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ABSTRACT 
 

This thesis investigates Black American string players’ experience of racism, bi-

musicality, and multi-musicality in their musical and personal lives within the context of higher 

education. The project brings into focus the identities and experiences of Black string students 

leading to the development of nigrescence, racial contextualization, and code-switching in 

predominantly white institutions. I argue that the bicultural experiences of Black American string 

musicians at Florida State University generate a bi-musicality that is complicated by 

marginalization, isolation, and racism in college music programs. Using ethnographic fieldwork, 

bi-aural analysis, and interviews with students, this project gives voice to Black string musicians 

who may not have had the courage or awareness to recognize and address this phenomenon. I 

apply methodologies from music education, ethnomusicology and other disciplines using 

ethnography, archived materials, visual media, print, and web sources to help professors and 

students foster a broad sense of Black musical identity. I advocate for a pedagogy that constructs 

culturally affirming worlds of musical experience–e.g., Old Time, Indian (Hindustani and 

Carnatic), and Afro-Peruvian musics– for Black string musicians to navigate using their bi-

musical Blackness.  
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CHAPTER 1 
 

INTRODUCTION 
 
 

Introduction and Background 
 

It is exhausting to be a Black person in the United States in 2019.  People of African 

descent have always had to fight for the civil rights and liberties that the nation proclaims are 

guaranteed to all its citizens. The American social climate is transforming through a growing 

awareness of violence, prejudice, and marginalization in the form of microaggressions against 

Black individuals as these instances become ever more visible due to social media. In The Souls 

of Black Folk, W.E. B. DuBois describes the phenomena of double consciousness and second 

sight that have historically been prevalent aspects of the Black experience. Double consciousness 

is often defined as the awareness of two “souls” or identities existing among Black people. This 

idea asserts that African Americans have an African and an American self that are at constant 

war with one another. Second sight is offered as a corollary to double consciousness. Dubois’s 

definition of second sight grants Black Americans the ability to see into the worlds of America 

and of Africa and its diaspora.  

Scholars in anthropology, sociology, and musicology have investigated how double 

consciousness has remained an experience in the United States and other areas of the world in 

various demographics. Black American historians acknowledge African slaves’ inability to 

commune and communicate the oppression they faced. Music-making became an avenue of 

expression allowed to slaves and freed Africans as entertainers and laborers (e.g., fiddlers, 

dancers, work songs). The remnants of U.S. slavery produced in their descendants a unique 

musical perspective of being within and outside of early American music culture. In 1955 
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ethnomusicologist Mantle Hood coined the term “bi-musicality” in order to describe the ability 

to play, comprehend, and appreciate aspects of both non-Western and Western musical 

traditions. Hood’s initial thoughts on the idea of bi-musicality were intended to explain the 

“twoness” of Japanese court musicians; however, he did not describe how this term might apply 

to the emic and etic experiences of African slaves and their descendants excluded their input 

while profiting from their labor.1 It is necessary to examine whether Black Americans’ second 

sight into white and non-white cultures is produced musically in the construction of Black 

musicality as bi-musicality. Black Americans transfer of their musical abilities in various music 

cultures including orchestral string music, gospel music, and old-time fiddling traditions to 

become professional musicians demonstrates their development of bi-musicality. In recent years 

this term has been expanded to include individuals with an awareness of two or more musical 

cultures (e.g., multi-musicality). Black Americans’ existence within multiple musical worlds 

speaks to their experiences of bi and multi-musicality and second sight, and, as I will argue here, 

these experiences are comprised within the epistemological framework of Duboisian second 

sight. 

In studying music education as an undergraduate at a Hampton University, which is one 

of over one hundred Historically Black Colleges and Universities (HBCU) in the U.S., I learned 

about double consciousness and began to recall instances in my life where I realized I had felt 

this conflict between my two souls. It was not until I entered Florida State University’s (FSU) 

                                                
1 Emic refers to the perspective of the cultural insider denoting aspects of a particular culture. Etic describes cultural 
information from the point of view of a cultural outsider. In the case of African slaves their status as property and 
not as humans excluded their view of a being a culture insider to early United States culture. Once slavery was 
abolished former slaves and their descendants were granted rights a humans and citizens of the U.S. allowing them 
access from an emic perspective. However, the civil rights and liberties granted to white people and non-Black 
citizens of color has not fully been extended to Black Americans causing a continuation of the etic status as the 
“Other”. 
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musicology program in Fall 2017 as a graduate student that I began to see how deeply rooted my 

experiences with double consciousness and its ties to my bi-musicality were, especially when it 

came to my playing the viola. I realized that a lot of my fears about learning, perfecting playing 

technique, and performance stemmed from feeling inadequate and isolated from my non-Black 

music colleagues. At Hampton University, I was one of very few string music education majors. 

