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1 
The Musical Heritage of Slavery:  
From Creolization to “World Music”
Denis- Constant Martin

Most forms of music described today as “popular” or “mass” music (Martin 2006) 
are derived, in one way or another, from practices that appeared within societies 
organized around slavery in territories conquered by Europeans: from the French 
odes of Georges Brassens to the Chinese rock of Cui Jan, from Japanese reggae 
to the Spanish ska of Ska- P, from the vagabond rovings of Emir Kusturica to the 
inventions of Yothu Yindi, from the songs of Björk to the modernized rebetiko 
of Manolis Hiotis, beginning with the countless genres invented in North and 
South America and the Caribbean. These musics are the product of cultural con-
tacts (Turgeon 1996) that occurred in peculiar conditions of inequality and ab-
solute violence, all based on the denial of the humanity of people removed from 
their homelands.
 The first forms of musical expression by slaves, of which all these contempo-
rary forms to a greater or lesser degree bear the stamp, were harbingers of what is 
now called globalization. Understanding the processes of cross- fertilization and 
creation that led to the invention of original genres in the slave societies and their 
successor societies should help us analyze the mechanisms of current globaliza-
tion. This history of cross- fertilization and innovation, of creolization in Édouard 
Glissant’s sense (Glissant 1990, 1997), indicates at the very least that the spread 
of certain phenomena, in clud ing musical phenomena, through out the planet is 
linked to systems of oppression and the inextricable strategies of resistance, ac-
commodation, and power they have brought into being and continue to produce. 
The study of the modalities of the emergence of new musics in slave societies—or 
at least the attempt to reconstruct them from fragmentary data—should enable us 
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18 |  Denis- Constant Martin

to understand the functions of musical creation in the face of slavery, and hence 
to reevaluate the meaning of “world music” in today’s world. Given that it is im-
possible, in the limited scope of this chapter, to cover all the musical forms that 
emerged from slavery, I simply base my argument on two examples: the musics of 
North America and of South Africa.1

Cross- Fertilization and Innovation

A great number of the musics widely listened to today are the product of the blend-
ing and innovation that has occurred in North America. Two strands have been 
particularly fertile: a secular strand leading from blackface minstrels to an infinite 
range of light musical forms but also to the blues, country and west ern, jazz, rock, 
and all their offshoots; and a sec ond, initially sacred strand beginning with spiri-
tuals and leading, after many twists and turns, to soul, reggae and rap.

Thinking Cross- Fertilization

Despite the inequality and violence that characterized them, slave societies were 
also universes of contact, exchange, and blending. Slavery was also a cause of cul-
tural cross- fertilization in which all took part, masters and slaves alike. It is diffi-
cult, however, for Western social sciences to think in terms of cross- fertilization in 
view of the long habit within that discipline to classify events and seek out a sup-
posed purity or “authenticity” (Amselle 1990). To achieve this, we must abandon 
the idea that blending and cross- fertilization necessarily produce mongrelization 
and impoverishment, and recognize instead that they are sources of “fundamen-
tal dynamics” (Gruzinski 1999, 54) that unfold in “strange zones” and bring into 
play previously unknown procedures (ibid., 241) capable of engendering creative 
activity.
 In the beginning comes the encounter: people move of their own free will or 
are moved by some force and come up against others: they are all human beings 
(even if some argue otherwise), and therefore they are similar, yet different. What 
differentiates them frightens them at times but, inevitably, also fascinates them. 
This ambivalence underlies the contact they establish and frames the exchanges 
that ensue. Those exchanges may be, and often have been, violent, by dint of the 
fears that seize human beings or by their will to dominate or their ambitions of 
conquest. But brutality never prevents objects from circulating (Turgeon 2003), 
bodies from rubbing up against one another, words from mingling (Alleyne 1980; 
Valkhoff 1972), or musical forms from becoming entangled with one another (Du-
bois 1997; Pacquier 1996). Meetings between human groups are thus almost al-
ways opportunities to establish a relationship, though, admittedly, one of domina-
tion. For example, when the meeting occurs at the end of a voyage on land which 
some people wish to settle and control, and when people are brought from other 
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 The Musical Heritage of Slavery | 19

continents to exploit those lands, the exchanges between natives, conquering set-
tlers, and slaves or indentured servants shape a new world. Though asymmetrical, 
those exchanges are based on a degree of reciprocity (Turgeon 1996, 16). All are 
transformed by them. Against a background of incomprehension, cruelty, collu-
sion, and solidarity, and through misunderstandings and approximations (Gru-
zinski 1996, 144), all parties forge markers for themselves in which the Other 
necessarily plays a part, and these markers—on both sides—together delimit the 
mixed universe they now share.2

 Contacts between settlers, slaves, and natives give rise to cultural transfers 
(Turgeon 1996) that produce the cross- fertilization from which creative activity 
emerges. At stake for all parties to the mix is nothing less than the invention of a 
society in which all must live—by choice, chance, or force. That society not only 
has to be built but also has to be given meanings, which will vary according to the 
groups devising them but cannot be impermeably isolated from one another. The 
cross- fertilization that is the launching pad for creolization must be understood 
then, first, as a creative activity with the goal of mastering the environment and 
understanding—and then often changing—the respective positions occupied by 
its various inhabitants. In the Americas, languages and religions have provided 
many confirmations of this. It is no different for musics.

Conquest and Slavery: A New World

In North America, in the areas where the United States was to form, there were, 
of course, indigenous peoples, but Europeans from various countries settled there 
and gradually took control of the lands stretching between the Atlantic and the 
Pacific. The colonialists of the Eastern seaboard, and then of the Southeast, im-
ported African slaves. From 1619 to 1865 between four hundred thousand and 
six hundred thousand persons, depending on the estimates one accepts, were re-
moved from their homelands in this way. Ameri can Indian populations were var-
ied, whereas the European invaders were not as diverse and, in the early years, usu-
ally came from England, Scotland, and Ireland. Meanwhile, Africans belonged to 
a great many societies established between present- day Senegal and Angola, and 
sometimes in the interior quite far from the coasts, if not indeed in Mozambique 
or Madagascar (Curtin 1969; Davidson 1980). The social systems, religions, lan-
guages, food customs, and music of their areas of origin were therefore extremely 
diverse. Moreover, slaves were systematically dispersed on arrival so that those from 
the same original locality could not reestablish their group (Genovese 1974). They 
lived, particularly in the seventeenth and eighteenth centuries, in intimate contact 
with the settlers, most often on small farms where a small number of slaves lived 
alongside a European family. Until the late nineteenth century, the poor found 
themselves mingled together in the north ern cities with no distinctions of origin. 
From these contacts came new musics.
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20 |  Denis- Constant Martin

