be considered the first rock & roll record. One
leading contender is "Rocket 88" by Jackie Brenston and his Delta Cats (in fact, Ike
Turner and his band The Kings of Rhythm), recorded by Sam Phillips for Sun Recordsin
1951. Four years later, Bill Haley's "Rock Around the Clock” (1955) became the first
rock and roll song to top Billboard magazine's main sales and airplay charts, and opened
the door worldwide for this new wave of popular culture. Rolling Stone magazine argued
in 2004 that "That's All Right (Mama)" (1954), Elvis Presley'sfirst single for Sun
Records in Memphis, was the first rock and roll record . But, at the same time, Big Joe
Turner's "Shake, Rattle & Roll", later covered by Haley, was already at the top of the
Billboard R& B charts.
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Turner was one of many forerunners. His 1939 recording, "Roll 'Em Pete", is close to '50s
rock and roll. Sister Rosetta Tharpe was al so recording shouting, stomping music in the
1930s and 1940s that in some ways contained major elements of mid-1950s rock and roll.
She scored hits on the pop charts as far back as 1938 with her gospel songs, such as"This
Train" and "Rock Me", and in the 1940s with " Strange Things Happenin' Every Day",
"Up Above My Head", and "Down by the Riverside." . Other significant records of the
1940s and early 1950s included Roy Brown's " Good Rocking Tonight" and Hank
Williams "Move It On Over" and Amos Milburn's " Chicken Shack Boogie" (all 1947);
Jimmy Preston’'s "Rock the Joint" and Fats Domino's "The Fat Man" and Big Joe Turner's
"000-Ouch-Stop" (all 1949); and Les Paul and Mary Ford's "How High the Moon"
(1951).

Both rock and roll and boogie woogie have four beats (usually broken d@w into eight
eighth-notes/quavers) to abar, and follow twelve-bar blues chard progression. Rock and
roll however has a greater emphasis on the backbeat than Boogi€ woogie. Little Richard
combined boogie-woogie piano with a heavy backieat and over-the-top, shouted, gospel-
influenced vocals that the Rock and Roll Hall of Famesays "blew the lid off the '50s."
However, others before Little Richard Wweresgomisining these e ements, including
Esquerita, Cecil Gant, Amos Nhilburn, Piafio Red, and Harry Gibson. Little Richard's wild
style, with shouts and,"wgo Woes, “had itself been used by female gospel singers,
including the 19408, Marton Williams. Roy Brown did a Little Richard style

"yaaaaaaww\ [eng before Richard in "Ain't No Rockin no More."

Bo Diddley's 1955 hit "Bo Diddley" backed with "I'm A Man" introduced a new,
pounding beat, and unique guitar playing that inspired many artists. Other artists with
early rock and roll hits were Chuck Berry and Little Richard, as well as many voca doo-
wop groups. According to the Rock and Roll Hall of Fame's website, "While no
individual can be said to have invented rock and roll, Chuck Berry comes the closest of
any single figure to being the one who put all the essential pieces together.” Within the
decade crooners such as Eddie Fisher, Perry Como, and Patti Page, who had dominated
the previous decade of popular music, found their access to the pop charts significantly
curtailed.
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4. Rockabilly

"Rockabilly" usually (but not exclusively) refersto the type of rock and roll music which
was played and recorded in the mid 1950s by white singers such as Elvis Presley, Carl
Perkins and Jerry Lee Lewis, who drew mainly on the Country roots of the music. Many
other popular rock and roll singers of the time, such as Fats Domino, Chuck Berry and
Little Richard, came out of the black rhythm and blues tradition, making the music

attractive to white audiences, and are not usually classed as "rockabilly".

In July 1954, Elvis Presley recorded the regional hit "That's All Right (Mama)" at Sam
Phillips’ Sun studios in Memphis. Two months earlier in May 1954, Bill Haley& His
Comets recorded "Rock Around the Clock™. Although only aminor hit when first
released, when used in the opening sequence of the movie Blackboard Jungle, a year

later, it realy set the rock and roll boom in motion. The song becamepneef the biggest
hitsin history, and frenzied teens flocked to see Haley and the Cemets perform it, causing
riotsin some cities. "Rock Around the Clock™ was adrgakthroughi for both the group and
for al of rock and roll music. If everything thél Carmie before laid the groundwork,

"Clock" introduced the music to a glokd audience ‘
5. Cover versions

Many of the earliestwhiterock and roll hits were covers or partial re-writes of earlier
rhythm and blues or blues songs. Through the late 1940s and early 1950s, R& B music
had been gainng a stronger beat and a wilder style, with artists such as Fats Domino and
Johnny Otis speeding up the tempos and increasing the backbeat to great popularity on
the juke joint circuit. Before the efforts of Freed and others, black music was taboo on
many white-owned radio outlets. However, savvy artists and producers quickly
recognized the potential of rock, and raced to cash in with white versions of this black
music. White musicians also fell in love with the music and played it everywhere they
could. This, however, is somewhat unfair and alot of the early rock hits were country
based songs too. Many of Presley's early hits were covers, like "That's All Right” (a
countryfied arrangement of a blues number, its flip side Blue Moon of Kentucky was also
successful), "Baby, Let's Play House", "Lawdy Miss Clawdy" and "Hound Dog".
"Heartbreak Hotel", the song that brought Presley to a worldwide audience (and hisfirst

ever release that was not a cover) was composed by country writers.
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Covering was customary in the music industry at the time; it was made particularly easy
by the compulsory license provision of United States copyright law (still in effect ). One
of the first successful rock and roll covers was Wynonie Harris's transformation of Roy
Brown's "Good Rocking Tonight" from ajump blues to a showy rocker. The most notable
trend, however, was white pop covers of black R& B numbers. Exceptions to thisrule
included Wynonie Harris covering the Louis Primarocker "Oh Babe" in 1950, and Amos
Milburn covering what may have been the first white rock and roll record, Hardrock
Gunter's "Birmingham Bounce," in 1949.

Black performers saw their songs recorded by white performers, an important step in the
dissemination of the music, but often at the cost of feeling and authenticity (not to
mention revenue). Most famously, Pat Boone recorded sanitized versions of Little
Richard songs, though Boone found "Long Tall Sally" so intense that héseuldn't cover it.
Later, as those songs became popular, the original artists' recordings receivied radio play
aswedll. Little Richard once called Pat Boone from the audienge’and ifitroduced him as

"the man who made me amillionaire."

The cover versions were not necessarily strai ghtforWard imitations. For example, Bill
Haley's incompletely bowdlerized coveref#Shake, Rattle and Roll" transformed Big Joe
Turner's humorous and racyatale of adult love into an energetic teen dance number, while
Georgia Gibbs replacedhE(ta James's tough, sarcastic vocal in "Roll With Me, Henry"
(covered as "Barice With Me, Henry") with a perkier vocal more appropriate for an
audience unfamiliar with the song to which James's song was an answer, Hank Ballard's
"Work With Me, Annie."

Blues would continue to inspire rock performers for decades. Delta blues artists such as
Robert Johnson and Skip James also proved to be important inspirations for British blues-
rockers such as The Yardbirds, Cream, and Led Zeppelin. The reverse, black artists
making hits with covers of songs by white songwriters, although less common, did occur.
Amos Milburn got a hit with Don Raye's "Down the Road a Piece," Maurice Rocco
covered Raye's "Beat Me Daddy Eight To The Bar,", Chuck Berry'sfirst hit single
Maybellene was a rewritten version of Bob Wills' Ida Red, and Wynonie Harris covered
"Don't Roll Y our Bloodshot Eyes At Me" by Hank Penny and "Oh, Babe" by Louis
Prima, for the R& B market.
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6. Cultural impact

Alan Freed is credited with first using the phrase "rock and roll" to describe a mix of both
"black™ and "white" music played for amulti-racial audience. While working as adisc
jockey at radio station WJW in Cleveland, he also organized the first rock and roll
concert, called "The Moondog Coronation Ball" on March 21, 1952. The event proved a
huge drawing card the first event had to be ended early due to overcrowding. Thereafter,
Freed organized many rock and roll shows attended by both whites and blacks, further

helping to introduce African-American musical stylesto awider audience.

Rock and roll appeared at atime when racia tensionsin the United States were coming to
the surface. African Americans were protesting segregation of schools and public
facilities. The "separate but equal” doctrine was nominally overturned by, the'Supreme
Court in 1954, and the difficult task of enforcing this new doctrine lay, ahead. This new
musical form combining elements of white and black music fnevitably provoked strong

reactions.

After "The Moondog Coronation Ball", the reedrd ifdlstry soon understood that there
was awhite market for black music thatiivas beyond the stylistic boundaries of rhythm
and blues. Even the consideralleprejudice and racial barriers could do nothing against
market forces. Rock and roll wes an overnight success in the U.S., making ripples across

the Atlantic,@ana perhaps culminating in 1964 with the British Invasion.

The social effects of rock and roll were worldwide and massive. Far beyond ssmply a
musical style, rock and roll influenced lifestyles, fashion, attitudes, and language. In
addition, rock and roll may have helped the cause of the civil rights movement because
both African American teens and white American teens enjoyed the music. It also birthed
many other rock influenced styles. Progressive, alternative, punk, and heavy metal are

just afew of the genres that sprang forth in the wake of Rock and Roll.
7. Teen culture

A teen idol was arecording artist who attracted a very large following of (mostly) female
teenagers because of their good looks and "sex appea™ as much astheir musical qualities.

A good example is Frank Sinatrain the 1940s, although a case can be made for Rudy
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Vallee even earlier. With the birth of rock and roll, Elvis Presley became one of the
greatest teen idols of all time. His success led promoters to the deliberate creation of new
"rock and roll" idols, such as Frankie Avalon and Ricky Nelson. Other musicians of the
time also achieved mass popul arity.

Teen idols of the rock and roll years were followed by many other artists with massive
appeal to ateenaged audience, including The Beatles and The Monkees. Teen idols were
not only known for their catchy pop music, but good looks also played alarge part in their
successes. It was because of thisthat certain fan magazines, geared to the fans of teen
idols (16 Magazine, Tiger Bedt, etc.), were created. These monthly magazinestypicaly
featured a popular teen idol on the cover, as well as pin-up photographs, a Q& A, and a
list of each idol's "faves" (i.e. favorite color, favorite vegetable, favorite hair color, etc.).
Teen idols aso influenced toys, Saturday morning cartoons and other pr@elucts, At the
height of each teen idol's popularity, it was not uncommon to see Beatle wigs, Davy

Jones "love beads" or Herman's Hermits lunchboxes for séle:

8. Military

During the Vietnam war, the term¢"Rock{and Roll" referred to firing an automatic weapon
(usually the M-16 assault rifle).on full dautomatic while held at the hip like a guitar. They
often used the term "Let's Rock'and Roll".

9. Dance styles

From its early-1950s inception through the early 1960s, rock and roll music spawned new
dance crazes. Teenagers found the irregular rhythm of the backbeat especialy suited to
reviving the jitterbug dancing of the big-band era. "Sock-hops," gym dances, and home
basement dance parties became the rage, and American teens watched Dick Clark’s
American Bandstand to keep up on the latest dance and fashion styles. From the mid-
1960s on, as "rock and roll" yielded gradually to "rock," later dance genres followed,
starting with the twist, and leading up to funk, disco, house and techno.

10. British rock and roll

The trad jazz movement brought blues artists to Britain, and in 1955 Lonnie Donegan's

version of "Rock Island Line" began skiffle music which inspired many young people to
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have a go. These included John Lennon and Paul McCartney, whose group The
Quarrymen, formed in March 1957, would gradually change and develop into The
Beatles. These developments primed the United Kingdom to respond creatively to
American rock and roll, which had an impact across the globe. In Britain, skiffle groups,
record collecting and trend-watching were in full bloom among the youth culture prior to
the rock era, and colour barriers were less of an issue with the idea of separate "race
records" seeming almost unimaginable. Countless British youths listened to R& B and
rock pioneers and began forming their own bands. Britain quickly became a new center of

rock and roll.

In 1958 three British teenagers became Cliff Richard and the Drifters (later renamed Cliff
Richard and the Shadows). The group recorded a hit, "Move It", marking not only what is
held to be the very first true British rock and roll single, but also the begitming,of a
different sound British rock. Richard and his band introduced tesBritaih many important

changes, such as using a"lead guitarist" (Hank Marvin) anfid ag/€ ectrit bass.

The British scene developed, with others inclding=Tonmimy Steele, Adam Faith and Billy
Fury vying to emulate the stars from thé U.S. Some touri ng acts attracted particular
popularity in Britain, an example heing Gepé Vincent. Thisinspired many British teensto
buy records more than ever*and follow the music scene, thus laying the groundwork for

Beatlemania

At the startor the 1960s, instrumental dance music was very popular in the UK. Hits such
as "Apache" by The Shadows and "Telstar" by The Tornados (produced by Joe Meek),

form a British branch of instrumental music.

At the same time, in the late 1950s and early 1960s, R& B fans such as Alexis Korner
promoted authentic American blues music directly in London clubs, and elsewhere, at a
time when this music was declining in popularity back in the USA. Thisled directly to
the formation of such groups as The Rolling Stones and The Yardbirdsin London, The
Animalsin Newcastle, and Them in Belfast. In the USA, such groups became known as

part of the British Invasion.
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Topic: Soul, Motown, And Funk

Topic Objective:
At the end of thistopic student would be able to:

Discuss the Origins of Soul, Motown, and Funk
Learn about the history of Soul, Motown, and Funk

Learn about the different genres within Soul and Funk Music
Definition/Over view:

The topic discusses that Soul music isamusic genre originating in the United States
combining elements of gospel music and rhythm and blues. According to the Rack and Roll
Hall of Fame, soul is"music that arose out of the black experience in America through the
transmutation of gospel and rhythm & bluesinto aform of funkyySecular testifying." The
genre occasionally usesimprovisational additions, twirls and auxifiary“Sounds. Catchy
rhythms, stressed by handclaps and plastic body mayes, are animportant feature. Other
characteristics are a call and response between, thie'sol gist"and the chorus, and an especialy

tense vocal sound.

Funk is an American musical style that originated in the mid to late 1960s when African
American musiciang biended'soul music, soul jazz and R& B into a rhythmic, danceable new
form of musie, Funk " de-emphasizes melody and harmony and brings a strong rhythmic
groove of electricbass and drums' to the foreground. Unlike R& B and Soul songs, which had

many chord changes, funk songs are often based on an extended vamp on a single chord.

Like much of African-inspired music, funk typically consists of a complex groove with
rhythm instruments such as electric guitar, electric bass, Hammond organ, and drums playing
interlocking rhythms. Funk bands also usually have a horn section of several saxophones,

trumpets, and in some cases, atrombone, which plays rhythmic "hits".