 The natives certainly contributed to the new musical mixes, although their 
deci mation probably restricted their influence. In any case, the Amerindian con-
tribution to the creole musics of North America has received little scholarly at-
tention (Conway 1995, 315; Nash 1974). Though I postulate its existence, I am 
unable to take account of it here. Historians generally recognize the existence of 
an Anglo- Celtic core among the Europeans around which new musical practices 
aggregated (Cockrell 1997; Conway 1995). As far as the Africans were concerned, 
having been dispersed and with no great way to communicate among themselves, 
they had to invent the means by which they could collectively make sense of their 
condition and their physical and social environment They therefore had to over-
come their differences in order to reconstitute tools for thinking, communicat-
ing, and acting in concert. Language, religion, and music were some of the main 
areas in which they exerted their will to create in order to survive.
 The most realistic hypothesis is that, having been cast into a state of social death 
(Patterson 1982) and denied their humanity, they reacted by striving to restore 
their sense of humanity, the better to proclaim it against those who refused to 
ac cept it. In pursuing this aim, the captives employed two strategies for creating 
shared musics, proclaiming their humanity while providing bonds indispensable 
to social life. The first was to use whatever similar or compatible elements might 
exist within the musical systems of the areas from which the slaves originated, 
to elaborate, so to speak, a “pan- Africanism of exile” (Martin 1991). The sec ond 
was to appropriate elements of the musical practices of the masters—but, again, 
especially practices that were compatible with “pan- African” forms (Nettl 1978; 
Storm Roberts 1972)—and reinterpret and transform those elements. These two 
strategies were probably governed by the need to give meaning to the absurdity of 
life as a slave and to regain hope (Depestre 1980).

Minstrels and Saints

The dearth of sources on the musical practices of slaves in the seventeenth and 
eighteenth centuries prevents us from precisely reconstructing the emergence of 
North Ameri can creole musics. The writings or reproductions studied by Dena 
Epstein (1977) and reassessed by Ronald Radano (2003) point to some general 
features. In settlers’ memoirs and travelers’ accounts, the slaves’ liking for music is 
stressed. Such writings show them playing instruments of African origin, in clud-
ing drums, musical bows, flutes, and xylophones, all of which will almost disap-
pear by the nineteenth century, as well as the fiddle, which they particularly liked, 
and various lutes that prefigured the banjo. As the general evangelization of the 
slaves began only with the religious “Awakenings” in 1734 and, more emphati-
cally, in 1801, this first generation of creole music was almost certainly secular. 
The slaves played this music at work but also played for their own pleasure, danc-
ing to its sounds, although we cannot know what those sounds were. Domestic 
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slaves were organized into musical bands which performed the then fashionable 
European dances for the entertainment of their masters.

From Blackface Minstrels to Musical Revue

Even before Northern scholars began collecting religious songs during the Civil 
War (Allen, Ware, and Garrison 1951), white entertainers were struck by what the 
black slaves of the South and the free African Ameri can proletarians of the North 
played, sang, and danced to. From the eighteenth century on, the English theater 
had staged “Negro songs” during intervals, and blackened faces were common 
in certain carnavalesque or charivari rituals. These practices were transposed to 
North America (Cockrell 1997, 32–33), where the presence of a large number of 
black people could not fail to change the nature of these first blackface comedians.
 The surviving sheet music from the period enables us to discern that a form 
of musical Ameri canization asserted itself onstage as early as 1827, with “Long 
Tail Blue,” a song describing a smart, clever black dandy—a character which was, 
overall, rather positive (Lewis 1996). Jim Crow, produced by Thomas D. Rice at 
the Bowery Theater in New York in 1832, changes this character’s style: the Ne-
gro played by a white man becomes a parody of the aspirational (black) Ameri can 
portrayed in “Long Tail Blue,” yet he remains highly ambiguous.3 Jim Crow is a 
black man who is animalized and dressed in rags, but he is a skillful dancer and 
the exploits related in the lyrics of his song incline at times toward abolitionism 
(Cockrell 1997). The year 1834 sees the birth of Zip Coon, where the animaliza-
tion continues with the term “coon” (derived from racoon), a term which, as a de-
scription of African Ameri cans, remains extremely insulting. This time the black 
man is ridiculed and his claim to be well educated and cultivated harshly mocked. 
Yet the man who actually played Zip Coon, George Washington Dixon, a singer, 
journalist, moral campaigner, and frequent visitor to the courtroom who was sus-
pected of being a mulatto, no doubt gave the character a more complex image, 
underscoring by its grotesque nature the injustices done to the common people in 
the days when Andrew Jackson was president of the United States (Cockrell 1997).
 Until the late 1830s blackface minstrels performed individual numbers in shows 
not exclusively devoted to them. Some of these famous solo performers were, in 
fact, black, such as the most famous of the dancers, William Henry Lane, known 
as “Juba” (ca. 1825–1852), whose virtuosity was acclaimed by Charles Dickens (1997, 
100). An important change occurred at the beginning of the 1840s with the ap-
pearance of minstrel troupes, initially a quartet combining violin, banjo, tambou-
rine, and bones (pieces of bone, metal, or wood that were struck together), whose 
members sang, danced, and told jokes. The model of the genre, Dan Emmett’s 
Virginia Minstrels, appeared in New York and Boston in 1843 and were to have 
many emulators (Nathan 1977). From this point on, the minstrels presented the 
black man as grotesque; the blackface minstrel, born of cross- fertilization with 
the aspirations of a motley youth ill used by the beginnings of Ameri can indus-

This content downloaded from 155.33.16.124 on Sun, 13 Mar 2016 19:02:01 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


22 |  Denis- Constant Martin

trialization (Bean, Hatch, and McNamara 1996; Cockrell 1997; Lhamon 1998), 
was turned into a racist caricature. The music, on which lyrics, supposedly funny 
stories, and brief scenes were superimposed, does, however, retain its character-
istics as a cross- bred production, evincing—particularly after songs such as “Jim 
Crow” and “Zip Coon”—a rhythmic sense that is distinct from that of European 
song and dance tunes (Winans 1998 [1985]).
 In these conditions, it was to African Ameri can artists that the ambivalence and 
paradoxicality were to devolve. William Henry Lee was a lone star who in 1848 
chose to move overseas to Great Britain. After 1865 troupes of blackface minstrels 
increased in number. The conventions of the genre remained: the performers were 
dark- skinned, but still they blackened their faces. Their repertoire was expanded, 
however, to include, among other things, spirituals and operatic arias, and though 
we lack precise data in this area, it seems reasonable to believe that their inter-
pretation of the “plantation songs” necessarily stood out from that of the white 
performers. Moreover, these troupes afforded black composers an opportunity 
to showcase their talents. Even when, like Will Marion Cook (1869–1944), they 
had a solid, Western- style training, gleaned from Ameri can schools and European 
conservatories, being black was an obstacle to any “legitimate” musical career, and 
the only outlet for creative ambition was the entertainment scene that came out of 
blackface minstrelsy.4 Thus we can only cursorily follow the development of Af-
rican Ameri can performing arts, beginning with the Georgia Colored Minstrels, 
created as early as 1865 at Indianapolis, to dancers Bert Williams (1874–1922) and 
George Walker (1873–1911), inventors of the musical revue (Riis 1989; Winter 
1996), to the composers and band leaders Ford Dabney (1883–1958) and James 
Reese Europe (1881–1919), who played a notable role in the development of jazz. 
Revues and musical comedies were to take the place of the minstrel shows, but it 
was a blackened face, belonging to a white man, Al Jolson, that would sing “Dirty 
Hands, Dirty Face” in the first “talkie” in the history of cinema, Alan Crossland’s The 
Jazz Singer (1927). In the fields of secular music, song, dance, and performance in 
general, the minstrels exemplify all the contradictions and cruelties that marked 
the invention of a profoundly creole form of entertainment in North America. 
The originality of this kind of show was the root of its success, both in the United 
States and through out the world, as it was exported to Europe, Asia, the West In-
dies, and to West and South Africa.

From Spirituals to Soul Music

The forms of music and dance that fascinated young white people in the first half 
of the nineteenth century, to the point where they sought to adopt them and were 
spurred to become performers themselves, had doubtless taken shape during the 
eighteenth century. The banjo existed at that time and was sometimes accom-
panied by drums; it was principally a dance instrument, at times also for white 
people (Conway 1995). Clearly slaves also practiced secular singing. During the 
same period we find traces of blacks participating in the foundation of the Ameri-
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can Christian churches: the religious “Awakenings” of 1734 and 1801 combined a 
style of emotional, fiery preaching with communal singing, and blacks and whites 
mingled in the “Camp Meetings.”5 In the first phases of African Ameri cans enter-
ing the Christian churches, the range of songs mainly included European hymns, 
which were most often modal and without regular accents. They were melodically 
close to Anglo- Irish songs, but were subject to individual embellishment, which 
meant that group singing was not done in strict unison. The practice of “lining- 
out” was also developed in America, a technique where the leader speaks a line that 
is then taken up by the congregation, lending a responsorial quality to the interpre-
tation but also leaving room for the two to overlap. The classic hymns, taken from 
the Bay Psalm Book of 1640 and from Hymns and Spiritual Songs published by Isaac 
Watts in 1707, would never be abandoned, but songs of an entirely new type ap-
peared, particularly in the maelstrom of the Camp Meetings, where they received 
the generic title “spiritual songs.” This repertoire was partly shared by blacks and 
whites, but each also created songs they regarded as their own. Where African 
Ameri cans were concerned, these were the songs collected during the Civil War 
by Northern men and women and compiled into Slave Songs of the United States.
 After abolition, schools and colleges were created for former slaves, where they 
were taught to sing as part of a choir, performing Negro spirituals and molding 
them into European forms, particularly four- part harmony. From these ensembles, 
which were often called “Jubilee Singers,” such as the Fisk Jubilee Singers of Nash-
ville, Tennessee (Ward 2000), would come the quartets that became the foremost 
purveyors of modernized African Ameri can religious singing: the “gospel songs,” 
widely distributed and marketed from the late 1920s on. These songs emerged 
when elements borrowed from secular genres, such as blues and jazz (Martin 1998),  
were included in hymnal music, an example of the interaction between black sa-
cred and secular music. In later years, this interaction would spur the develop-
ment of religious musical forms and fuel the creation of new secular styles, spe-
cifically “soul music” in the 1960s and then “rap,” which was inspired by all forms 
of African Ameri can speech, particularly as preached and sung in the Protestant 
churches. Gospel singing and soul music would also travel, as spirituals had in 
the late nineteenth century, and reggae would doubtless never have been devised 
if young Jamaicans had not been raised on these musical forms (Constant 1982).

The Cape Colony, a Hub of Cross- Fertilization

Spirituals and gospel songs had such an effect on South Africa that African hym-
nody became deeply imbued with them. Jazz, rap, and reggae were adopted and 
reformulated in the Cape Colony (Coplan 1985, 44–46; Martin 1992). Before 
that, in the sec ond half of the nineteenth century, the blackface minstrels had 
made an impact there, with a force that is difficult for us to imagine today—not 
only among the whites but even more so among the Africans (Erlmann 1991) and 
those termed “coloureds.” The way these essential elements of Ameri can minstrelsy 
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were taken up in South Africa is significant because it further illustrates the cross- 
fertilization arising out of slavery (Martin 1999).