Influential African American funk performersinclude James Brown, Sly and the Family
Stone, George Clinton and Parliament-Funkadelic, Curtis Mayfield, The Meters, The Funk
Brothers, Bootsy Collins, and Prince. Notable 1970s funk bands included Rufus feat. Chaka
Khan, Earth, Wind & Fire, Eric Burdon & War, Tower of Power, Average White Band, The
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Ohio Players, The Commodores, Kool & the Gang and Cameo, though many of these most
famous bands in the genre also played disco and soul extensively. Funk music was a major
influence on the development of 1970s disco music, and funk samples were present in most
styles of house music and early hip hop music. It is aso the main influence of go-go. Funk

also hasleft its mark on new wave, and its pulse is evident in post punk as well.
Key Points:
1. Origins

Soul music hasits roots in gospel music and rhythm and blues. The hard gospel vocal

guartets of the 1940s and 1950s were big influences on major soul singers of the 1960s.

Ray Charlesis often cited as inventing the soul genre with his string of Rits.starting with
1954's "1 Got A Woman". Charles was open in acknowledgingthe influence of Pilgrim
Travelers vocalist Jesse Whitaker on his singing style. AndtherView Fasit that a decade
would transpire until Solomon Burke's early recordingsterAtlantic Records codified the
soul style; hisearly 1960s songs "Cry to Met, "Just Out of Reach" and "Down in the
Valley" are considered classics of the geprenlittie Richard, Fats Domino and James
Brown originally called themsglyes rock and roll performers. However, as rock music
moved away from itsR&B roats in‘the 1960s, Brown claimed that he had always really
been an R& B singex, Litthé Richard proclaimed himself the "king of rockin' and rollin',
rhythm and blues soulin™, because his music embodied elements of all three, and because

heinspired artists in al three genres.

Aretha Franklin's 1967 recordings, such as"l Never Loved aMan (The Way | Love
You)", "Respect” (originally sung by Otis Redding), and "Do Right Woman-Do Right
Man", are considered the apogee of the soul genre, and were among its most
commercialy successful productions. In the late 1960s, Stax artists such as Eddie Floyd
and Johnnie Taylor made significant contributions to soul music. Howard Tate's
recordings in the late 1960s for Verve Records, and later for Atlantic (produced by Jerry
Ragovoy) are another notable body of work in the soul genre. By 1968, the soul music
movement had begun to splinter, as artists such as James Brown and Sly & the Family

Stone began to incorporate new stylesinto their music.
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2.1970s

Later examples of soul music include recordings by The Staple Singers (such as I'll Take
You There), and Al Green's 1970s recordings, done at Willie Mitchell's Royal Recording
in Memphis. Mitchell's Hi Records continued the Stax tradition in that decade, releasing
many hits by Green, Ann Peebles, Otis Clay, O.V. Wright and Syl Johnson. Bobby
Womack, who recorded with Chips Moman in the late 1960s, continued to produce soul
recordings in the 1970s and 1980s.

In Detroit, producer Don Davis worked with Stax artists such as Johnnie Taylor and The
Dramatics. Early 1970s recordings by The Detroit Emeralds, such as Do Me Right, area
link between soul and the later disco style. Motown Records artists such as Marvin Gaye
and Smokey Robinson contributed to the evolution of soul music, although their
recordings were considered more in a pop music vein than those of Reddiig, Franklin and
Carr. Although stylistically different from classic soul musi G, regerdings by Chicago-

based artists are often considered part of the genre,

By the early 1970s, soul music had beensinfl tericed¥ay psychedelic rock and other genres.
The social and political ferment of, the tifnesinspired artists like Gaye and Curtis
Mayfield to release album-length,staterfients with hard-hitting social commentary. Artists
like James Brown led soul toweards funk music, which became typified by 1970s bands
like Parliament-FunkadeliCc and The Meters. More versatile groups like War, the
Commaodores anel Earth, Wind and Fire became popular around thistime. During the
1970s, some slick and commercial blue-eyed soul acts like Philadelphia's Hall & Oates
and Oakland's Tower of Power achieved mainstream success, as did a new generation of
street-corner harmony or city-soul groups like The Delfonics and Howard University's
Unifics. By the end of the 1970s, disco and funk were dominating the charts. Philly soul
and most other soul genres were dominated by disco-inflected tracks. During this period,

groups like The O'Jays and The Spinners continued to turn out hits.
3. 1980s and later

The emergence of hip hop culture in the late 1970s greatly influenced the soul music that
followed in the 1980s. Afrika Bambaata & The Soulsonic Force had hits with anew
electronic sound, with songs such as "Planet Rock™" and "Looking For The Perfect Beat".
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Soul music-makers realised they would have to make their beats bigger, and also find a
way of fusing soul with drum machines and synthesizers. Production teams like James
‘Jimmy Jam' Lewis and Terry Harris (former members of The Time), L.A. Reid and
Babyface created a harder but also lusher almost epic soul sound, providing endless hits
for Janet Jackson, TLC, Alexander O'Neal, The SOS Band and Bobby Brown.

Writer and producer Teddy Riley and others created new jack swing (also known as
swingbeat), which fused soul and hip hop. Riley's sound consisted of hip hop beats,

gospel and jazz melodies, and araw and sparse sound.

After the decline of disco and funk in the early 1980s, soul music became influenced by
electro music and funk. It became less raw and more slickly produced, resulting in astyle
known as contemporary R& B, which sounded very different from the original, rhythm and

blues style.

In mid 1980s Chicago, house music was heavily influenced by:.soul; funk and disco. This
was mainly made using synthesizers and other_eléctronic &quipment. House and techno
rose to mainstream popularity in the late-£980sandrefnained popular in the 1990s and
2000s. Also starting in the 1980s,soul iiusic from the United Kingdom become popular

worldwide.

The United Statés Saw thetlevelopment of neo-soul around 1994. Mainstream record
label marketingsipport for soul genres cooled in the 2000s due to the industry's re-focus

on hip hop.

4. New Orleans soul

The New Orleans soul scene directly came out of the rhythm and blues era, when such
artists as Little Richard, Fats Domino, and Huey Piano Smith made a huge impact on the
pop and R& B charts and a huge directly influence for the birth of the Funk music . The
principal architect of Crescent Citys soul was songwriter, arranger, and producer Allen
Toussaint. He worked with such artists as Irma Thomas (the Soul Queen of New
Orleans), Jessie Hill, Kris Kenner, Benny Spellman, and Ernie K. Doe on the
Minit/Instant label complex to produced a distinctive New Orleans soul sound generating
apassal of national hits. Other notable New Orleans hits came from Robert Parker, Betty
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Harris, and Aaron Neville. While record labels in New Orleans largely disappeared by the
mid-1960s, producersin the city continued to record New Orleans soul artists for other
mainly New York and Los Angeles record label snotably Lee Dorsey for New Y ork-based
Amy Records and the Meters for New Y ork-based Josie and then LA-based Reprise.

5. Chicago soul

Chicago soul generally had alight gospel -influenced sound, but the large number of
record labels based in the city tended to produce a more diverse sound than other cities.
Vee Jay Records, which lasted until 1966, produced recordings by Jerry Butler, Betty
Everett, Dee Clark, and Gene Chandler. Chess Records, mainly a blues and rock and roll
label, produced a number of major soul artists. Mayfield not only scored many hits with
his group, the The Impressions, but wrote many hit songs for Chicago artists'and

produced hits on his own labels for The Fascinations and the Five Stairsteps.
6. Philadelphia soul

Based primarily in the Philadel phia Internati@nalecora label, Philadelphia soul (AKA
Philly Soul) had alush orchestral sound ariddee=op-inspired vocals. Thom Bell, and
Kenneth Gamble & Leon Huff\are considéred the founders of Philadel phia soul.

7. Psychedelic soul

Psychedelig sbulwas a blend of psychedelic rock and soul music in the late 1960s, which

paved the way for the mainstream emergence of funk music afew years later.
8. Blue-eyed soul

Blue-eyed soul isaterm used to describe R& B or soul music performed by white artists.
The term doesn't refer to a distinct style of music, and the meaning of blue-eyed soul has
evolved over decades. Originaly the term was associated with mid-1960s white artists
who performed soul and R& B that was similar to the music released by Motown Records
and Stax Records. The term continued to be used in the 1970s and 1980s, particularly by
the British mediato describe a new generation of singers who adopted elements of the
Stax and Motown sounds. To alesser extent, the term has been applied to singersin other

music genres that are influenced by soul music.
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9. Neo soul

The term neo soul is a marketing phrase coined by producer and record label executive
Kedar Massenburg to describe amusical blend of 1970s soul-style vocals and
instrumentation with contemporary R& B sounds, hip hop beats and poetic interludes. The
style was developed in the early to mid 1990s. A key element in neo soul is a heavy dose
of Fender Rhodes or Wurlitzer electric piano pads over amellow, grooving interplay
between the drums (usually with arim shot snare sound) and a muted, deep funky bass.

The Fender Rhodes piano sound gives the music awarm, organic character.
10. Northern soul and modern soul

The phrase northern soul was coined by journalist Dave Godin and populariged in 1970
through his column in Blues and Soul magazine. The term refers to rare Sputviusic that
was played by DJs at nightclubs in northern England. The playiists originally consisted of
obscure 1960s and early 1970s American soul recordings withian sptempo beat, such as
those on Motown Records and more obscure | ghels sueh a8 Okeh Records. Modern soul
devel oped when northern soul DJs beganastookifig ikrécord shops in the United States and
United Kingdom for music that was moke complex and contemporary. What emerged was

aricher sound that was mate agvaniced tn terms of Hi-Fi and FM radio technology.
11. Nu-Jazz and s@uliful ‘el eetronica

Many artistSih various genres of electronic music (such as house, drum n bass, UK
garage, and downtempo) are heavily influenced by soul, and have produced many soul-
inspired compositions.

Topic: Salsa, Reggae, And Caribbean Latino Music
Topic Objective:
At the end of thistopic student would be able to:

Learn about the origins of Salsa, Reggae, and Caribbean Latino Music
Discuss the characteristics of Salsa, Reggae, and Caribbean Latino Music
Learn about the Songs and instrumentation
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Definition/Over view:

The topic discusses that Salsa music is adiverse and predominantly Latin American
Caribbean genre that is popular across Latin America and among L atinos abroad that was
brought to international fame by Puerto Rican musicians. Salsaincorporates multiple styles
and variations; the term can be used to describe most any form of popular Cuban-derived
genre, such as chachach and Son. Most specifically, however, sasarefersto a particular style
developed in the 1960s and '70s by Cuban and Puerto Rican immigrants to the New Y ork
City area, and stylistic descendants like 1980s salsa romantica. The style is now practiced
throughout Latin America, and abroad. Salsa's closest relatives are Cuban mambo and the son
orchestras of the early 20th century, aswell as Latin jazz. The terms Latin jazz and salsa are
sometimes used interchangeably; many musicians are considered a part of either, or both,

fields, especially performers from prior to the 1970s.

Salsaisessentially Cuban in stylistic origin. , though it is also.afybrid of Puerto Rican and
other Latin styles mixed with pop, jazz, rock, and R& B«=Salsa s thegrimary music played at
Latin dance clubs and is the "essential pulse of Lgtir masich, according to Ed Morales, while
music author Peter Manuel called it the "m@st popul ar dance (music) among Puerto Rican
and Cuban communities, (and in) Ceniral ang Séuth America’, and "one of the most dynamic
and significant pan-American musicahbhenomena of the 1970s and 1980s". Modern salsa

remains a dance-oriented geare and is closely associated with a style of salsadancing.
Reggae isaniusi¢ genre first developed in Jamaicain the late 1960s.

While sometimes used in a broader sense to refer to most types of Jamaican music, the term
reggae more properly denotes a particular music style that originated following on the
development of ska and rock steady. Reggae is based on arhythmic style characterized by
regular beats on the off-beat, known as the skank. Reggae is normally slower than ska, and
usually has accents on the first and third beat in each bar. Reggae song lyrics deal with many
subjects, including religion, love, sexuality, peace, relationships, poverty, injustice and other

socia and political issues.
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Key Points:
1. Theword salsa

Salsa means sauce in the Spanish language, and carries connotations of the spiciness
common in Latin and Caribbean cuisine. More recently, salsa acquired a musical meaning
in both English and Spanish. In this sense salsa has been described as aword with "vivid
associations but no absolute definitions, a tag that encompasses a rainbow assortment of
Latin rhythms and styles, taking on a different hue wherever you stand in the Spanish-
speaking world". The precise scope of salsais highly debatable. Cuban immigrantsin
New Y ork have used the term analogously to swing or soul, which refer to aquality of
emotionally and culturally genuine music in the African American community. In this
usage salsa connotes afrenzied, "hot" and wild musical experience that draw$§ upon or

reflects elements of Latin culture, regardless of the specific style.

Various music writers and historians have traced the use of salsa tetifferent periods of
the 20th century. World music author Sue Stewar@ has«¢claiined that salsa was originally
used in music as a "cry of appreciation ferna particuterly piquant or flashy solo". She cites
the first use in this manner to aVenezuefan radio DJ named Phidias Danilo Escalona;
Max Salazar traced the word bagk (o the early 1930s, when Ignacio Pieiro composed
"chale Salsita’, a dante sang protesting tastel ess food. Though Salazar describes this song
asthe originof salsawieaning "danceable Latin music”, Ed Morales has described the
usage in the saniesong as a cry from Pieiro to his band, telling them to increase the tempo
to "put the dancersinto high gear". Morales claimsthat later in the 1930s, vocalist Beny
Mor would shout salsa during a performance "to acknowledge a musical moment's heat,
to express akind of cultural nationalist sloganeering [and to celebrate the] 'hotness or
'spiciness of Latin American cultures’.

Some people object to the term salsa on the basis that it is vague or misleading; for
example, the style of musicians such as Tito Puente evolved several decades before salsa
was arecognized genre, leading Puente to once claim that "the only salsal know comes
in abottle. | play Cuban music". Because salsa can refer to numerous styles of music,
some observers perceive the word as a marketing term designed to superficially

categorize music in away that appeals to non-aficionados. For atime the Cuban state

www.bsscommunitycollege.in  www.bssnewgeneration.in www.bsslifeskillscollege.in



www.onlineeducation.bhar atsevaksamaj .net www.bssskillmission.in 100

media officialy claimed that the term salsa music was a euphemism for authentic Cuban

music stolen by American imperialists, though the media has since abandoned this theory.

Some doubt that the term sal sa has any precise and unambiguous meaning. Peter Manuel
describes salsa as "at once (both) a modern marketing concept and the cultural voice of a
new generation”, representative of a"crystallization of a Latino identity in New York in
the early 1960s". Manuel also recognizes the commercia and cultural dichotomy to salsa,
noting that the term’s broad use for many styles of Latin pop music has served the
development of "pan-Latin solidarity”, while also noting that the "recycling of Cuban
music under an artificial, obscurantist label is but one more example of North American
exploitation and commodification of third world primary products; for Latinos, salsa
bridges the gap between "tradition and modernity, between the impoverished homeland
and the dominant United States, between street life and the chic night cltis,ane between

grassroots culture and the corporate media’.