Slaves and the New Year

The experience of the South African “coloureds” has a number of points in com-
mon with the experience of African Ameri cans. The first of these is slavery, which, 
in the Cape Colony, lasted from 1652 to 1834. Some 26.4 percent of slaves came 
from Africa (especially Mozambique and West Africa), 25.9 percent from India 
(Bengal, Malabar, and Coromandel) and Ceylon, 25.1 percent from Madagas-
car, and 22.7 percent from present- day Indonesia and Malaysia (Shell 1994). As 
in North America, it was impossible for them to re- form their original communi-
ties, and, in order to survive, they had to reinvent an original culture that blended 
contributions from their homelands with elements borrowed from their masters, 
who were mainly Dutch. When a systematic policy of racial segregation was es-
tablished at the end of the nineteenth century, the authorities saw the coloureds 
as people who were neither visibly European nor African. Thus, included among 
the coloureds were the descendants of slaves; the products of unions between Eu-
ropean settlers and khoikhoi natives (“Hottentots,” in colonial parlance); the de-
scendants of “free blacks,” who were mainly Muslims from the East Indies; and 
all “people of colour” from elsewhere—among others, black Ameri cans and West 
Indians who had opted to settle in the Cape.
 In the nineteenth century, during the time of slavery, one of the most important 
events in the social life of the Cape was the New Year, which was celebrated with 
street parades, singing, and dancing, inspired no doubt both by Christmas and 
Epiphany festivities in the Netherlands and by the British end- of- year charivaris. 
Slaves and, after abolition in 1834, their descendants took part in these celebra-
tions; as in the United States, their enjoyment of music and talent for it were evi-
dent, and on this occasion they could give free rein to both. We also know of slave 
bands in South Africa that played the dances and music then fashionable in Eu-
rope, and after emancipation “coloureds,” alongside the military, were the Cape’s 
most active musicians. When troupes of blackface minstrels—first white groups in 
1862 and then the African Ameri can Virginia Jubilee Singers of Orpheus McAdoo 
in 1890 (Erlmann 1991, 21–53)—visited South Africa, they provoked such fasci-
nation among their audiences that many coloured musicians in the Cape copied 
them. As a result, “Coons”6 would regularly be featured in the carnival troupes of 
the early twentieth century, and their costume would become almost exclusively 
the costume of the Coon Carnival in the late 1930s.

Creole and Imported Repertoires

These festivals and their music were, moreover, greatly influenced by east ern Islam, 
which was practised discreetly from the late seventeenth century on by religious 
and po liti cal personalities deported to South Africa from the Dutch East In-
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dies. In the early nineteenth century many people converted to Islam, particu-
larly slaves and former slaves but also Europeans. The Islam that developed in the 
Cape Colony was Sufi, and music had a prominent role in its rituals. The social 
life of Muslims was also alive with various styles of music, whether it was singing 
at weddings, dancing at picnics, or New Year’s Eve celebrations. In the late nine-
teenth and early twentieth centuries mixed repertoires emerged that became the 
prerogative of the “coloureds” and were performed at family, religious, or social 
gatherings but also at various times in the New Year celebrations: street parades 
on the night of New Year’s Eve; the Coon Carnival on January 1 and 2, and then 
on a number of Saturdays in January; and the Malay Choirs7 competitions, which 
generally began in January. These repertoires were essentially vocal and can be 
classified mainly as either w- 4 creole or imported repertoires (The Tulips 2002).
 Today, imported repertoires include the appropriation and adaptation, without 
radical transformation, of musical forms that were popular elsewhere, particu-
larly in the United States: Ameri can songs, jazz “standards,” “variety” tunes, soul 
music, rap, techno, and sometimes even operatic arias are all performed during the 
Coon Carnival. Creole repertoires resulted from the particular cross- fertilization 
that took place in the Cape and provided one of the foundations on which con-
temporary South African cultures are built. On one side are the Moppies, comic 
songs performed by carnival troupes and Malay Choirs in competitions. Their 
melodies are often taken from the international fund of popular songs and strung 
into a medley, but their style of performance is specific: accompanied by the simple 
rhythm of the ghoema drum8 at a brisk tempo, a soloist sings an amusing lyric, 
underscoring it with arm and hand movements (partly inspired by the blackface 
minstrels), and a choir sings back to him while performing a kind of dancing march 
in place. On the other side were the nederlandsliedjies.9 In this repertoire, follow-
ing an introduction in which vocalists are accompanied by a small string ensemble 
(guitar, banjo, mandolin, cello, and sometimes violin), positioned in front of a choir 
singing chords from the stock of European tonal harmony, a soloist ornaments the 
whole with an oriental flavor redolent of kroncong. The latter is a genre that itself 
arose out of the appropriation of Portuguese instruments and songs by Indone-
sians, and was developed largely by people of mixed Portuguese and Indonesian 
ancestry from the sixteenth century on (Becker 1975; Heins 1975; Kornhauser 
1978). An early form of kroncong, brought over by Indonesian slaves, was prob-
ably one of the initial components of the Muslim wedding songs from which the 
nederlandsliedjies issued and likely shaped the style of the plucked- string music 
that precedes and accompanies them.
 The New Year celebrations provide the chief opportunity to display these mu-
sical mixes that relate the history of the Cape. On the night of De cem ber 31 the 
Malay Choirs sing moppies—and sometimes nederlandsliedjies—to a ghoema and 
string accompaniment, and on January 1 the song, band, and dance competitions 
are held between the Coon troupes. Their “uniform” is a distant descendant of 

This content downloaded from 155.33.16.124 on Sun, 13 Mar 2016 19:02:01 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


26 |  Denis- Constant Martin

the costume worn in the Ameri can minstrels that visited South Africa. Some per-
formers still blacken their faces, tracing their mouths and eyes in white, and most 
now sport colorful costumes studded with brilliant sequins. The musical program 
includes moppies and all kinds of imported songs. Somewhat later in January, if 
Ramadan does not coincide, the Malay Choirs competition begins, with singers 
performing four repertoires, in clud ing moppies and nederlandsliedjies along with 
the less original “combined choruses” and “solos.” Taken together, these festivi-
ties10 clearly constitute an event that is as important socially as it is musically.
 The Cape affords an insight into how crossbred forms interlock and reproduce 
themselves. Encounter leads to exchange, which produces the cross- fertilization 
from which creation emerges; this creation, in turn, inevitably circulates to play a 
part in new encounters and enter into new mixes, leading to yet other creations. 
In South Africa, colonization and slavery gave rise to cultural contacts in a situa-
tion of violence and inequality; the resulting creations circulated within South 
Africa and inspired the invention of new South African musical forms (Coplan 
1985). The creole inventions that appeared in the Cape, and the innovations they 
prompted within the other territories forming the Union of South Africa, were in 
turn enriched by musical forms from elsewhere, themselves formed under condi-
tions of slavery. In South Africa, then, two itineraries of musical production that 
arose out of slavery are conjoined. The history of mass- market musical forms in 
the twentieth century extends and multiplies these musical journeys, these “cross- 
fertilizations,” which have now spread through out the world and which, at ev-
ery point on the globe—because each encounter is unique—generate something 
original. In some cases there may be total fusion, to the point where it becomes dif-
ficult to distinguish the initial components: this is generally the case with African 
Ameri can music of North America, a style that became fixed in the late nineteenth 
and early twentieth centuries. Elsewhere, in Guadeloupe, for example, creole rep-
ertoires of varying degrees may remain alongside one another (Lafontaine 1983, 
1985). Creole repertoires in the Cape still bear the tangible stamp of the original 
influences. They coexist with imported repertoires, but it is the performances dur-
ing the New Year celebrations that give them their full meaning (Martin 1995, 
2002a).

Engines of Cross- Fertilization

In North America and South Africa two lines of cross- fertilization developed that 
ended up entwined (Erlmann 1999). North Ameri can mixes played their part in 
the elaboration of the creole musical practices of South Africa, just as they served as 
a leaven for the development of most contemporary mass- musical forms. Attempt-
ing to reconstruct the processes that took place in the United States and in South 
Africa will perhaps enable us to derive some general lessons from the dynamics of 
musical cross- fertilization and the meaning of those dynamics.
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The Banjo and Minstrel Songs

In the beginning the only certainty is that the slaves of North America made music, 
and the first indication of the creole nature of their production is undoubtedly 
the banjo. Mentioned as early as 1754—when it was described as the bandore or 
banjor—it is not, as Cecelia Conway (1995) would have it, a transplanted African 
instrument; rather, it is a cordophone of a new type, a cobbled- together form of 
guitar—perhaps also of the Iberian bandurria—with the flat fingerboard and the 
bridge of those instruments and of various types of the African lute from which 
it derives its sounding box, made originally from a gourd covered with stretched 
skin. The techniques for playing the banjo could have been inherited from Europe 
or Africa and did, in fact, probably come from both. It is difficult to describe pre-
cisely the music initially played on it except to note that a late- eighteenth- century 
observer spoke of it as improvised (Conway 1995, 304–305). The instrument was 
appreciably reshaped by the white musicians of the nineteenth century. It acquired 
frets and a fifth string pegged halfway along the neck and, before assuming its 
place in the first jazz bands and in the white groups playing country and west ern 
music, it became the emblem of the minstrels. As a cross- bred instrument devised 
by the earliest African Ameri cans, it became a symbol of Ameri can musical iden-
tity (Bardinet 2003).
 The blackface minstrels provide a more complex example of the exchanges that 
led to cross- fertilization. In the beginning white performers took over creole forms 
that had been created by blacks, though some blacks managed to win recognition 
for their talent as “blackfaces” to the point of tangibly modifying the genre after 
the Civil War. Attempts to reconstruct the music of the minstrel shows bring out 
the following characteristics, which might have been typical of the Virginia Min-
strels (Winans 1996, 1998 [1985]): a predominant melodic function—the banjo 
playing the melody note by note and not in chords—based on very short, repeated 
motifs, most often using conjoint intervals; the music was generally in a major key, 
in the tradition of the British Isles, with modal or pentatonic episodes, but around 
1844 it began to incorporate elements of the blues (Nathan 1977). These elements 
include four beats in a bar, regularly accented but becoming irregular at times, 
which, combined with syncopation, tends to place the accents on the European 
off- beat. Instrumental solos were frequent, allowing the banjo and fiddle to em-
bellish the melody. The four voices of the first Virginia Minstrels sang in unison, 
but the minstrels soon adopted a four- part polyphony, an intimation of which we 
can no doubt still glean today from barbershop singing (Averill 1999, 2003). An 
examination of the published sheet music of some famous songs—“Jim Crow” 
(Cockrell 1997, 77), “Zip Coon,” which will survive for many years as “Turkey 
in the Straw” (ibid., 95), and “Old Dan Tucker” (ibid., 158–159)—enables us to 
specify other features: the construction of melodies on four- bar segments, which 
give the theme a standard sixteen- bar structure; the frequent presence of an under-
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lying anhemitonic pentatonism, whatever the key signature indicated, built on a 
succession counted in semitones 2 2 3 2 3 (Arom 1997), and the recurrent use of 
a dotted quaver/semiquaver rhythmic figure. The latter, which is the true signa-
ture of “Jim Crow,” as it appears systematically in the bars where the character 
dances, introduces a particular rhythmic dynamic that will continue to develop in 
subsequent years. One begins to see how creole elements were grafted onto a Eu-
ropean trunk, solidly rooted in Anglo- Irish- Scottish soil, particularly concerning 
harmony and rhythm.

Blue Notes and Sacred Songs

The descriptions we have of religious singing before and after the abolition of slav-
ery enable us to refine this reconstruction of the Ameri can process of musical cross- 
fertilization. Anthologies of spirituals, first committed to paper by whites, and 
then collected by former slaves, confirm the melodic and harmonic characteristics 
we glimpsed in the minstrel songs; they bring out the systematic use of progres-
sions based on the tonic- subdominant- dominant succession (I–IV–V), which will 
remain present, in several variants, in most Ameri can twentieth- century music 
beginning with the blues. White listeners to black religious services stress, how-
ever, that they have difficulty discerning whether the mode employed is major or 
minor, as it seemed to them at times that the singers shifted from one to the other. 
This impression, heightened by the mention of melismatic ornamentation, glis-
sandos, and improvised trills, suggests that, in the practice of singing, frequent 
alterations could sweep away the European major/minor distinction. These altera-
tions probably heralded what later came to be called “blue notes,” as they were im-
possible to fix rigidly on a stave—all the more so given the richness of the vocal 
timbres, which tended to make an exact perception of pitch difficult, and given 
the complex polyphonies.11 Here again descriptions falter. Although responsorial 
structures no doubt exist, they do not exclude overlap between soloist and choir, 
and the ensemble sections were sung in unison, in false unison, or as polyphonies 
without parts or with several parts. Undoubtedly, too, a great variety of ways were 
found for singing together during the services. In African Ameri can Methodist 
chapels of the North, the singing resembled that in European Methodist chapels. 
In the Southern gatherings, however, the singing was quite different, with addi-
tional differences apparent in the various regions. The most pertinent analysis of 
this collective singing may be found in the introduction provided by the collectors 
of Slave Songs of the United States (Allen, Ware, Garrison 1951):

There is no singing in parts, as we understand it, and yet no two appear 
to be singing the same thing—the leading singer starts the words of each 
verse, often improvising, and the others, who base him, as it is called, strike 
in with the refrain, or even join in the solo, when the words are familiar. 
When the “base” begins, the leader often stops, leaving the rest of his words 
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to be guessed at, or it may be they are taken up by one of the other sing-
ers. And the “basers” themselves seem to follow their own whims, begin-
ning when they please and leaving off when they please, striking an octave 
above or below (in case they have pitched the tune too low or too high), or 
hitting some other note that chords, so as to produce the effect of a mar-
velous complication and variety, and yet with the most perfect time, and 
rarely with any discord.