The singer Rubn Blades once claimed that salsais mérely Ta concept”, as opposed to a
definite style or rhythm. Some musicians aredoubtftil that the term salsa has any useful
meaning at al, with the bandleader Machito claimi hg that salsawas more or less what he
had been playing for forty years before thestyle was invented, while Tito Puente once
responded to a question abowt $alSa by saying "I'm amusician, not acook” (referring to
salsas original useto friean sauce). Celia Cruz, a well-known salsa singer, has said, "salsa
is Cuban musi¢ with afother name. It's mambo, chachach, rumba, son ... all the Cuban
rhythms under, one name".

Music writer Peter Manuel claims that salsa came to describe a specific style of musicin
the mid-1970s "when a group of New Y ork-based Latin musicians began overhauling the
classic big-band arrangements popular since the mambo era of the 1940s and '50s", and
that the term was "popularized” in the late 1960s by a Venezuelan radio station and Jerry
Masucci of Fania Records. In contrast, Ed Morales cites the use of salsafor a specific
styleto a New Y ork-based editor and graphic designer named 1zzy Sanabria. Morales also
mentions an early use of the term by Johnny Pacheco, a Dominican performer who
released a 1962 album called SalsaNa Ma, which Morales trandates as "it just needs a
little salsa, or spice”.
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2. Characteristics

Though the term salsa music is not necessarily precise in scope, most authors use the term
to refer specifically to a style created in the late 1960s and early 1970s. Author Ed
Morales has said the obvious, most common perception of salsais an "extravagant, clave-
driven, Afro-Cuban-derived songs anchored by piano, horns, and rhythm section and sung
by avelvety voiced crooner in a sharkskin suit”.

At itsroot, however, salsais amixture of African and Spanish music, filtered through the
music histories of Cuba and Puerto Rico, and adapted by Latin jazz and Latin popular
musicians for Latino populations with diverse musical tastes. The basic structure of a
salsa song is based on the Cuban son, beginning with asimple melody and followed by a
coro section in which the performers improvise. Ed Morales has claimed, thaiithe "key
staples' of salsa's origins were the use of the trombone as a counterpint tQ the'vocalist
and amore aggressive sound than is typical in Cuban music;thetrombone also carries the
melody, while the rhythm is most generally provideddhy bangossCongas and timbales.
Peter Manuel notes how New Y ork and Puert@ Rican sdlsa differs from the 1950s Cuban
""son"" in various ways, such as the gréater use of timbales and trombones, the

occasional use of Puerto Rican elementsii ke the declamatory exclamation le-lo-lai, its
frequent lyrics about barrictifeirmiNew Y ork and elsewhere, the "smooth” sound of the
salsaromntica’ style that émerged in the 1980s, and salsa's role as a soundscape for the

Latino identity,movernent of the 1970s
3. Songs and instrumentation

Salsa bands play awide variety of songs, including pieces based on plenas and bombas,
cumbia, vallenato and merengue; most songs, however, are modern versions of the Cuban
son. Like the son, salsa songs begin with a songlike section followed by a montuno break
with call-and-response vocals, instrumental breaks and jazzy solos. In the United States,
the music of asalsaclub isamix of salsa, merengue, cha-cha-cha, cumbia, and bachata,
whether sourced from alive band or a DJ. Some salsa clubs also add reggaeton to the mix
due to its popularity with youth.

The most important instrumentation in salsais the percussion, which is played by awide
variety of instruments, including claves, cowbells, timbales and conga. Apart from

www.bsscommunitycollege.in  www.bssnewgeneration.in www.bsslifeskillscollege.in



www.onlineeducation.bhar atsevaksamaj .net www.bssskillmission.in 102

percussion, other core instruments are the trumpets, trombones, and bass guitar. Other

mel odic instruments are commonly used as accompaniment, such as a guitar, the piano,
and many others, all depending on the performing artists. The tres guitar was used in a
particular style of band known as a conjunto but that format is nearly extinct and it is
indeed ararity to find aband that uses atres. Bands typically consist of up to adozen
people, one of whom serves as band leader, directing the music asit is played. Two to four
players generally specialize in horns, while there are generally one or two choral singers
and players of the bongo, conga, bass guitar, piano and timbales. The maracas, claves or
giro may aso be played, typically by avocalist. The bongocero will usually switch to a
kind of bell called a campana (or bongo bell) for the montuno section of a song. Horns are
typically either two trumpets or four trumpets or, most commonly, two trumpets with at
least one saxophone or trombone.

Salsa essentialy remains aform of dance music; thus, many songs have litthe in the way of
lyrics beyond exhortations to dance or other simple words.fMagdérn pap-salsais often
romntica, defined partially by the sentimental, lovelorn i ¢s, or ertica, defined largely by
the sexually explicit lyrics. Salsaalso has a léng.tradition of lyrical experimentation, with
singer-songwriters like Rubn Blades using#ngisive lyrics about everything from
imperialism to disarmament arhenvironmeéntalism. Vocalists are expected to be able to
improvise during verses and istrurriental solos. References to Afro-Catholic religions,
such as Santera, @aréva So angjor part of salsa's lyrics throughout Latin America, even

among these artists who are not themselves practitioners of any Afro-Catholic religion.
4. Rhythm

Salsamusic traditionally utilizes a 4/4 time signature. Musicians play recurring rhythmic
accompaniments often in groups of eight beats (two measures of four quarter notes), while

mel odic phrases span eight or sixteen beats, with entire stanzas spanning thirty-two beats.

While percussion instruments layer severa different rhythmic patterns simultaneously, the
clave rhythm is the foundation of salsa; all salsamusic and dance is governed by the clave
rhythm. The most common clave rhythm in salsais the so-called son clave, which is eight

beats long and can be played either in 2-3 or 3-2 style.
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Even when the clave rhythm is not played by its own, it functions as a basis for the
instrumentalists and singers to use as a common rhythmic ground for their own musical
phrases. The instrumentalists emphasize the differences of the two halves of the eight-beat
clave rhythm; for example, in an eight-beat-long phrase used in a 2-3 clave context, the
first half of the phrase is given more straight notes that are played directly on beat, while
the second half instead contains notes with longer durations and with a more off-beat
feeling. This emphasizes that the first four beats of the 2-3 son clave contain two "short"
strikes that are directly on beat, while the last four beats contain three "long" clave strikes
with the second strike placed offbeat between beats two and three. Salsa songs commonly
start with one clave and then switch to the reverse partway through the song, without
restarting the clave rhythm; instead, the rhythm is shifted four beats using breaks and stop-

time.

Percussion instruments have standard patterns that reoccur in mest salSa music with only

dlight variations.

5. History

In the 1930s, '40s and '50s, Cubangmusi¢Wwithin Cubawas evolving into new styles
derived primarily from son@nd ramba, while the Cubansin New Y ork, living among
many Latinos from PUerto Ricowand elsewhere, began playing their own distinctive styles,
influenced mast impoktantly by African American music. Their music included son and
guarachas,as well as tango, bolero and danza, with prominent influences from jazz. While
the New Y ork scene continued evolving, Cuban popular music, especially mambo,
became very famous across the United States. This was followed by a series of other
genres of Cuban music, which especially affected the Latin scenein New Y ork. Many
Latin musiciansin New Y ork were Puerto Rican, and it was these performers who
innovated the style now known as salsa music, based largely off Cuban, and to alesser

extent, Puerto Rican music.

The diasporic nature of these Cuban and Puerto Rican communitiesin New Y ork, which
set the foundation for the expansion, and eventual creation of, the genre now known as
salsa. With the influx of Puerto Rican and Cuban immigrants in America since the 1950s,
aunique Afro-Caribbean diasporawasin play. Artists such as Willie Coln, amongst
others, were well known for traveling back and forth between The Bronx and his
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homeland of Puerto Rico. In histravels, Willie Coln collected influences of the Afro-
Cuban, Puerto Rican, and Nuyorican communities and demonstrated these through much
of his music. Alongside another Salsa pioneer, Hctor Lavoe, both artists combined musical
traditions in a manner that showcased and in many ways reflected the culture and
soundscape of their New Y ork barrios while still paying homage to their beloved Puerto

Rico.

Salsa evolvedsteadily through the later 1970s and into the '80s and '90s. New instruments
were adopted and new national styles, like the music of Brazil, were adapted to salsa. New
subgenres appeared, such as the sweet |ove songs called salsa romantica, while salsa
became amajor part of the music scenein Venezuela, Mexico and as far away as Japan.
Diverse influences, including most prominently hip hop music, came to shape the
evolving genre. By the turn of the century, salsawas one of the major fiéltls.of\popul ar

music in the world, and salsa stars were international celebrities;

6. Origins

Salsa's roots can be traced back to enslaved AfriCanstiiat were brought to the Caribbean
by the Spanish as slaves. In Africait is viéry common to find people playing music with
instruments like the conga and 'othet pertussion instruments commonly used in salsa.
Salsa's most direct antéeedent 18'Cuban son, which itself is a combination of African and
European influenges. N, arge son bands were very popular in Cuba beginning in the 1930s;
these werelargel yiseptetos and sextetos, and they quickly spread to the United States. In
the 1940s Cuban dance bands grew much larger, becoming mambo and charanga
orchestras led by bandleaders like Arsenio Rodriguez and Felix Chappotin. In New Y ork
City in the '40s, at the center for mambo in the United States, the Palladium Dancehall,
and in Mexico City, where a burgeoning film industry attracted Latin musicians, Cuban-
style big bands were formed by Cubans and Puerto Ricans like Machito, Perez Prado, Tito
Puente and Tito Rodriguez. New Y ork began developing its own Cuban-derived sound,
spurred by large-scale Latino immigration, the rise of local record labels due to the early
1940s musicians strike and the spread of the jukebox industry, and the craze for big band

dance music.

Mambo was very jazz-influenced, and it was the mambo big bands that kept alive the

large jazz band tradition while the mainstream current of jazz was moving on to the
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smaller bands of the bebop era. Throughout the 1950s L atin dance music, such as mambo,
rumba and chachach, was mainstream popular music in the United States and Europe. The
'50s also saw a decline in popularity for mambo big bands, followed by the Cuban
Revolution of 1959, which greatly inhibited contact between New Y ork and Cuba. The

result was a scene more dominated by Puerto Ricans than Cubans.
7.1960s

The Latin music scene of early 1960s New Y ork was dominated by bands led by
musicians such as Ray Barretto and Eddie Palmieri, whose style was influenced by
imported Cuban fads such as pachanga and charanga; after the Cuban Missile Crisis of
1962, however, Cuban-American contact declined precipitously, and Puerto Ricans
became alarger part of the New Y ork Latin music scene. During this time a hiybrid
Nuyorican cultural identity emerged, primarily Puerto Rican but influenced by thany Latin
cultures as well as the close contact with African Americans:

The growth of modern salsa, however, is said tabavebegur'in the streets of New York in
the late 1960s. By this time Latin pop was#o terigerariajor force in American music,
having lost ground to doo wop, R&B and’rock and roll; there were afew youth fads for
Latin dances, such as the saul anel,mamido fusion boogal oo, but Latin music ceased to be a
major part of Americamnpadpulanmusic. Few Latin record labels had any significant
distribution, the two @xeeptions being Tico and Alegre. Though East Harlem had long
been a center foratin music in New Y ork, during the 1960s many of the venues there
shut down, and Brooklyn Heights' Saint George Hotel became "salsa's first stronghold".
Performers there included Joe Bataan and the Lebron Brothers.

The late 1960s also saw white youth joining a counterculture heavily associated with
political activism, while black youth formed radical organizations like the Black Panthers.
Inspired by these movements, Latinos in New Y ork formed the Y oung Lords, rejected
assimilation and "made the barrio a cauldron of militant assertiveness and artistic
creativity". The musical aspect of this social change was based on the Cuban son, which
had long been the favored musical form for urbanitesin both Puerto Rico and New Y ork.
By the early 1970s, salsa's center moved to Manhattan and the Cheetah, where promoter
Ralph Mercado introduced many future stars to an ever-growing and diverse crowd of

L atino audiences.
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The Manhattan-based recording company, Fania Records, introduced many of the first-
generation salsa singers and musicians to the world. Founded by Dominican flautist and
band-leader Johnny Pacheco and impresario Jerry Masucci, Fanias illustrious career
began with Willie Coln and Hctor Lavoe's El Malo in 1967. This was followed by a series
of updated son montuno and plenatunes that evolved into modern salsa by 1973. Pacheco
put together ateam that included percussionist Louie Ramirez, bassist Bobby Valentin and
arranger Larry Harlow. The Faniateam released a string of successful singles, mostly son
and plena, performing live after forming the Fania All Starsin 1971, just two years later,
the All Stars sold out Y ankee Stadium. One of their 1971 performances at the Cheetah
nightclub, was a historic concert that drew several thousand people and helped to spark a

salsa boom.

Salsa quickly spread outside of New Y ork City, to Miami, Cuba, Puerto Rieo and
Colombia. The city of Cali, Colombia became that country's majer ceriter for salsain the
late 1960s, when salsa became a major part of the local Fefia defa Caéde Azucar. Salsa
also established itself in Guayaquil, Caracas and PahamacCity.

8. 1970s

From New Y ork salsa quickly expanded’to Cuba, Puerto Rico, the Dominican Republic,
Colombia, Mexico, Veénezuela,"and other Latin countries, while the new style became a
symbol of "prideandeultural identity” for Latinos, especially Puerto Ricans. The number
of salsa bangds, both in New Y ork and elsewhere, increased dramatically in the 70s, as did
salsa-oriented radio stations and record labels. Popular performers like Eddie Palmieri and
Cedlia Cruz adapted to the salsaformat, joined by more authentically traditional singers
like Willie Colon and Ruben Blades. Coln and Blades worked together for much of the
1970s and '80s, becoming some of the most critically and popularly acclaimed salsa
performersin the world. Their lyricism set them apart from others; Blades became a

"mouthpiece for oppressed Latin America’, while Coln composed " potent”,
political vignettes'. Their 1978 album Siembrawas, at that time, the best-selling Latin

S0Ci o-

album in history.

The 1970s saw a number of musical innovations among salsa musicians. The bandleader
Willie Coln introduced the cuatro, arural Puerto Rican plucked string instrument, as well
asjazz, rock, and Panamanian and Brazilian music. Larry Harlow, the arranger for Fania
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Records, modernized salsa by adding an el ectric piano. By the end of the decade, Fania
Records' longtime leadership of salsawas weakened by the arrival of the labels TH-
Rodven and RMM. Salsa had come to be perceived as " contaminated by fusion and
disco”, and took elements from disparate styles like go-go, while many young Latinos
turned to hip hop, techno or other styles. Salsa began spreading throughout Latin America
in the 1970s, especialy to Colombia, where a new generation of performers began to
combine salsawith elements of cumbia and vallenato; this fusion tradition can be traced
back to the 1960s work of Peregoyay su Combo Vacano. However, it was Joe Arroyo and
La Verdad, his band, that popularized Colombian salsa beginning in the 1980s.