One finds these forms of polyphony today in the recordings of congregational 
singing (Wade in the Water 1994) or the female vocal group Sweet Honey in the 
Rock (1995).
 Some songs, or phases of the performance of songs, seem to have been con-
structed not in measured fashion but on a surge or wave rather than a regular beat. 
This practice is still maintained today. When the music is clearly measured, it is 
described as syncopated, with the accents placed, seemingly deliberately, on the 
offbeat and systematically away from the downbeats of European music. More-
over, the vocal accents, the hand clapping, foot stamping, and, when dance is in-
volved, the body movements do not coincide and hence an intricate polyrhythmy 
is produced.
 From this brief overview of the Ameri can musical forms that emerged between 
the seventeenth and nineteenth centuries, it seems that, despite the gaps that re-
main in our historical knowledge, we may assume that it took the following course. 
In an initial period, following cultural contacts brought about by slavery, some 
early mixing took place, with musical results that remain virtually unknown to 
us: on the one hand, there was a blending of different African musical forms, and, 
on the other, mixtures occurred between those musical forms, the products of the 
“pan- Africanism of exile” to which they gave rise, and various European musical 
forms that probably were centered on practices specific to the British isles. The 
most convincing evidence of this first stage of creolization that has come down to 
us is the banjo, adopted by the blackface minstrels. These minstrels, heirs to the 
theatrical tradition of Negro songs and songsters familiar with the British reper-
toire, took over (probably not without fidelity before 1840) the creole practices 
they found among the blacks. In their work we see the first signs of the features 
that would typify Ameri can twentieth- century music, particularly embellishment, 
which would develop into improvisation; the reshaping of academic tonal harmony 
which, when combined with the anhemitonic pentatonisms of both Afri can and 
Anglo- Celtic music, would come to promote the use of inflections on blue notes; 
and the tendency of modern Ameri can music, still mild back then, to shift the 
accent to the offbeat. Religious songs followed a parallel path, undoubtedly with 
many crossovers. In them we see a greater preference for ornamentation, and we 
can also decipher polyphonies that do not correspond to any European or African 
formula. Also present is a persistent inclination toward polyrhythmy. In the late 
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nineteenth century the elements that would eventually define jazz began to form: 
these were the African Ameri can minstrel shows that included “spirituals” sung 
by the Jubilee Choirs and the early revues that replaced the minstrel shows and 
had orchestra scores sensitive to the innovations of ragtime composers. The music 
played by the first banjos also continued to develop in rural areas, alongside the 
singing of British ballads and epic songs. Condensing this history, one might con-
clude that this, together with the vocal techniques associated with the “field hol-
lers,” was the source of the blues, which was given a fixed form12 by collector- 
composers such as William Christopher Handy13 and formatted by the re cord ing 
industry that would assign the blues exclusively to black musicians and, in so do-
ing, induce these musicians to abandon other types of songs in their repertoires, for 
example, ballads, coon songs, and ragtime songs (Oliver 1984). Religious songs, 
jazz, and blues were nothing less than the origin of most contemporary mass- 
market music.

The Cross- Fertilization of Cross- Fertilizations at the Cape

The example of the coloured musicians of the Cape Colony of South Africa under-
scores two important facts: that Ameri can cross- fertilization spread to the four 
corners of the earth as early as the nineteenth century, before the age of recording, 
and that crossbred forms combine easily, as the history of the United States al-
ready suggested. In the Cape Colony, as in North America, the mix of musical 
practices from the slaves’ original homelands was an essential element in this cross- 
fertilization. The mix included previously crossbred elements from kroncong, com-
bined with European forms of choral singing. It probably also absorbed elements 
from East Africa, the Arabian peninsula, and Turkey, as the Cape Muslims were 
in contact with their co- religionists from those regions. Added to this creole sub-
strate was the influence of the Ameri can blackface minstrels. Thus we can distin-
guish three types of cross- fertilization at the Cape: in a crucible containing ev-
ery possible mix, a peculiar creolism was melded, and into this particular mix, 
alongside European, African, and Asian components, were Portuguese- Asian and 
Ameri can crossbred forms.14

From the Musics of Slavery to World Music

Ameri can crossbred products, which have served almost everywhere as ingredi-
ents in other mixes, may be described as a variety of melodic types that still exist. 
Among the minstrels, melody still seems closely linked to the British model, al-
though one can discern arrangements of short repeated motifs also found in spiri-
tuals where the melody is more discontinuous in style. These productions evince 
a great melodic plasticity, all the more so as the minstrels and religious singers did 
not deem it important to render a fixed composition precisely but preferred to add 
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ornamentation or variations. On this point European popular practices and Af-
rican practices converged.

Limitless Mixes

The harmonic foundations are clearly borrowed from Europe: the I–IV–V progres-
sion, which is very widespread in nineteenth- century hymns, particularly meth-
odist hymns, provides the elementary structure. Within this framework, how-
ever, the influence of anhemitonic pentatonisms—known in British music, seen 
in Methodist bible songs, and common in Africa—still retains a presence. These 
pentatonisms are of various types, particularly in the spirituals; one of the most 
common is the first (2 2 3 2 3) (Maultsby 1974). They afford scope for ornamen-
tations that, when sung or played on an initially fretless banjo or fiddle, makes 
generous use of inflections and glissandos. The latter incorporate pitches that blur 
the major/minor opposition and that will be fixed as blue notes, particularly when 
played on the keyboard or written down. This reformulation of European har-
mony, one of the crucial innovations of Ameri can crossbred forms, probably began 
amid embellishments within original polyphonies that owed much to Africa and 
were embedded within a cyclical conception of time concretized in twelve- , six-
teen- , or thirty- two- bar forms, thus setting the framework for improvisation.
 The other innovation is rhythmic in nature. In the minstrel songs, as in the 
spirituals, one senses the beginnings of a displacement of accents from the Euro-
pean downbeats to the offbeats. We may wonder whether, in the amalgam of Eu-
ropean musics that regularly alternate between downbeats and offbeats and of Af-
rican and European musics (psalms) that use no such alternation, the pan- African 
propensity for countermetricality15 did not give rise to this slippage. Polyrhythmia, 
which religious singing would never abandon and which jazz was to incorporate 
and redevelop, certainly encouraged this tendency which was to become one of 
the rhythmic features of blues and jazz.
 Lastly, Ameri can processes of cross- fertilization would produce the banjo, a 
cross between European and African plucked string instruments, which the white 
Ameri cans would eventually preserve more enthusiastically than the black. These 
cross- fertilizations would also bring into common usage a noncanonical approach 
to vocal and instrumental tone; with priority given to expressiveness and the con-
veying of emotion, all sounds could be used to that effect. Extending European 
and African popular practices, religious singers demonstrated the range of possi-
bilities offered by this flexibility, as did instrumentalists in jazz, blues, “rhythm 
and blues,” and today’s rap DJ “scratch masters.”
 Most striking, ultimately, is the point that Margaret Kartomi (1981, 240) al-
ready emphasized: all musical forms are, to a certain degree, similar or compatible, 
and hence capable of becoming part of cross- fertilization processes. We should 
point out, however, that the musical forms or characteristics that trigger dynamics 
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of innovation are most often those that overlap, that are closest to each other—
most compatible, so to speak. From this point of view, America reminds us that 
there were convergences between the many African musical forms and European 
popular music, particularly the music of the British Isles (Martin 1991). In the 
process of musical innovation and exchange, certain groups may, by dint of their 
social position or the unifying character of their music, have an important influ-
ence that is not necessarily related to their demographic impact. This is true among 
the powerful, the conquerors, as indicated by the British of North America, and 
also among the downtrodden, as exemplified by the Muslims of Indonesian origin 
in the Cape Colony.