9. 1980s

The 1980s was atime of diversification, as popular salsa evolved into sweet and smooth
salsa romantica, with lyrics dwelling on love and romance, and its moke explicit cousin,
salsa erotica. Salsa romantica can be traced back to Noches Calieates, 21984 album by
singer Jos Alberto with producer Louie Ramirez. A w@we of romafitica singers, mostly
Puerto Rican, found wide audiences with a ne& Styf€ charaCterized by romantic lyrics, an
emphasis on the melody over rhythm, arfid use of pdcusé on breaks and chord changes.
However, salsalost popularity amGng maaysLatino youth, who were drawn to American
rock in large numbers, whilethe papularization of Dominican merengue further sapped
the audience amang L atimos in both New Y ork and Puerto Rico. The 1980s also saw salsa
expand to Mé&xica, Argentina, Peru, Europe and Japan, and diversify into many new
styles.

In the 1980s some performers experimented with combining elements of salsawith hip
hop music, while the producer and pianist Sergio George helped to revive salsas
commercial success. He created a sound based on prominent trombones and rootsy,
mambo-inspired style. He worked with the Japanese salsa band Orquesta de la Luz, and
devel oped a studio orchestrathat included Victor Manuelle, Celia Cruz, Jos Alberto, La
India, Tito Puente and Luis Enrique. The Colombian singer Joe Arroyo first rose to fame
in the 1970s, but became a renowned exponent of Colombian salsain the 1980s. Arroyo

worked for many years with the Colombian arranger Fruko and his band L os Tesos.
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10. 1990sto the present

In the 1990s Cuban salsa became more prominent, especialy a distinct genre called timba.
Using the complex songo rhythm, bands like NG La Banda and Los Van Van developed
timba. Salsaremained a maor part of Colombian music through the 1990s, producing
popular bands like Sonora Carruseles, while the singer Carlos Vives created his own style
that fuses salsawith vallenato and rock. Vives' popularization of vallenato-salsaled to the
accordion-led vallenato style being used by mainstream pop stars like Gloria Estefan. The
city of Cali, in Colombia, has come to call itself the "salsa capita of the world", having

produced such groups as Orquesta Guayacan and Grupo Niche.

Salsa has registered a steady growth and now dominates the airwaves in many countriesin
Latin America. In addition, several Latino artists, including Rey Ruiz, Luis Efrique, and
most famously, the Cuban-American singer Gloria Estefan, have had success as
crossovers, penetrating the Anglo-American pop market withilatin-tinged hits, usually
sung in English. The most recent innovations in the génge includehybrids like
merenhouse, sal sa-merengue and sal saton, algrigsi de'sal$a gorda. Since the mid-1990s
African artists have also been very actiye through the super-group Africando, where
African and New Y ork musicians mix with€ading African singers such as Bambino
Diabate, Ricardo Lemvo,dsmael L@ and Salif Keita. Salsais only one of many Latin

genres to have travel ed back and influenced West African music.
11. Etymology.

The 1967 edition of the Dictionary of Jamaican English lists reggae as "arecently estab.
sp. for rege’, asin rege-rege, aword that can mean either "rags, ragged clothing” or "a

quarrel, arow".

Reggae as amusical term first appeared in print with the 1968 rocksteady hit "Do the
Reggay" by The Maytals, but it was already being used in Kingston, Jamaica as the name
of aslower dance and style of rock steady Bob Marley is said to have claimed that the
word reggae came from a Spanish term for "the king's music". The liner notes of To the
King, acompilation of Christian gospel reggae, suggest that the word reggae was derived
from the Latin regis meaning "to the king."

www.bsscommunitycollege.in  www.bssnewgeneration.in www.bsslifeskillscollege.in



www.onlineeducation.bhar atsevaksamaj .net www.bssskillmission.in 109

12. Precursors

Although strongly influenced by traditional African and Caribbean music, as well as by
American rhythm and blues, reggae owes its direct origins to the progressive devel opment
of skaand rocksteady in 1960s Jamaica. Skamusic first arose in the studios of Jamaica
over the years 1959 and 1961, itself a development of the earlier mento genre. Skais
characterized by awalking bass line, accentuated guitar or piano rhythms on the offbeat,
and sometimes jazz-like horn riffs. Aside from its massive popularity amidst the Jamaican
rude boy fashion, it had gained alarge following among mods in Britain by 1964.
According to Barrow, rude boys began deliberately playing their skarecords at half speed,
preferring to dance slower as part of their tough image. By the mid-1960s, many

musi cians had begun playing the tempo of ska slower, while emphasizing the walking
bass and offbeats. The slower sound was named rocksteady, after a singl€ly Alton Ellis.
This phase of Jamaican music lasted only until 1968, when musieians hiegan to slow the

tempo of the music again, and added yet more effects. Thi$|etht6 the Ereation of reggae.
13. Origins and development

The shift from rocksteady to reggae wasilflusirated by the organ shuffle pioneered by
Bunny Lee, and featured inghefransitiohal singles"Say What Y ou're Saying" (1967) by
Clancy Eccles, and "Peagple Funny Boy" (1968) by Lee "Scratch” Perry. The Pioneers
1967 track "Long Shet Bus Me Bet" has been identified as the earliest recorded example
of the newrhythm'sound that would soon become known as reggae. Early 1968 was when
the first bona fide reggae records came into being: "Nanny Goat" by Larry Marshall and
"No More Heartaches' by The Beltones. American artist Johnny Nash's 1968 hit "Hold
Me Tight" has been credited with first putting reggae on the American listener charts. .
Reggae was also starting to surface in Rock Music when the Beatles would appropriate a
reggae rhythm for 1968 "Ob-La-Di, Ob-La-Da." The Wailers, aband that was started by
Bob Marley, Peter Tosh, and Bunny Wailer in 1963, are generally agreed to be the most
easily recognised group worldwide that made the transition through all three stages from
ska hitslike "Simmer Down", through slower rocksteady; and they are also among the
significant pioneers who can be called the roots of reggae. Jamaican producers were
influential in the development of skainto rocksteady and reggae in the 1960s. An early
producer was Chris Blackwell, who founded Island Records in Jamaicain 1960, then
relocated to England in 1962, where he continued to promote Jamaican music. He formed
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a partnership with Trojan Records, founded by Lee Gopthal in 1968. Trojan released
recordings by reggae artistsin the UK until 1974, when Saga bought the label.

14. Drums and other percussion

A standard drum kit is generally used in reggae, but the snare drum is often tuned very
high to give it atimbale-type sound. Some reggae drummers use an additional timbale or
high-tuned snare to get this sound. Cross-stick technigue on the snare drum is commonly

used, and tom-tom drums are often incorporated into the drumbeat itself.

Reggae drumbeats fall into three main categories. One drop, Rockers and Steppers. With
the One drop, the emphasisis entirely on the third beat of the bar (usually on the snare, or
as arim shot combined with bass drum). Beat one is completely empty, which is unusual
in popular music. There is some controversy about whether reggae shoul chbeedunted so
that this beat falls on three, or whether it should be counted half as fast,'so it falls on two
and four. Leroy "Horsemouth" Wallace calls the beat the "two-tour€ombination”. Many
credit Carlton Barrett of The Wailers as the creator of this'style, although it may actually
have been invented by Winston GrennansHugirividieelm and Joe Isaacs were also active
Kingston studio drummers at the time. Afi example played by Barrett can be heard in the
Bob Marley and the Wailers songy.' ©neDrop". Barrett often used an unusual triplet cross-
rhythm on the hi-hat, Which cabe heard on many recordings by Bob Marley and the
Wailers, such,as "Runging Away" on the Kaya album.

An emphasis 6n beat threeisin all reggae drumbeats, but with the Rockers beat, the
emphasisis also on beat one (usually on bass drum). This beat was pioneered by Sly and
Robbie, who later helped create the "Rub-a-Dub" sound that greatly influenced dancehall.
The prototypical example of the styleisfound in Sly Dunbar's drumming on "Right Time"
by the Mighty Diamonds. The Rockers beat is not always straightforward, and various

syncopations are often included. An example of thisisthe Black Uhuru song " Sponji

Reggae.”

In Steppers, the bass drum plays four solid beats to the bar, giving the beat an insistent
drive. An exampleis "Exodus’ by Bob Marley and the Wailers. Another common name
for the Steppers beat isthe "four on the floor." Burning Spear's 1975 song "Red, Gold, and
Green" (with Leroy Wallace on drums) is one of the earliest examples. The Steppers beat
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was adopted (at a much higher tempo) by some 2 Tone skarevival bands of the late 1970s
and early 1980s.

An unusual characteristic of reggae drumming is that the drum fill s often do not end with
aclimactic cymbal. A wide range of other percussion instrumentation is used in reggae.
Bongos are often used to play free, improvised patterns, with heavy use of African-style
cross-rhythms. Cowbells, claves and shakers tend to have more defined roles and a set
pattern.

15. Bass

The bass guitar often plays a very dominant role in reggae, and the drum and bass is often
called the riddim. Several reggae singers have released different songs recorded over the
same riddim. The central role of the bass can be particularly heard indub'mnusiéwhich
gives an even bigger role to the drum and bass line, reducing t#e vocal siand other
instruments to peripheral roles. The bass sound in reggae isthick and heavy, and equalized
so the upper frequencies are removed and the |ow & frequencies emphasized. The bass line

is often asimple two-bar riff that is centred arednd itsthickest and heaviest note.
16. Guitars

The rhythm guitar+dn réggae usually plays the chords on beats two and four, amusical
figure known as skank'or the 'bang'. It has a very dampened, short and scratchy chop
sound, amost,like a percussion instrument. Sometimes a double chop is used when the
guitar still plays the off beats, but aso plays the following 8th beats on the up-stroke. An
exampleistheintro to "Stir It Up" by The Wailers.

17. Keyboards

From the late 1960s through to the early 1980s, a piano was generally used in reggae to
double the rhythm guitar's skank, playing the chords in a staccato style to add body, and
playing occasional extra beats, runs and riffs. The piano part was widely taken over by
synthesizers during the 1980s, although synthesizers have been used in a peripheral role
since the 1970s to play incidental melodies and countermelodies. Larger bands may
include either an additional keyboardist, to cover or replace horn and melody lines, or the

main keyboardist filling these roles on two or more keyboards.
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The reggae-organ shuffle is unique to reggae. Typicaly, aHammond organ-style sound is
used to play chords with a choppy feel. Thisis known as the bubble. There are specific
drawbar settings used on a Hammond console to get the correct sound. This may be the
most difficult reggae keyboard rhythm. The 8th beats are played with a space-left-right-
|eft-space-l€eft-right-1eft pattern.

18. Horns

Horn sections are frequently used in reggae, often playing introductions and counter-
melodies. Instruments included in atypical reggae horn section include saxophone,
trumpet or trombone. In more recent times, real horns are sometimes replaced in reggae by
synthesizers or recorded samples. The horn section is often arranged around the first horn,
playing asimple melody or counter melody. The first horn is usually accompanied by the
second horn playing the same melodic phrase in unision, one octave hiighes, The'third horn
usually plays the melody an octave and afifth higher than théfirst*horn."The horns are
generally played fairly softly, usualy resulting in a sebthing soupd. However, sometimes

punchier, louder phrases are played for a morg”up-terfnpa and aggressive sound.
19. Vocals

The vocals in reggae are leéss of ‘a defining characteristic of the genre than the
instrumentation anchehythimd. Almost any song can be performed in areggae style. Vocal
harmony part§ ake often used, either throughout the melody (as with bands such as the
Mighty Diamonds), or as a counterpoint to the main vocal line (as with the backing group
I-Threes). The British reggae band Steel Pulse used particularly complex backing vocals.
An unusual aspect of reggae singing is that many singers use tremolo (volume oscillation)
rather than vibrato (pitch oscillation). The toasting vocal styleis unique to reggae,
originating when DJs improvised along to dub tracks, and it is generally considered to be a
precursor to rap. It differsfrom rap mainly in that it is generaly melodic, whilerap is

generaly more a spoken form without melodic content.

In Section 5 of this course you will cover these topics:
" Tejano, Banda, And Contemporary Mexican-American Music

" Asian American Music
"Hip-Hop And Rap
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Topic: Tgano, Banda, And Contemporary Mexican-American Music

Topic Objective:
At the end of thistopic student would be able to:

Learn about the Tejano, Banda, and Contemporary Mexican-American Music
Discuss the origin of Tejano, Banda, and Contemporary Mexican-American Music

Discuss about the sounds and Instruments
Definition/Over view:

The topic discusses that Tgano music (Spanish-Texan music) is the name given to various
forms of folk and popular music originating among the Hispanic popul ations of Central and
Southern Texas. In recent years artists such as the "Queen of Tejano™ heiself\Setena
Quintanilla, LaMafia, Jay Perez, Emilio Navaira, and Selena's hréther A.By Quintanilla's
band, and Los Kumbia Kings, have transformed Tejano music from prifharily alocal, ethnic
form of music to a genre with wide appeal in North-Ameriea, atin America, Europe, and

beyond.

Banda s a brass-based form of traglitional M exican music. Bandas play awide variety of
songs, including rancheras, corrides, cimbias, baladas, and boleros. Bandas are most widely
known for their ranéheras, but they aso play modern Mexican pop, rock, and cumbias. La
Banda el Reegdo, Banda M S, Banda Machos, Banda Maguey, Banda Cuisillos, La
Arrolladora Banda El Limn, Banda Jerez, El Coyote, Sergio Vega and Julio Preciado are
some of the most famous banda artists. Banda is primarily a male-dominated genre; however,
there are dso afew al-female bandas such as Banda L as Tapatas and Banda Soadoras, Los
Horoscopos de Durango, as well as afew prominent female singers such as Y olanda Prez,
GracielaBeltrn and Jenni Rivera

The music of Mexico is diverse and features awide range of different musical styles
influenced by avariety of cultures, most notably Amerindian and European. Many traditional
Mexican songs are well-known worldwide, although their origin in Mexico is not clear to the
non-Mexican listener; "Bsame Mucho", "Granada’, "Cidlito Lindo", "El Rey", La Bamba,
"MariaBonita' and many more are part of the Mexican culture and famous all over the

world. The Son Jarocho and Son Huasteco were influenced by the Son Cubano. Cha cha cha,
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danzon, mambo and bolero grew importantly in Mexico, especialy in Veracruz and Mexico
City. Important song writers that influenced this were Perez Prado, Benny More and Agustin
Lara Rancheras are interpreted by mariachi bands. Examples include the work of Cuco
Sanchez, ChavelaVargas, and Vicente Fernndez. Mariachi music is an emblem of Mexico's
cultural traditions . Another important music style is musica Nortea, or northern style tunes,
which has been the basis for such sub-genres as musica de banda. Musica Nortea like musica
Teglana, arose in the 1830's and 40's in the Rio Grande region, in the southern Texas.
Influenced by both Bohemian music and immigrant miners, its rhythm was derived from
European polkas, which were popular during the 1800's. Musica de Banda, whichis

stylistically similar to musica nortea, originated in the state of Sinaloa, during the 1960s.
Key Points:
1. Origin

In the 1690s Spain settled the area that is now known as Texas.|n 4718, San Antonio was
established as a midway point to the missions of.gast Texas

In 1745, Spain settled the area we now ¢alithe Ri0 Grande Valley, thus was born the
Tegjano (a Texan of Spanish hefitage). Becduse of the remoteness of Texas at the time and
its proximity to Louisiana, Tejano culture was very much tied to the Cajun culture. These

similarities are apparent today.

In the 1850s'uropeans that came from Germany (first during Spanish time and 1830s),
Poland and what is now the Czech Republic migrated to Texas and Mexico, bringing with
them their style of music and dance. They brought with them the waltz, polkas and other
popular forms of music and dance. However it was not until the Mexican Revolution
(19101917) that forced many of these Europeans to flee Mexico and into South Texas, that

their musical influence was to have a major impact on Tejanos.

At the turn of the century, Tejanos were mostly involved in ranching and agriculture. The
only diversion was the occasional traveling musician who would come to the ranches and
farms. Their basic instruments were the flute, guitar, and drum, and they sang songs that
were passed down through the generations from songs originally sung in Spain and

Mexico. One of these musicians was Lydia Mendoza, who became one of the first to
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record Spanish music as part of RCAs expansion of their popular race records of the
1920s. Asthese traveling musicos traveled into areas where the Germans, Poles and
Czechslived, they began to incorporate the oom-pah sound into their music. Narciso "El
Huracan del Valle" Martinez, known as the father of Conjunto music, defined the

accordion's role in Conjunto music.

Alice, Texas has long been recognized as "The Birthplace of Tejano" dating back to the
mid 1940s when Armando Marroquin, Sr. of Alice and partner Paco Bentacourt of San
Benito, Texas launched what was to be the first home based recording company to record
Tegjano artists exclusively. Ideal Records, which was based in Alice, under the direction of
Marroquin became the perfect vehicle for Tgano groups and artists to get their music to
the public. Marroquin, who also owned and operated a jukebox company, insured that
Ideal recordings would be distributed throughout South Texas. The song&recorded, which
were contributed by Tejano and Mexican composers, became very popular through
jukeboxes placed in restaurants, cantinas or any other estalilisipients that would have

them, and the then very scarce Spanish language radio pregrams.

Centra to the evolution of early Tgan@imusic was the blend of traditional forms such as
the Corrido and Mariachi, and Continental EGropean styles, such as Polka, introduced by
German and Czech settlers i, the laie 19th century. In particular, the accordion was
adopted by Tejanafolk musicians at the turn of the 20th century, and it became a popul ar
instrument fofamateursmusicians in Texas and Northern Mexico. Small bands known as
orquestas, featuring amateur musicians, became a staple at community dances.

Narciso Martnez (1911-1992) gave the accordion playing a new virtuosity in the 1930s,
when he adopted the two button row accordion. At the same time, he formed a group with
Santiago Almeida, a bajo sexto player. Their new musical style, known as Conjunto, soon
became the popular music of the working class Tejano. Flaco Jimenez (1939-), the son of
an accordionist and grandson of a man who had learned the instrument from a German
immigrant, carried on Martinez's tradition of accordion virtuosity and became afixture on
the international World Music scene by the 1980s.

In the 1950s and 1960s, rock and roll and country music made inroads, and electric guitars
and drums were added to conjunto combos. Also, performers such as Little Joe added both
nuances of jazz and R& B, and a Chicano political consciousness.
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The 1960s and '70s brought a new fusion of cultures and the first La Onda Tejana
Broadcasters. Popular Tejano musician and producer Paulino Bernal of the legendary
Conjunto Bernal discovered and introduced to the Tejano music scene the norteno band
Los Relampagos Del Norte with Ramon Ayala and Cornelio Reyna on his Bego Records.
His Tejano influence on their early recordings popul arized this hot new act all the way
until their breakup in the mid 1970s. Ramon Ayala still enjoys success on both sides of the
border. Cornelio Reyna enjoyed a very successful career as an actor and singer and
resurfaced in the Tejano scene with amajor hit with his collaboration with Tejano artist La
Mafia. He toured constantly until his recent death. In the 1960s and '70s the first La Onda
Tejana broadcasting pioneers hit the airwaves including Marcelo Tafoya (first recipient of
the Tgano Music Awards "Lifetime Achievement Award), Mary Rodriguez, Rosita
Ornelas, and Luis Gonzalez these four were shortly followed by an influx of broadcasters
including the famous Davilafamily of San Antonio. This central Texas stppertby popular
broadcasters helped fuel the flames of La Onda.

In the late 1980s and early '90s, Houston based artist LaMefia, aready with over adozen
Tejano Music Awards under their belt, origingéted.a new Tejano style later to become a
Teglano standard. La Mafia combined apop=styledseat to the popular Mexican-style cumbia
and achieved success never befare Seen irthe Tgano industry, becoming the first Tgjano
artist to sell over one millipon abums with "Ests Tocando Fuego” in 1992. With extensive
touring from as early, as 1988, they eventually opened the doors for such artists as Selena,
Emilio NavaitanJay Perez, Fama, Mazz, La TropaF, and eventually, Eliday Avante.
Electronic instfuments and synthesizers increasingly dominated the sound, and Tejano
music increasingly appealed to bilingual country and rock fans. In the wake of her murder,
Selena's music received attention from a mainstream American audience as well. Selena
or the "Queen of Tgano Music" became the first female Tgano music artist towin a
Grammy and her album Ven Conmigo became the first Tejano album by awomen artist to
go gold.

Teglano Music is often danced similar to Country Music with various spins and some 2 step
fused with the traditional 1 step Mexican dance. Most often then not if you can dance
Country Music you can blend in on a Tggano Music Dance floor. It is danced
progressively in a counter clockwise rotation around the dance floor just like Country

Music.

www.bsscommunitycollege.in  www.bssnewgeneration.in www.bsslifeskillscollege.in



www.onlineeducation.bhar atsevaksamaj .net www.bssskillmission.in 117

Since 1998 Tejano Music has seen adecline of Tejano Music radio stations across the
USA dueto the huge influx of migrant workers from Mexico. Many big and small radio
stations across the USA especially in Texas have converted over to Norteno/Banda music.
Now there are only afew broadcast radio stations |eft, and airplay for artists is scarce.
This has caused Tejano Music Internet Radio to become popular, but at the same time it
stifles the growth of new Tejano Music Fans because it is no longer in the public
mainstream. Whether Tegano Music will keep growing is yet to be seen with the new age
of internet, and a few companies promoting internet Tegjano Music communities. This

music is the favourite of Igor's father.

2. The elements of Tgano

Teglano music was born in Texas. Although it has influences from Mexica andiother Latin
American countries, the main influences are American. Contemporaryyclassic T'gjano
artists such as David Lee Garza and Jay Perez exhibit influerice from rock, blues, funk,

and country.

It isimportant to understand that Tejanomuisietias Verious categories of music and bands.
Three maor categories are Conjunto, Orghesiraand Modern. A Conjunto band is
composed of accordion, bajo sexte, bass, and drum. Examples of Conjunto Bands are
Esteban "Steve" Jordan, The Hametown Boys and Jaime de Anday Los Chamacos. An
Orchestra consists of'hass, drum, electric guitar, synthesizer, and a brass section on which
it relies heawily Telits sound. It can also have an accordion in the band at times. An
example of an Orchestrais Ruben Ramos and the Texas Revolution. A Modern Tejano
band consists of synthesizers, drums, electric guitar, bass and at times an accordion. It
relies heavily on the synthesizer for its sound. Modern bands are La M&fia, Selena and her
band Selena’Y Los Dinos, Shelly Lares, Jay Perez, and Jimmy Gonzalez Y Mazz. Other
categories consist of Progressive, Pop and Urban Tejano music. All of these categories are

classified as Teano.

With the keyboard, drum and the bajo sexto, a 12 string bass guitar from Spain, Tejanos
now had a sound they could begin to call their own. In the 1940s, Valerio Longoria
introduced lyrics to conjunto music, further establishing the Tejano claim to this new
sound. Tegjano music did retain some of itsroots in the old European styles. Polkas and
waltzes were still popular, and also popular was the German habit of dancingin acircle
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around the dance floor. It can also be noted that Country-Western is also danced in the

same manner, but only in Texas.

In the 1950s, Isidiro Lopez further revolutionized the Tejano sound by emphasizing less
on the traditional Spanish that Valerio used and using the new Tex-Mex instead. This
created a newer sound and took us one step closer to the sound we have today. In the
1960s and '70s Little Joe and the Latinairs, later renamed La Familia, The Latin Breed,
and others infused the orchestra sound into the Tejano sound, taking their influences from
the Pop, R& B and other forms of music. In the late 70s and early 80s, Brownsville natives
Joe Lopez, Jimmy Gonzalez y El Grupo Mazz introduced the keyboard sound to Tejano
which was influenced by the Disco sound of the era, and during that period,LaMafia
became the first Tejano band to put on Rock Style shows for their MTV generation.

Some of the major artists and bands of the past couple of decades include Seleria, La
Mafia, Roberto Pulido, Laura Canaes, David Marez, Xelencia, LaFiebre, La Sombra,
Culturas, Elsa Garcia, Gary Hobbs, Fama, Pete Astudifio, Ram Hérrera,La Diferenzia,
Patsy Torres, Michael Salgado, Intocable, LogPd orfiings, Jennifer Pea, Duelo and several
regional local bands. J

In the last few years or so therehas beert an increasing Mexican influence on Tejano
music resulting in a sGind morelike Norteno. The Accordion, while ahistorically popular
instrument in.J g@noausic, has gone from a secondary or speciaty instrument to a"must
have" instrymentyToday, groups like Jame de Anda'Y Los Chamacos, Sunny Sauceda,

Eddie Gonzalez, and La Tropa F emphasize the accordion.

At the turn of the 21st century, the Tgjano influence has declined in part due to decreased
promotion, therise in regional Mexican and other Latin music, the breakup or retirement
of established performers, and the emergence of few new performers. Most Tejano artists
who performed throughout the 1990s during the music's peak who are still performing
today have rarely played to the same widestream attention in recent years. Regardless,
today's Tegjano music, while far more pop-oriented than its Depression-eraroots, is still a
vital regional musical stylein several Tejano communities aswell asin other parts of the
United States.
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Theterm Tex-Mex isalso used in American rock and roll for Tejano-influenced
performers such as the Sir Douglas Quintet; Sam the Sham and the Pharaohs; Los Lobos,
The Mars Volta; Sunny and the Sunliners; Louie and the Lovers; The Champs with
"Tequila"; the Texas Tornados, featuring Flaco Jimnez, Freddy Fender, Augie Meyers,
and Doug Sahm;Ceceiliawith Viva Texas and Los Lonely Boys.

Texan accordion music has a so influenced Basque trikitixa players. Contemporary
Swedish-American composer Sven-David Sandstrm has incorporated Tejano music

stylingsin his classical music.
3. History and origins of Bandas

The first bandas were established in 19th century in the south and center of Mexico. There
are brass instruments dated from 1850's in the state of Oaxaca. The repert@ry*efithe bandas
of Morelos, Guerrero, Oaxaca, Chiapas and Michoacn coveredgusto, son, vVinuet, piezasy
marchas fnebres, danzon, vals, corrido, pasos dobles, marchas, polkés, rancheras,

alabanzas and foxes. In Y ucatn, the bandas are calledjaranas and also play jaranamusic.

Established in the late 1930s in Sinal oa,astatedrhorthwestern Mexico, bandamusic
exploded in popularity in the |de 1990s thrdughout Mexico. Its roots come from the
overlapping of Mexican musiewith*German polka music. At the time, many German-
Americans livedinsguthexh Texas. This greatly influenced northern Mexican music.
Immigrants from, horthern Mexico brought the music to the United States. Initially popular
in the southwest United States, primarily in Texas, Californiaand Arizona, banda has
followed the movement of Mexican immigrantsinto, and the Midwest United States and
the rest of the country. Although rarely found near the east coast of the United States, a
wide collection of banda music can be found in the personal collection of Arty "the one-
man party”, afamous student and collector of the banda genre. Other notes on the origin
of "Banda" music resembling mid 20th century Jazz: Mexicans whom came in contact
with Latin-based Jazz of Chicanos or Mexicans born and raised in southern California
adopted Jazz-like sounds in banda to further enrich the music type.
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4. The sound of banda

A typical bandais made up of brass, woodwind, and percussion instruments. The most
notable instrument is the tamborawhich is atype of bass drum with a head made from
animal hide, with acymbal on top. Bandas were previously called "tamboras’, named
after this drum. The tamborais played in a strong and embellished manner, which
provides the drive for the rest of the band. The percussion section a so includes the tarola
which is a snare with timbal es which would resemble the tom-toms on aregular drumset,
cowbells, and cymbals. Banda el Recodo, the most famous banda, features 3 Trumpets, 4
clarinets, 3 valve trombones or slide trombones, 2 Eb alto horns, and 1 sousaphone. Like

an orchestra, a banda can be organized into different sections.

Bass: The lowest-pitched part is played by the sousaphone (referred to as a “tubat, in
Mexico), accompanied by the tambora, alarge bass drum with a cymbal @n top.

Harmony: Two Armonias, "charchetas’ or "saxores' in Mexico {(Eb.alto horns), play chords
using different rhythms depending on the style.

Tenor: valve trombones or slide trombones play tiie1ower-pitched part of the
melody/arrangement. J

Alto: Trumpets play the higher-pitched part @f tie melody/arrangement.

Soprano: Clarinets and someti mes'saxgphones play as "singing” instruments that may play
with the voice.

Voice: Banda e'Recodo and Banda Jerez consists of trios, but many bandas also consist of

dual and solo sigers.

Most banda arrangements feature 3 part harmony and melodic sections which contrast the

timbres of the clarinet, trumpet, and valve trombone sections.

Bandas play many different styles including waltzes, cumbias, polkas, marches, foxtrots,
rock ballads, rancheras and sones. Historically bandas were village brass bands called on
to entertain the town, and would play anything from opera overtures to big band jazz. This
tradition continues today in many towns, especialy during festivals and celebrations.