Creolization and “Relationship”

When musics arise out of slavery, one cannot merely content oneself with a tech-
nical analysis of the processes of blending or fusion that are triggered by cultural 
transfers: neither the processes nor their products can be dissociated from the con-
ditions in which they are produced. Here lessons about musical production may 
be drawn from the theory of creolization proposed by Édouard Glissant.16 He 
hy pothesizes a dynamic of encounter/cross- fertilization/novel dimension, which 
implies that cross- fertilization is limitless, that it leads necessarily to innovation, 
and that we cannot, as a consequence, limit its élan to syncretism or hybridity.17 
Creolization begins in the exploitation of slavery, a space of closure and constraint 
in which the aspiration to Relationship is born, a site of oppression and dehuman-
ization, where the will to humanity rises up.18 Creolization—like the Relation-
ship that ensues from it—is engendered by violence and domination; therefore it 
cannot be conceived simply as the harmonious, peaceful mix of cultural features 
of different origins. With a distinctly different vocabulary, Glissant echoes Rex 
Nettleford, when the latter asserts: “[creolization] refers to the agonizing process 
of renewal and growth that marks the new order of men and women who came 
originally from different Old World cultures (whether European, African, Levan-
tine or Oriental) and met in conflict or otherwise on foreign soil. The operative 
word here is ‘conflict’ ” (1978, 2).
 Yet, the violence and social death inflicted on the slaves engendered creation, 
that “new, totally unforeseeable fact,” and this cleared the path to the rehuman-
ization of the oppressed. Creation, fueled by blending, contaminates the masters 
along with the slaves. Often they invent together, sometimes separately, but out 
of the same elements they share by virtue of their coexistence. Generally, how-
ever, the slaves and their descendants have cultural ownership of creole inventions, 
whereas the masters and the dominant take refuge behind a fixation on the sup-
posed nobility of their origins, their fictive purity, to deny their own creoleness 
and reject everything springing from it as mongrel and degenerate. As a result, 
they offer a gift of creoleness to the oppressed,19 who, in the examples presented 
above, are African Ameri cans or “coloureds.” Creole musics thus become badges 
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of identity for these groups all the more easily because their characteristics have 
meaning within racially organized societies in which the body is stigmatized as a 
sign of inferiority. If African rhythmic elements pervaded North Ameri can creole 
musics, this was not the result of some sort of atavism but because there were com-
mon elements in many African musical cultures, and the link between rhythm, 
dance, and the body was of prime importance to people whose slave status and 
dehumanization were denoted by their bodies. The implicit rehabilitation of the 
body, thanks to the use of shared rhythmic principles, provided a means to regain 
self- esteem, a communal cement, at the same time as it was an instrument of mu-
sical creation.
 Creolization is a process, not a fixed condition, and it has no end. It introduces 
Relationship but does not universalize (Glissant 1990, 103), for, in the contem-
porary world, the “Whole- World,” the “Chaos- World” (Glissant 1997), Relation-
ship can only be contradictory. The “Poetics of Relationship,” in which poetics, 
restored to its Greek etymological base in poiein (to make), designates an act of 
thought and an act of production, indicates that Relationship possesses a poten-
tial for transcending violence and recovering together the humanity of being by 
constructing the subject in circumstances that are unique and yet, in no sense, iso-
lated from each other. But it also indicates that Relationship can be manipulated 
either by un- binding it or by playing artificially on the seduction of its fusion. The 
“gift” of creole musics to the oppressed is an example of this former phenomenon: 
negation, the rejection of bonds. The combinations of world music illustrate the 
latter, as they are responses to a demand for exoticism by selling encounter and 
harmony, by trading in untroubled dreams and selling an “Other” that is to be 
consumed rather than frequented (Aubert 2001; White this volume).
 Reconstructing this historic bridge between the musics of slavery and the world 
music that has now been on sale for two decades involves, in the first instance, 
reweaving the continuity of creative dynamics that have never ceased to mingle, 
without, for all that, producing any kind of uniformity. Circulation, appropria-
tion, blending, creation, and new circulation engender one another in a ceaseless 
round. The universalizing pretension of the label “world music” conflicts with con-
crete creative practices that draw on diverse, heterogeneous elements to produce 
original versions locally. My intention in this chapter is also to provide a reminder 
that, as a source of immense auditory, physical, and social pleasures, the mass- 
market music we enjoy today, in clud ing “world music,” emerged in and from vio-
lence and domination, and that the mechanisms of musical “production” (in all 
senses of the term) and mar ket ing that prevail in a world dominated by financial 
interests are always mechanisms of domination engendering inequality. Yet, the 
heritage of slavery also tells us that domination never extinguishes creation; that 
behind the musically empty and commercially profitable label of “world music,” 
strategies of invention may be deployed that continue and extend the creolization 
initially begun in the brutality of servitude (Arom and Martin 2006; Martin 2002b).
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Notes
 1. This essay, translated by Chris Turner, is an enlarged and revised version of an earlier 
paper published in French as “Le métissage en musique, un mouvement perpétuel, création 
et identité, Amérique du Nord et Afrique du Sud,” which appeared in Cahiers de musiques 
traditionnelles 13 (2000): 3–22.
 2. Serge Gruzinski (1996, 147) sums up clearly the consequences of conquest: “The 
 exchange of objects, women and food [to which we must, of course, add music—D.- C. 
M.], is quite clearly a form of communication. In this sense, it permits of a more or less 
extensive exchange of information. But it cannot be reduced to that dimension, to the de-
ployment of a material language the Other would, with greater or lesser ease, manage to 