Bandas usually have a strong percussion. The percussionists generally provide the accents
and do not usually play all the time or keep a'groove’. Often the percussionists will enter

only when the singer is not singing, such asin an instrumental chorus. The grooveis
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mostly provided by the sousaphone (or bass guitar in afew recordings) playing the bass
line, and the alto horns playing sharp upbeats. Typically when a banda plays a cumbia, the
alto horn players switch to Latin percussion instruments such as maracas, cowbell, congas,

bongos and guiro.

Bandas generally contain between 10 and 20 members. They usually have alead singer
and a second voice, and occasionally athird voice. The voice often consists of a duet, but

solo singers and trios are also common.

In the late 80's and throughout the 90's many new bandas were so-called "technobandas’
or "electrobandas’, in which some or all of the horns were replaced by electric
instruments. A typical technobanda will substitute sousaphone with e ectric bass and the
two alto horns with a synthesizer and a guitar. The clarinets were frequently replaced with
saxophones also. However the bass part is till played in a style imitating assousaphone,
using a Synthesizer or substituting using a double bass or a béss guitar,

5. Mexican Music

There are other new styles such as Cumibia; -\ exi€an pop, and Mexican rock. The
Mexican rock movement begain the 1ate’1960's, rapidly becoming popular, and peaking
in the 80's and 90's with real awthentic sounds and styles. Mexican Rock combined the
traditional instrumentsianeistories of Mexico in its songs. Mexican along with Latin
AmericamRogkemain very popular in Mexico, surpassing other cultural interpretations
of Rock and Rall. There are other popular music genres, which have made their way into
Mexico: cumbia, Mexican pop, Hip-Hop, and Rock just to name afew. These music
genres made there way from the U.S. Latin America and Europe, and are increasingly
becoming popular among Mexican youths.

Mexico's stronghold on the music market in Latin America has long been established. The
Mexican music market serves as alaunching pad to stardom for artists who are interested
extending the market-range of their music. Such was the case with Julio Iglesias, Thalia,
Paulina Rubio, Ricky Martin and Shakira, the last of whom arrived in Mexico in 1994,
released a second album there and started a successful career in the United States after
that. According to the America Top 100, Mexico had over 90 hitsin Latin America during
2006, almost athird more than its closest competitor, the United States. In particular
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everyone wants to take credit for everything Mexican. From their music and their culture

normally using words like were influenced by.

6. Rock and metal

In the 60s and 70s, during the PRI government, most rock bands were obligated to appear
underground, that was the time after Avndaro (a Woodstock-style Mexican festival) in
which groups like El Tri, Enigma, The Dugs Dugs, Javier Batiz and many others arose.
During that time Carlos Santana became famous after performing at Woodstock. During
the 80s and 90s many M exican bands went to the surface and popular rock bands like
Molotov, Control Machete, Caf Tacuba, Los Caifanes, Man and Maldita Vecindad got
many followers. The latter are "grandfathers” to the Latin ska movement. Mexico City has
also a considerable movement of bands playing surf rock inspired in their outfits by local
show-sport luchalibre, with Lost Acapulco initiating and leading the movemerit. Mexico
recently has had a"rebirth" of rock music with bands like JufabogZo, Porter, etc., which

have made this genre popular again.

7. Latin alternative

An electric range of influencesiis al the hedrt of Latin alternative, amusic created by
young players who hayve beertegised not only on their parents music but also on rock, hip-
hop and el ectronicanlt tepresents a sonic shift away from regionalism and points to a new
global Latin identity.

The name "Latin dternative" was coined in the late 1990s by record company executives
asaway to sell music that was --literaly-- al over the map. It was marketed as an
alternative to the dick, highly produced Latin pop that dominated commercial Spanish-

language radio, such as Ricky Martin or Paulina Rubio.

Artists within the genre, such as Kinky and Caf Tacuba, have set out to defy traditional
expectations of Latin music. Now, in an age of Internet connections, downloading and
sampling, Latin alternative has become not just a reaction to outside influences but its own

genre.
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8. Classical music of Mexico

Mexico has along tradition of classical music, as far back as the 16th century, when it was
a Spanish colony. Music of New Spain, especialy that of Juan Gutirrez de Padillaand
Hernando Franco, isincreasingly recognized as a significant contribution to New World

culture.

Puebla was a significant center of music composition in the 17th century, as the city had
considerable wealth and for atime was presided over by Bishop Juan de Palafox y
Mendoza, who was an enthusiastic patron of music. Composers during this period
included Bernardo de Peralta Escudero (mostly active around 1640), and aso Juan
Gutirrez de Padilla, who was the most famous composer of the 17th century in Mexico.
The construction of the cathedral in Puebla made the composition and petformance of
polychoral music possible, especially compositions in the Venetian polychieral Style. Late
in the century, Miguel Matheo de Dallo y Lana set the verse &f peet SorJuana Ins de la

Cruz.

In the 18th century, Manuel de Sumaya, /maestré deeapilla at the cathedral in Mexico
City, wrote many cantadas and villancicas, and he was the first Mexican to compose an
opera, La Partenope (1711), Aftexhim, fgnacio Jerusalem, an Italian-born composer,
brought some of the |&test ‘operaiic styles aswell as early classical (galant) stylesto
Mexico. His bestsknowih composition is probably the Matins for the Virgin of Guadaupe
(1764). Jertisalemiwas maestro de capilla at the cathedral in Mexico City after Sumaya,
from 1749 until his death in 1769.

In the 19th century the waltzes of Juventino Rosas achieved world recognition. In the 20th
century, Carlos Chavez, is a notable composer who wrote symphonies, ballets, and awide
catalogue of chamber music, within variated esthetical orientations. Another recognized
composer is Silvestre Revueltas who wrote such pieces as "The night of the mayas”,
"Homengje a Garca Lorca", "Sensemay"” based on a poem by Nicolas Guillen, "Janitzio"
and "Redes’. Manuel M. Ponce is recognized as an important composer for the Spanish
classical guitar, responsible for widening the repertorium for this instrument. Jose Pablo
Moncayo with compositions such as "Huapango"”, and Blas Galindo with "Sones de

Mariachi", are aso recognized as adapters of Mexican sons into symphonic music.
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In 1922 Julian Carrillo (violinist, composer, conductor, theoretician and inventor), created
the first microtonal system in the history of classica music. During subsequent years, he
also devel oped and constructed harps and pianos able to play music in fragments of tone,
like fourths, sixths, eighths and sixteenths. His pianos are still manufactured in Germany

and are used to play Carrillo's music, mainly in Europe and Mexico.

Another contemporary Mexican composer was Conlon Nancarrow (of American birth),
who created a system to play pianola music, using and developing theories of politempo

and polimetrics.

Some avant-garde composers leading Mexican music during the second half of the 20th
century were Alicia Urreta, Manuel Enrquez, Mario Lavista and Julio Estrada. Some of
them also contributed to the academic development of music teaching in.Amexican
universities. Among them, Daniel Catan, Carlos Sanchez-Gutierrez, Carlos,Saridoval,
Ignacio Baca-Lobera, Ricardo Zohn-Muldoon and Samuel Zyimag: In the other side of the
Athlantic the composers of a new generation, HildaRaredes, Vigehte Uvalle Castillo,
Javier Torres Maldonado, Gabriel Pareyon aneGeorgina Derbez also have contributed to
the academic and artistic life. J

Topic: Asan American Music
Topic Objective:
At the end of thistopic student would be able to:

Learn about the history of Asian American Music
Discuss about the Central Asian music
Discuss about the Rock & Metal music of Asia

Definition/Over view:

The topic discusses that the vast mgjority of the inhabitants of the United States are
immigrants or descendents of immigrants. This article will focus on the music of these
communities and discuss its roots in countries across Africa, Europe and Asia, excluding only
Native American music, indigenous and immigrant Latinos, Puerto Rican music, Hawaiian

music and African American music. The music of Irish- and Scottish-Americans will be a
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specia focus, due to their extreme influence on Appalachian folk music and other genres.

These sorts of music are often sustained and promoted by a variety of ethnic organizations.
Key Points:
1. Asian American jazz

Asian American jazz is amusical movement in the United States begun in the 20th

century by Asian American jazz musicians.

Although Asian Americans had been performing jazz music ailmost since that music's
inception, it was not until the late 20th century when adistinctly Asian American brand of
jazz began to develop. In the 1970s and early 1980s, West Coast musicians such as Gerald
Oshita, Glenn Horiuchi, Anthony Brown, Jon Jang, Francis Wong, Markilz, and Russel
Baba, aswell as New Y orkers like Fred Ho and Jason Kao Hwang, began to create a
hybrid music that was reflective of their ancestral heritages ang€xperiences as Asian
Americans, but which was at the same time a so rgéted injazz, amusic of African
American origin. Most of the first musicians @ssoeiatedavith the movement were of
Japanese or Chinese ancestry, though morerecenatly musicians of Philippine, Vietnamese,

Indian, and Iranian descent havie.al 8o becorne active.

Often, Asian Americai jazz combines standard jazz instruments with Asian instruments
(such as taika,\shamisen, erhu, suona, or kulintang), which are often performed by
musicians from Asia. Also, they may play jazz instruments in a manner imitative of Asian
instruments. Many Asian American jazz ensembles also include musicians who are not of

Asian descent.

Of particular significance to the development and promotion of the movement are the San
Francisco Asian American Jazz Festival (1981-2006) and the Asian Improv record label,
as well asthe Chicago Asian American Jazz Festival begun by Chicago musician Tatsu
Aoki.

One of thefirst and most prominent Asian American jazz bands is the Japanese American
fusion jazz band Hiroshima, which was formed in 1974. In 2000, Anthony Brown's Asian
American Orchestrareceived a Grammy nomination for Best Large Jazz Ensemble

Performance for their recording of Ellington-Strayhorn's Far East Suite.
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2. Central Asian music

Central Asian music encompasses numerous different musical styles originating from a
large number of Asian cultures. Central Asian music most often uses the pentatonic scale.
However, Philippine music uses 8 notes or the European way of music because

Philippines was colonized by Spain.

The music of Central Asiais as vast and unique as the many cultures and peoples who
inhabit the region. Principal instrument types are two- or three-stringed |utes, the necks
either fretted or fretless; fiddles made of horsehair; flutes, mostly open at both ends and
either end-blown or side-blown; and Jews' harps, either metal or, often in Siberia, wooden.
Percussion instruments include frame drums, tambourines, and kettledrums. Instrumental
polyphony is achieved primarily by lutes and fiddles. On the other hand, ;zocal, pol yphony
isachieved in different ways. Bashkirs hum abasic pitch while playing sole flute.

3. Theorigin of the bowed string

Use of the bowed string is thought to originate with Central Asian nomads who mainly
used the snake-skin, covered horsetail-Boweal | ute” In Mongoliainstruments like the Morin
khuur or horse-head fiddle surivetoday. The Chinese call their bowed instruments Hugin
(hu means barbarian, suggesting that, from the Chinese perspective, the instrument came

from foreign parts).

The spike fidale is widespread in the Gobi areas of centra Mongolia and among Eastern
Mongols, the Khuuchir and Dorvon Chikhtei Khuur being atwo and four stringed spiked
fiddle respectively. The resonator can be cylindrical or polygona and made of either wood
or metal. The face is covered with sheep or snakeskin with the belly or back left open to
act as the sound hole. The strings are either gut or metal and are pulled towards the shaft
(spike) by aloop of string and metal ring midway between the tuning pegs and the body.
A horse-hair bow is threaded between the strings which are tuned afifth apart. The
Darhats of Hvsgl province, north-west Mongolia, cal it hyalgasan huur, and by
predominantly female ensemble-performers. The instrument is similar to Chinese fiddles
such as the hugin. The 12th-century Y an-Shih describes the two-string fiddle, xiqin,
bowed with a piece of bamboo between the strings, used by Mongols. During the Manchu
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dynasty, a similar two-string instrument bowed with a horsehair bow threaded between the

strings was used in Mongolian music.

The khuuchir istuned in the interval of afifth and issmall or middle sized, has a small,
cylindrical, square or cup-like resonator made of bamboo, wood or copper, covered with
snake skin, through which is passed a wooden spike. Traditional instruments made in
Ulaanbaatar used snakeskin brought from China by migrant workers; modern urban and
ensembl e instruments also use snakeskin. The neck isinserted in the body of the
instrument.A bridge, standing on the skin table, supports two gut or stedl strings, which
pass up the rounded, fretless neck to two posterior pegs and down to the bottom, where
they are attached to the spike protruding from the body. A small metal ring, attached to a
loop of string tied to the neck, pulls the strings towards it and can be adjusted to alter the
pitch of the open strings, usually tuned to a 5th. The thick, bass string is Situated to the left
of the thin, high string in frontal aspect. The bow's horsetail haits inseparably interlaced
with the strings.

Other similar instruments have two courses oftwo'sitk strings, the first and the third tonic,
the second and fourth at the upper fifth¢On four-stri‘ng types, the bow hair is divided into
two strands, one fixed between thefirst and.gecond strings, the other between the third and
fourth. In Chinese thisis galted'sthuy,” that is "four,” aso meaning, "having four ears.”
The smaller instrumentsthave only two strings and are called "erh'hu,” that is"two" in
Chinese. Chikhtel:meatis "ear" in Mongolian so the name of the instrument there also

translates asfour eared instrument.

The Buryat huchir is mostly made of wood rather than metal. Buryats use silk or metal
strings, tuned in fifths; in the case of the four-string instrument. The huchir isrelated to
the Nanai ducheke, the Nivkhi tgrk and the Mongolian huuchir.

The musician rests the body of the instrument on the left upper thigh, close to the belly,
with the table directed diagonally across the body and the neck leaning away. The thumb
of the left hand rests upright along the neck of the instrument. Horsehairs of the arched,
bamboo bow are divided into two sections so that one section passes over the bass string
and the other over the top string. The bow is held underhand with a loose wrist. The index
finger rests on the wood, and the bow hairs pass between middle and ring finger to both
regul ate the tension of the hairs and direct them. To sound the thick string one has to pull
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one section of bow hairs with the ring finger, and to sound the thin string, to push the
other section. Strings are touched lightly on top by the fingertips. In modern ensemble

orchestras, there are small-, medium- and large-sized huchir.

4. Music of India

The music of Indiaincludes multiple varieties of folk, popular, pop, and classical music.
India's classical music tradition, including Carnatic and Hindustani music, has a history
panning millennia and, developed over severa eras, it remains fundamental to the lives of
Indians today as sources of religious inspiration, cultural expression and pure
entertainment. Indiais made up of several dozen ethnic groups, speaking their own

languages and dialects, having very distinct cultural traditions.

5. Interaction with non-Indian music

In the late 1970s and early 1980s, rock and roll fusions with Ifgiian mdsic were well-
known throughout Europe and North America. AligAkbarKhan's 1955 performance in the
United States was perhaps the beginning of this trend.

Jazz pioneers such as John Coltrangwho recerded a composition entitled 'India during the
November 1961 sessionsforhisaaum Live At The Village Vanguard (the track was not
released until 1963,0n'Cealirane's album Impressions)a so embraced this fusion. George
Harrison (of the Beatles) played the sitar on the song "Norwegian Wood (This Bird Has
Flown)" in 1865, which sparked interest from Shankar, who subsequently took Harrison as
his apprentice. Jazz innovator Miles Davis recorded and performed with musicians like
Khalil Balakrishna, Bihari Sharma, and Badal Roy in his post-1968 el ectric ensembles.
Virtuoso jazz guitarist John McLaughlin spent severa yearsin Madurai learning Carnatic
music and incorporated it into many of his acts including Shakti which featured prominent
Indian musicians. Other Western artists such as the Grateful Dead, Incredible String Band,
the Rolling Stones, the Move and Traffic soon incorporated Indian influences and
instruments, and added Indian performers. Legendary Grateful Dead frontman Jerry
Garciajoined guitarist Sanjay Mishraon his classic cd "Blue Incantation™ (1995). Mishra
also wrote an original score for French Director Eric Heumann for his film Port Djema
(1996) which won best score at Hamptons film festival and The Golden Bear at Berlin. in
2000 he recorded Rescue with drummer Dennis Chambers (Carlos Santana, John
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McLaughlin et a) and in 2006 Chateau Benares with guests DJ Logic and Keller Williams

(guitar and bass).

Though the Indian music craze soon died down among mainstream audiences, diehard
fans and immigrants continued the fusion. In the late 1980s, Indian-British artists fused
Indian and Western traditions to make the Asian Underground. Since the 90's, Canadian
born musician Nadaka who has spent most of hislifein India, has been creating music that

isan acoustic fusion of Indian classical music with western styles.

In the new millennium, American hip-hop has featured Indian Filmi and Bhangra
Mainstream hip-hop artists have sampled songs from Bollywood movies and have
collaborated with Indian artists. Examplesinclude Timbaland's "Indian Flute", Erick
Sermon and Redman'’s "React”, Slum Village's "Disco”, and Truth Hurts,hit Sang
"Addictive", which sampled a Lata Mangeshkar song, and the Black EyedPeassampled
AshaBhosle's song "Y eh Mera Dil" in their hit single "Don't®hunk With My Heart". In
1997, the British band Cornershop paid tribute to Ash&Bhasle with their song Brimful of
Asha, which became an international hit. Britigh-borfi Indian artist Panjabi MC aso had a
Bhangra hit in the U.S. with "Mundiand’o Bach K&’ which featured rapper Jay-Z. Asian
Dub Foundation are not huge mainstreamistal’s, but their politically-charged rap and punk
rock influenced sound has awulti=xacial audience in their native UK. Recently

international star. Spoop*R0gg appeared in a song in the film Singh Is Kinng.
6. Rock & Metal music

Therock music "scene" in Indiais extremely small when compared to filmi or fusion
music "scenes’ but has of recent years come into its own, achieving a cult status of sorts.
Rock music in Indiahasits originsin 1960s and 70's when international stars such as The
Beatles visited India and brought their music with them. These artistes’ collaboration with
Indian musicians such as Ravi Shankar and Zakir Hussain have led to the devel opment of
Raga Rock. However Indian Rock Bands began to gain prominence only much later,
around the late 1980s. It was around this time that the rock band Indus Creed formerly
known as The Rock Machine got itself noticed on the international stage with hits like
Rock N Roll Renegade. Other bands quickly followed. As of now, the rock music scenein
Indiais quietly growing day by day and gathering more support. With the introduction of
MTV in the early 1990s, Indians began to be exposed to various forms of rock such as
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grunge and speed metal. This influence can be clearly seen in many Indian bands today.
The cities of Kolkata, Chennai, Delhi, Mumbai and Bangal ore have emerged as major
melting pots for rock and metal enthusiasts. Some prominent bands include Indian
Ocean,Parikrama, Pentagram, Thermal and a Quarter,No Idea(indian band), Zero, Half
step down, Scribe, Indus Creed, Demonic Resurrection, PRITHVI, Agni, Exiled, Cassini's
Division, The Supersonics, Span, Camouflage, Five Little Indians and Nexus. The future
looks encouraging thanks to entities such as DogmaTone Records, that are dedicated to
promoting and supporting Indian Rock.

One of the most famous rock musicians in the world is the late Freddie Mercury of Queen.
Born Farrokh Bomi Bulsarato Indian parents in Zanzibar, he was raised in Panchgani near
Mumbai. Mercury was influenced early on by the Bollywood playback singer Lata
Mangeshkar along with western influences such as Led Zeppelin, Jimi Héndrix, John
Lennon and The Beatles.

Topic: Hip-Hop And Rap

Topic Objective:
At the end of thistopic student would be able te'

Discuss the Origin of the'term
Discuss the Roats of hiphop
Discuss the Stylisticdiversification
Discuss the Roots of Rapping
Discuss the Rhyme styles

Discuss the Literary technique
Definition/Overview:

The topic discusses that Hip hop music isamusic genre typicaly consisting of arhythmic
vocal style called rap which is accompanied with backing beats. Hip hop music is part of hip
hop culture, which began in the Bronx, in New Y ork City in the 1970s, predominantly among
African Americans and Latino Americans. The term rap music is often used synonymously

with hip hop music.
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Rapping, also referred to as MCing or emceeing, isavocal style in which the performer
speaks rhythmically and in rhyme, generally to a beat, recently, however, adifference has
developed between "rapping” and "MCing". "MCing" has been used to describe those artists
who possess and exercise superior lyrical ability and prowess. Beats are traditionally
generated from portions of other songs by a DJ, or sampled from portions of other songs by a
producer, though synthesizers, drum machines, and live bands are also used, especidly in
newer music. Rappers may perform poetry which they have written ahead of time, or
improvise rhymes on the spot with or without a beat. Though rap is usually an integra
component of hip hop music, DJs sometimes perform and record alone, and many

instrumental acts are also defined as hip hop.

Rap is the rhythmic spoken delivery of rhymes, wordplay, and poetry. Rapping is a primary
ingredient in Hip Hop music, but the phenomenon predates Hip Hop culturély, centuries.
Rapping can be delivered over abeat or without accompaniment. Stylistically,¥ap occupies a
gray area among speech, prose, poetry, and song. The use of the Werd to @escribe quick
speech or repartee long predates the musical form, medningwriginally "to hit". The word had
been used in British English since the 16th century, .and specifically meaning "to say" since
the 18th. It was part of the African American.dialeet-0f English in the 1960s meaning "to
converse”, and very soon after thainin its present usage as aterm denoting the musical style.
Today, the terms "rap" and "fgpping" are so closely associated with Hip Hop music that many
use the terms interchiangeabl . For purposes of clarity, this article focuses rapping, as a

technique or<actiyvity. For more info on the music genre see Hip Hop Music.
Key Points:
1. Origin of theterm

Coinage of the term hip hop is often credited to Keith Cowboy, a rapper with Grandmaster
Flash and The Furious Five. Though Lovebug Starski, Keith Cowboy, and DJ Hollywood
used the term when the music was still known as disco rap, it is believed that Cowboy
created the term while teasing a friend who had just joined the U.S. Army, by scat singing
the words "hip/hop/hip/hop" in away that mimicked the rhythmic cadence of marching
soldiers. Cowboy later worked the "hip hop" cadence into a part of his stage performance,
which was quickly copied by other artists; for example the opening of the song "Rapper's
Delight" by The Sugarhill Gang. Former Black Spades gang member Afrika Bambaataais
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credited with first using the term to describe the subculture that hip hop music belongs to,
although it is also suggested that the term was originally derisively used against the new
type of music. Thefirst use of the term in print was in the Village Voice by Steven Hager,
later author of a 1984 history of hip hop.

2. Roots of hip hop

The roots of hip hop are found in African American and West African music. The griots of
West Africaare agroup of traveling singers and poets, whose musical style is reminiscent
of hip-hop and who are part of an oral tradition dating back hundreds of years. Within
New York City, griot-like performances of poetry and music by artists such as The Last
Poets and Jalal Mansur Nuriddin had a great impact on the post-civil rights era culture of
the 1960s and 1970s. Hip hop arose during the 1970s when block parties.became common
in New York City, especially the Bronx. Block parties were usually agécompanied by
music, especially funk and soul music. The early DJs at blocK parties began isolating the
percussion breaks to hit songs, realizing that these wefethe mosis-dance-able and
entertaining parts; this technique was then copimorit Jamaica and had spread viathe
substantial Jamaican immigrant commuyfiity in New'Y ork City, especially the "godfather"
of hip hop, Jamaican, DJ Kool Herg.

Dub music had arisenin Jama¢a due to the influence of American sailors and radio
stations playing R& By L arge sound systems were set up to accommodate poor Jamaicans,
who couldit affordl to buy records, and dub devel oped at the sound systems (refers to both
the system and the parties that evolved around them). Herc was one of the most popular
DJsin early 70s New Y ork, and he quickly switched from using reggae records to funk,
rock and, later, disco, since the New Y ork audience did not particularly like reggae.
Because the percussive breaks were generally short, Herc and other DJs began extending
them using an audio mixer and two records. Mixing and scratching techniques eventually
devel oped along with the breaks. (The same techniques contributed to the popularization
of remixes.) Such looping, sampling and remixing of another's music, sometimes without
the original artist's knowledge or consent, can be seen as an evolution of Jamaican dub

music, and would become a hallmark of the hip hop style.
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DJsand "MCs" would often add call and response chants, often comprising of abasic
chorus, to alow the performer to gather his thoughts (such as "one, two, three, y'al, to the

beat, y'all").

Later, the MCs grew more varied in their vocal and rhythmic approach, incorporating brief
rhymes, often with a sexual or scatological theme, in an effort at differentiating
themselves and entertaining the audience. These early raps incorporated similar rhyming
lyrics from African American culture, such as the dozens. While Kool Herc & the
Herculoids were the first hip hoppers to gain major famein New Y ork, more MC teams
quickly sprouted up. Frequently, these were collaborations between former gang members,
such as Afrikaa Bambaataa's Universal Zulu Nation (now alarge, international
organization). Melle Mel, arapper/lyricist with The Furious Five is often credited with
being the first rap lyricist to call himself an "MC." During the early 19708xhreakdancing
arose during block parties, as b-boys and b-girls got in front of the audienceito dancein a
distinctive, frenetic style. The style was documented for releaseto aworld wide audience
for thefirst time in documentaries and movies suchras Style Wars, Wild Style, and Beat
Street.

Although there were many early MCs thak reCorded solo projects of note, such asDJ
Hollywood, Kurtis Blow anehSpoonie Gee, real notoriety didn't appear until later with the
rise of soloists with realhy hig stage presence and drama, such as LL Cool J. Most early
hip hop was deminated'by groups where collaboration among the members was integral to
the show.

3. Stylistic diversification

Pete DJ Jones, Eddie Cheeba, DJ Hollywood and Love Bug Starski were disco-flavored
early hip hop DJs. Others hip hop musicians focused on rapid-fire rhymes and more
complex rhythmic schemes. Afrika Bambaataa, Paul Winley, Grandmaster Flash and
Bobby Robinson were members of this group. During the transition into the early 1980s,
many felt that hip hop was a novelty fad that would soon die out. This was to become a

constant accusation for at |east the next fifteen years.

The first hip hop recording was probably the New Jersey-based Sugar Hill Gang's
Rapper's Delight in 1979. By the 1980s, all the major elements and techniques of the
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genre were in place. Though not yet mainstream, hip hop was by now well known among
African Americans, even outside of New Y ork City; it could be found in cities as diverse
as Los Angeles, Washington, DC, Baltimore, Dallas, Kansas City, San Antonio, TX,
Miami, Seattle, St. Louis, New Orleans, and Houston.

Despite the genre's spreading popularity, Philadel phiawas, for many years, the only city
whose contributions to hip hop were valued as greatly as New Y ork City's by fans and
critics. Hip hop music was popular there at |east as far back as the late 1970s (the first
Philadel phia hip hop record was "Rhythm Talk", by Jocko Henderson in 1979), and the
New Y ork Times dubbed Philadel phiathe "Graffiti Capital of the World" in 1971. A
Philadel phia-arearadio DJ, Lady B, was the first female solo hip hop artist to record
music ("To the Beat Y'All", 1980). Later Schoolly D, another Philadel phia-based artist,

helped invent what became known as gangsta rap.
4. Roots of Rapping

Rapping can be traced back to its African roots.Cénturiesiaefore Hip Hop music existed,
the griots of West Africawere deliveringstoriesthytimically, over drums and sparse
instrumentation. Such connectionsshave tdeen’ acknowledged by many modern artists,

modern day "griots’, spoken ward artists, mainstream news sources, and academics.

Blues music, rootethin'thework songs and spirituals of slavery and influenced greatly by
West Afriganimusical traditions, was first played by blacks (and some whites) in the
Mississippi Déltaregion of the United States around the time of the Emancipation
Proclamation. Grammy-winning blues musician/historian Elijah Wald and others have
argued that the blues were being rapped as early as the 1920s. Wald went so far asto call
hip hop "the living blues." Jazz, which developed from the blues and other African-
American and European musical traditions and originated around the beginning of the
20th century, has also influenced Hip hop and has been cited as a precursor of Hip hop.
Not just jazz music and lyrics but also Jazz poetry. According to John Sobol, the jazz
musician and poet who wrote Digitopia Blues, rap "bears a striking resemblance to the
evolution of jazz both stylistically and formally."

During the mid-20th century, the musical culture of the Caribbean was constantly
influenced by the concurrent changes in American music. As early as 1956, degjays were
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toasting (an African tradition of "rapped out” tales of heroism) over dubbed Jamaican
beats. It was called "rap”, expanding the word's earlier meaning in the African-American

community"to discuss or debate informally."

The spoken word jazz poetry of the United States was a predecessor for beat poetry, as
well as the rapping in hip hop music. Gil Scott-Heron, ajazz poet/musician who wrote and
released such seminal songs as The Revolution Will Not Be Televised, H20Gate Blues
Part 2: We Beg Y our Pardon America and Johannesberg, has been cited as an influence on
many rappers. His collaborationa work with musician Brian Jackson (Pieces of aMan,
Winter in America) have been cited as major influences on hip hop, in terms of sound and
lyrical style. Similar in style, the Last Poets who formed in 1969 recited political poetry
over drum beats and other instrumentation, and were another predecessor for rap music.
They released their debut album in 1970 reaching the top ten on the Billlidard ¢harts. One
of the first rappersin the beginning of the Hip Hop period, in therend of, "70s, was also hip
hop'sfirst DJ, Kool Herc. Herc, a Jamaican immigrant, staftedi@élivering simple raps at
his parties, inspired by the Jamaican tradition of tQaSting:

5. 1980s

From the 1970s to the early,1980s, Melle Me set the way for future rappers through his
sociopolitical content @ad creative wordplay. Hip hop lyricism saw its biggest change with
the popularity,of RurklD.M.C.'s Raising Hell in the mid-1980s, known especialy for the
rap/rock collaboration with rock band Aerosmith in the song "Walk This Way". This
album helped set the tone of toughness and lyrical prowessin hip hop; Run-D.M.C. were
almost yelling their aggressive lyrics.