decipher. Because it unfolds in contexts that did not exist before—the interface of invaded 
and invaders—it is also creative of something original.”
 3. Subsequently all ambiguity would disappear from the references to this song, and 
its title was to become synonymous with racism; the segregationist laws adopted after the 
emancipation of the slaves and Reconstruction would be termed the “Jim Crow” laws.
 4. For example, the African- Ameri can singer Matilda Sisieretta Jones (1869–1933)—
nicknamed the “Black Patti” because her qualities so reminded audiences of Adelina Patti, 
the most popular diva of the day—had to create her troupe of minstrels, because she could 
not appear on the “classical” stage. Composers such as Harry T. Burleigh (1866–1949), a 
pupil of Antonin Dvorak, who had a career in publishing, or R. Nathaniel Dett (1882–
1943), who made a living as a teacher, are exceptions to this rule.
 5. “Camp Meetings” were religious gatherings, attracting large crowds—freemen and 
slaves, whites and blacks—held in the open air or in tents and usually lasting several days. 
Preaching and singing were the high points of these meetings.
 6. The term “coon” arrived in South Africa with the blackface minstrels and the titles 
of their songs. Those who still currently use it in the Cape, carnival celebrants and “troupe 
captains,” are unaware of the racist meaning it has assumed, which it still retains in the 
United States today. In their usage it refers to the main figure in the New Year Carnival 
(dressed in a costume derived from that of the nineteenth- century minstrels, which in the 
past consisted of a tailcoat, top hat, and large bowtie but today is reduced to trousers and 
a jacket in troupe colors, and a T- shirt, small hat, parasol, and face makeup) and symbol-
izes the celebrations in which they could then participate. This is one of the rare moments 
of the year when, in the twentieth century, they managed to forget the humiliations they 
suffered and the economic difficulties they faced.
 7. These are male choirs comprised largely of Muslims. Some singers and musical di-
rectors from the Malay Choirs are also members of the Coon troupes’ vocal ensembles.
 8. The ghoema drum is specific to the Cape, though it is modeled after a small cask- 
shaped instrument found elsewhere, with skin covering one of the ends of the cask. Ac-
companying the four- beat moppies, the ghoema drum most often beats out a rhythm based 
on the dotted quaver- semiquaver- crotchet formula, known as the ghoema beat.
 9. Their name, which means “Dutch songs” in Afrikaans (the creole produced by the 
interaction of the Dutch masters and the slaves that is the mother tongue of most “co-
loureds”), suggests that some tunes came from the Netherlands in different periods. These 
songs are, nevertheless, an original creation by the coloured musicians of the Cape; they 
are sung exclusively by the Malay Choirs on New Year’s Eve and in competitions.
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 10. The festivities also include the Christmas Choirs competition, in which Christian 
brass bands play hymns in the fashion of Salvation Army bands.
 11. Blue notes are notes that are lowered by a semi- tone of the third, seventh, and fifth 
of a major diatonic scale, a technique used systematically in blues and jazz, and their de-
rivatives.
 12. This “fixed form” was a twelve- bar song with an A–A–B structure on a I–IV–V pro-
gression.
 13. W. C. Handy (1873–1958) began his career singing in a choir and then taught him-
self the cornet, joined a minstrel troupe, formed his own brass band, and ultimately ac-
quired a solid reputation as band leader, arranger, and composer. He toured a great deal in 
the South, where he heard rural singers, committed their tunes to paper, and used them in 
compositions with the word “blues” in the title, most notably “Memphis Blues” and “Saint 
Louis Blues.”
 14. The ramkie perhaps provides evidence of this. This lute, adopted by the Khoikhoi 
aboriginal people in the eighteenth century, was no doubt an adaptation—based on a na-
tive model—of a Portuguese instrument (the rabequinha) brought to South Africa by slaves 
from the Dutch Indies. From the Khoikhoi it was to pass to the Cape coloureds and Bantu- 
speaking Africans. Often used for playing chords, it would be supplanted by the banjo, 
which took over its function but not without intermediate forms appearing, in clud ing, in 
particular, a high- pitched string pegged halfway along the neck, as on the minstrels’ in-
strument (Kirby 1939; Rycroft 1984).
 15. “The symmetry of metric or ga ni za tion is systematically counteracted by rhythmic 
configurations producing a permanent conflictual relationship between the isochrony of 
the period and the rhythmic events that take place within it” (Arom 1998, 183; see also 
Arom 1988).
 16. “Creolization is the bringing into contact, in some place in the world, of two or 
more cultures or, at least, of two or more elements of distinct cultures, in such a way that 
a new state of affairs ensues that is totally unpredictable when compared with the mere 
synthesis or sum of these elements” (Glissant 1997, 37; see also Glissant 1990, 46).
 17. The term “hybridity,” freely used by Anglo- Saxon postmodernists, raises many ques-
tions that we cannot examine in depth here or be more specific. In short, it connotes the 
static rather than the dynamic, and retains the stamp of an original meaning that implied 
the incapacity of such entities to reproduce themselves (See article: “hybrid,” Webster’s 
Interactive Encyclopaedia, CD ROM 1998; article: “hybride,” Dictionnaire Le Littré, CD 
ROM version 2.0). It therefore seems particularly ill- suited to the analysis of creative dy-
namics.
 18. “The Plantation was one of the focal sites where some of the current modes of Rela-
tionship were elaborated. In that universe of domination and oppression, of veiled or overt 
de- humanization, humanities persisted powerfully. In that outmoded place, cut off from 
any sort of dynamic, the trends of our modernity began to take shape” (Glissant 1990, 79).
 19. “The reality of that ‘music’ [of what is described as “Negro music”], while recog-
nized as such and while growing out of the interracial participation of whites, could never 
be acknowledged as a fruitful interracial offspring. As a result, its value, power and inven-
tion lay completely with African- America. This odd turn of events would give to blacks a 
remarkable gift, inadvertent as it was, and one they proceeded to employ in casting a viable 
place in America” (Radano 2003, 115).
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