6. 1990s

Rap in the 1990s saw a substantial change in direction of the style of rapping. While the
1980s were characterized by verses mostly constrained to straightforward structures and
rhyme schemes, rappers in the 1990s explored deviations from those basic forms, freeing
up the lyrical flow and switching up the patterns to create a much more fluid and complex
style. The style on the East Coast became more aggressive, pioneered by artists like the
Wu-Tang Clan and Notorious B.I.G., while West Coast hip hop became more laid-back

and smooth, as made popular by artists such as Snoop Dogg.
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7. Rhyme styles

Aside from "flow" (the voice and tone of a particular MC), and rhythmic delivery, another
central element of rapping is rhyme scheme. In classical poetry, rhymes that span many
syllables are often considered whimsical, but in hip hop the ability to construct raps with
large sets of rhyming syllablesis valued. Rap can contain any and all forms of rhyme
found in classical poetry such as consonance, assonance, haf rhyme, or internal rhyme.

Modern rappers have different styles of rhyming. Juelz Santana often avoids full rhymes
in favor of assonance, consonance, half rhymes, and internal rhymes. Eminem, on the
other hand, often focuses on complex and lengthy multisyllabic rhyme schemes, while
"flowas" like Rakim use metaphorical, emotional rhyming, and story telling to

communicate a message.
8. Literary technique

Rappers use the Literary techniques of double enteridresyalliteration, and other forms of
wordplay that are also found in classical poetty. Similes'and metaphors are used
extensively in rap lyrics; rappers such as Féiseleus and LIoyd Banks have written entire
songs in which every line cont@ns & mileswhereas MCs like Rakim, GZA, and Jay-Z are
known for the metaphorical cententof their raps. Lil Wayne is aso known for his frequent

use of smilies an@l Mmetaphiers.
9. Diction and'dial ect

Many hip hop listeners believe that arapper's lyrics are enhanced by a complex
vocabulary. Kool Moe Dee claims that he appeal ed to older audiences by using a complex
vocabulary in hisraps. Rap is famous, however, for having its own vocabularyfrom
international hip hop slang to regional slang. Some artists, like the Wu-Tang Clan,
develop an entire lexicon among their clique. African American Vernacular English has
always had a significant effect on hip hop slang and vice versa. Certain regions have
introduced their unique regional slang to hip hop culture, such asthe Bay Area (Mac Dre,
E-40), Houston (Chamillionaire, Paul Wall), Atlanta (Ludacris, Lil Jon, T.1.), and
Kentucky (Nappy Roots). The Nation of Gods and Earths, areligious/spiritual group spun

off from the Nation of Islam, has influenced mainstream hip hop slang with the
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introduction of phrases such as "word is bond" that have since lost much of their original
spiritual meaning. Preference toward one or the other has much to do with the individual;
GZA, for example, prides himself on being very visua and metaphorical but also succinct,
whereas underground rapper MF DOOM is known for heaping similes upon similes. In
still another variation, 2Pac was known for saying exactly what he meant, literally and

clearly.
10. Subject matter

"Party rhymes’, meant to pump up the crowd at a party, were nearly the exclusive focus of
old school hip hop, and they remain a staple of hip hop music to this day. In addition to
party raps, rappers also tend to make references to love and sex. Love raps were first
popularized by Spoonie Gee of the Treacherous Three, and later, in the golden age of hip
hop, Big Daddy Kane, Heavy D, and LL Cool Jwould continue this traditign. Modern
East Coast hip hop artists such as Mos Def, Talib Kweli, Jay<Z, Nes, and dead prez are
known for their sociopolitical subject matter. Their st Cpast ¢elnterparts include

Emcee Lynx, The Coup, Paris, and Michael Branti.

Other rappers take aless critical agproachi to tirbanity, sometimes even embracing such
aspects as crime. Schoolly B wasithe firét notable MC to rap about crime. Early on KRS-
One was accused of c@lebratingierime and a hedonistic lifestyle, but after the death of his
DJ, Scott LaRock, KRS-One went on to speak out against violence in hip hop and has
spent the maiarity.of his career condemning violence and writing on issues of race and
class. Severa years later, he would go on to influence Ice T, who had more overtly
"gangsta’ lyrics. Gangsta rap, made popular largely because of N.W.A, brought rapping

about crime and the gangster lifestyle into the musical mainstream.

Materialism has also been a popular topic in hip-hop since at least the early 1990s, with
rappers boasting about their own wealth and possessions, and name-dropping specific
brands: liquor brands Cristal and Rmy Martin, car manufacturers Bentley and Mercedes-
Benz and clothing brands Gucci and V ersace have all been popular subjects for rappers.

Various politicians, journalists, and religious leaders have accused rappers of fostering a

culture of violence and hedonism among hip hop listeners through their lyrics. However,
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there are al so rappers whose messages may not be in conflict with these views, for

example Christian hip hop.

In contrast to the more hedonistic approach of gangsta rappers, some rappers have a
spiritual or religious focus. Christian rap is currently the most commercially successful
form of religious rap. Aside from Christianity, the Five Percent Nation, a gnostic
religious/spiritual group, has been represented more than any religious group in popular
hip hop. Artists such as Rakim, the members of the Wu-Tang Clan, Brand Nubian, X-
Clan, Busta Rhymes, and Nas, have had success in spreading the theology of the Five

Percenters.

11. Flow

Rap delivery, or "flow", is defined by prosody, cadence, and speed. Gadence'deals with
the dynamics and patterns of the rhythm. In addition to rubate«{Changesin tempo for the
purpose of expression), cadence can also serve to reinforce sorg strdcture through
ritardando (the gradual slowing down of tempo)Q!d.sehoal rappers generally maintained
asimple cadence, without much deviati opmwhit€ goleén age rappers such as Rakim
experimented extensively with cadence. Present day popular rappers like Method Man,
Snoop Dogg, Bone Thugs-a-Harmony, Busta Rhymes, Big Pun, and Andr 3000 are
considered to have a Viexsalil e Catlence because of their ability to rap over disparate beats

equally well.

A common way MCsjudge how to flow in averseis by writing arhyme such that the
most stressed words coincide with the beat in a way that makes the rhyming sound more
musical (as opposed to spoken word) and that better combines the MC's voice with the
musical backdrop. Rakimwhom many credit with changing the way most rappers flow on
a songexperimented not only with following the beat, but also with complementing the
song's melody with his own voice, making his flow sound like that of an instrument (a

saxophone in particular).

The ability to rap quickly and clearly is sometimes regarded as an important sign of skill.
In certain hip hop subgenres such as chopped and screwed, slow-paced rapping is often
considered optimal. The current record for fastest rapper is held by Chicago native Rebel
XD, who rapped 852 syllablesin 42 seconds (20.3 syllables per second) on July 27, 2007.
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To successfully deliver anicely flowing rap, arapper must also develop vocal presence,
enunciation, and breath control. Vocal presence is the distinctiveness of arapper's voice
on record. Enunciation is essentia to aflowing rap; some rappers choose also to
exaggerate it for comic and artistic effect. Breath control, taking in air without interrupting
one's delivery, isan important skill for arapper to master, and amust for any MC. An MC
with poor breath control cannot deliver difficult verses without making unintentional

palises.

Raps are sometimes delivered with melody. West Coast rapper Egyptian Lover was the
first notable MC to deliver "sing-raps." Popular rappers such as 50 Cent and Ja Rule add a
slight melody to their otherwise purely percussive raps whereas some rappers such as Cee-
Lo are able to harmonize their raps with the beat. The Midwestern group Bone Thugs-n-
Harmony was one of the first groups to achieve nationwide recognition f@rusing the fast-
paced, melodic and harmonic raps that are also practiced by Do.er Diejanother
Midwestern group. Another rapper to harmonize his rhymés iSNate Dbgg, arapper part of
the group 213.

12. Freestyle and Battle

There are two kinds of freestyle rapi oné is scripted (recitation), but having no particul ar
overriding subject malter, the setond typically referred to as "freestyling” or "spitting"”, is
the improvisationof fabped lyrics. When freestyling, some rappers inadvertently reuse old
lines, or eveen fichieat" by preparing segments or entire verses in advance. Therefore,
freestyles with proven spontaneity are valued above generic, always usable lines. Rappers
will often reference places or objects in their immediate setting, or specific (usually

demeaning) characteristics of opponents, to prove their authenticity and originality.

Battle rapping, which can be freestyled, is the competition between two or more rappersin
front of an audience. The tradition of insulting one's friends or acquaintances in rhyme
goes back to the dozens, and was portrayed famously by Muhammad Ali in his boxing
matches. The winner of a battle is decided by the crowd and/or preselected judges.
According to Kool Moe Dee, a successful battle rap focuses on an opponent's weaknesses,
rather than one's own strengths. Television shows such as BET's 106 and Park and MTV's
DFX host weekly freestyle battles live on the air. Battle rapping gained widespread public
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recognition outside of the African-American community with rapper Eminem's movie, 8
Mile.

The strongest battle rappers will generally perform their rap fully freestyled. Thisisthe
most effective form in a battle as the rapper can comment on the other person, whether it
be what they look like, or how they talk, or what they wear. It also allows the rapper to
reverse aline used to "diss" him or her if they are the second rapper to battle.

13. Turntablism

While early hip hop arose through the decline of funk and disco while still employing their
musi cianship, there was the rise of artists who employed the use of the turntable as an
instrument in itself. Hip hop turntablist DJs use turntable techniques such asheat
mixing/matching, scratching, and beat juggling to create a base that can be rapped over.
Turntablism is generally focused more on turntabl e techniquesnd less Gn mixing. Each
scratch of the turntable is considered unique due to the comipl ex, waveforms produced and
employing digital sampling is considered an affront to.atrue Turntablist. Prominent artists
included the Invisibl Skratch Piklz, The X=EcutiOners;"and the Beat Junkies.

14. Nationalization and inter nationalization

Hip-hop has globalized mte many cultures worldwide. We now find hip-hop in every
corner of the'ghobe, and'like the South Bronx, each locale embodies akind of globalism.
Hip hop haseherged globally as an arts movement with the imperative to create
something fresh by using technology, speech, and the body in new ways. The music and
the art continue to embrace, even celebrate, its transnational dimensions while staying true
to thelocal culturesto which it isrooted. Hip-hop's inspiration differs depending on each
culture. Still, the one thing virtually al hip hop artists worldwide have in common is that
they acknowledge their debt to those Black and Latino kidsin New Y ork who launched
this global movement in the first place. As hip-hop is sometimes taken for granted by
Americans, it isnot so elsewhere, especially in the developing world, where it has come to
represent the empowerment of the disenfranchised and a slice of the American dream.
American hip-hop music has reached the cultural corridors of the globe and has been

absorbed and reinvented around the world.
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15. 1990s

Gangsta rap became mainstream in 1992 with the release of Dr. Dre's The Chronic. This
album established a style called G Funk, which soon came to dominate West Coast
hiphop. Other artists such as Tupac Shakur, who started his rapping career in 1991, would
dominate in the '90s becoming the highest-selling rapper with more than 75 million
albums sold worldwide. The Notorious B.1.G. rose to fame around the same time. Being
from New Y ork, Biggie brought the East Coast back into the mainstream at a time when
the West Coast mainly dominated rap. (See the article on the East Coast-West Coast hip
hop rivalry.)

Record labels based out of Atlanta, St. Louis, and New Orleans also gained fame for their
local scenes. The midwest rap scene also had good achievements with upiguefast rapping
styles from artists such as Bone Thugs-n-Harmony and Twista. By theiendiof the decade,
hip hop was an integral part of popular music, and many American pop Songs had a hip

hop components.

16. World

In the 1990s and the followinglelecade, el ements of hip hop continued to be assimilated
into other genres of popul@r music. Nu soul, for example, combined hip hop and soul
music and produgethsomenng or stars{who?]. In the Dominican Republic, arecording by
Santi Y Sus Duendes and LisaM became the first single of merenrap, afusion of hip hop

and merengue:

New Y ork City experienced a heavy Jamaican hip hop influence during the 90s. This
influence was brought on by cultural shifts particularly because of the heightened
immigration of Jamaicansto New Y ork City and the American-born Jamaican youth who
were coming of age during the 90s. Hip hop artists such as De La Soul and Black Star
have produced abums influenced by Jamaican roots.

In Europe, Africa, and Asia, hip hop began to move from the underground to mainstream
audiences. In Europe, hip hop was the domain of both ethnic nationals and immigrants.
Germany, for example, produced the well-known Die Fantastischen Vier aswell as

several Turkish performers like the controversial Cartel, Kool Savas, and Eko Fresh.
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Similarly, France has produced a number of native-born stars, such as |AM and Suprme
NTM, but the most famous French rapper is probably the Senegal ese-born MC Solaar.
The Netherlands' most famous rappers are The Osdorp Posse, an all-white crew from
Amsterdam, and The Postmen from Cape Verde and Suriname. Italy found its own
rappers, including Jovanotti and Articolo 31, grow nationally renowned, while the Polish
scene began in earnest early in the decade with the rise of PM Cool Lee. In Romania,
B.U.G. Mafia came out of Bucharest's Pantelimon neighborhood, and their brand of
gangsta rap underlines the parallels between life in Romania's Communist-era apartment
blocks and in the housing projects of America's ghettos. Isragl’'s hip hop grew greatly in
popularity at the end of the decade, with several stars emerging from both sides of the
Palestinian (Tamer Nafer) and Jewish (Subliminal) divide. Mook E., preached peace and
tolerance, others expressed nationalist and violent sentiments.

In Asia, mainstream stars rose to prominence in the Philippinesged by\Francis Magalona,
Rap Asia, MC Laraand Lady Diane. In Japan, where undefgroufid rappers had previously
found alimited audience, and popular teen idols bréughta style called J-rap to the top of
the charts in the middle of the '90s.

Latinos had played an integral rolein theiearly development of hip hop, and the style had
spread to parts of Latin Amexica, suth as Cuba, early inits history. In Mexico, popular hip
hop began with the,success of Calo in the early '90s. Later in the decade, with Latin rap
groups like Cypress Hitk on the American charts, Mexican rap rock groups, such as
Control Machete, rose to prominence in their native land. An annual Cuban hip hop
concert held at Alamar in Havana helped popul arize Cuban hip hop, beginning in 1995.
Hip hop grew steadily more popular in Cuba, because official governmental support for

musicians.
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