I studied with Arkady Heifetz, a Russian violinist and relative of Jascha Heifetz, who had very 

different learning experiences as a young student in competitive, music schools under the 

communist regime. I often felt so intimidated by his talent and embarrassed by my inconsistent 

bowing technique, weak tone, and intonation that I entered a state of procrastination and 

paralysis that kept me from excelling in my lessons. It did not help that I felt that my being Black 

cast me as an outsider to the world of orchestral music. I had not known of Chevalier de Saint 

George,2 William Grant Still,3 Eddie South,4 Emma “Ginger” Smock,5 and Sanford Allen6 until 

my first semester of graduate school in the College of Music at FSU. It is important to note that I 

did not learn about these musicians from my professors, however, I learned about them as I 

conducted research for a personal project assignment. At first, I was furious, but this emotion led 

                                                
2 Chevalier de Saint George lived from 1745-1799. He was a virtuoso violinist, composer, and conductor of African 
and French descent.  
3 William Grant Still was an African American composer who worked alongside artists of the Harlem Renaissance 
such as Alain Lock and Langston Hughes. He is known as the “Dean” of African composers who wrote over 150 
works and was the first African American to conduct a major American orchestra in 1936. 
4 Eddie South was an African American jazz violinist. Although he was Classically trained, South was barred from 
entering symphonies and other institutions of Classical music due to the segregationist policies of the time. He 
traveled the world playing violin and spent significant time among the Roma in Hungary learning to play cigany 
styles that he would incorporate into his music. This caused him to earn the title “The Dark Angel of the Violin.” 
5 Emma “Ginger” Smock was a violin prodigy from Los Angeles. She was the protégé of jazz violinist Stuff Smith. 
She played in all female trio called Sepia Tones As a soloist she faced limited opportunities in male dominated field 
of jazz. 
6 Sandford Allen was born in 1939 and began musical training on the piano at age five. He began to learn violin in 
1946 at the Julliard School of Music. He studied at the Mannes College, and Berkshire Music Center. He became the 
first African American musician to play regularly in the New York Philharmonic Orchestra in 1962. He resigned 
from this position in 1977. 
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me to ask: Would music teacher education and string performance programs incorporating the 

histories of Black composers, violinists, violists, and other non-Black string players help 

alleviate young Black string music students’ experiences with marginalization in higher learning 

institutions? 

 
Purpose and Significance  

 

On March 12, 2018, Draylen Mason was murdered in a terrorist attack at his home as he 

was leaving to go to school. A senior at East Austin College Prep High School, and a gifted 

bassist, Mason had been accepted to both Oberlin Conservatory and the University of Texas 

Butler School of Music. After learning about this tragedy, I wondered how young Black string 

players viewed his death. There are many aspects of Draylen’s life that mirrored my own 

experiences as a string player. He spent time in rehearsals at youth orchestras, and he played in 

the school orchestra and at church, just like I did. After learning about the other victims of the 

bombings who were also people of color (e.g., Black and Latino), I knew at once that this was a 

racially motivated terrorist attack. I recognized that all the hours of studying music in private 

lessons, orchestra rehearsals, attending concerts, and playing gigs Draylen spent throughout his 

seventeen years of life were not enough to protect him from the violence that Black people have 

historically been subjected to since before the founding of this country. Acknowledging this fact 

triggers a contemporary double consciousness because it exposes “the veil” separating the 

musical lives of Black string players from the violent, frustrating, and conflicting reality of being 

a Black American citizen in the United States.  

This epiphany prompted many questions, including the following: Did other young Black 

string players perceive the Austin bombings this way? What would have happened if Draylen 
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had lived and continued onto college as a music major? Would he have experienced racial terror, 

like microaggressions and discrimination, as a Black string music major in a predominantly 

white higher learning institution? Would he have become aware of bi-musicality and how it 

could expand his understanding of Black music and other global music cultures? How many 

other Black children would he have inspired to begin playing a Classical string instrument? Did 

he know of other Classical Black bassists, violinists, violists, cellists, and composers? If not, 

would his teachers have been knowledgeable enough to teach him about the Black heritage of 

string music across cultures?  

In conducting this research, I interrogate how musical and personal lives of Black string 

musicians enrolled in and working in institutions of higher education in the United States 

intersects in ways that reveal awareness of sociocultural difference. This ethnographic work 

situates instances of racism, double consciousness, second sight, and bi-musicality in describing 

and analyzing the complex identities of Black string musicians (e.g., students and educators). 

Black students voice the often-unheard stories of their experiences with all four of these 

phenomena in their collegiate music careers. In addition to documenting the double, and in some 

cases multiple, identities of Black string musicians, I involve perspectives from non-Black string 

musicians and educators. Their insights better contextualize the voices of the Black students 

amongst the chorus of the other minority (e.g., Latino, Asian, LGBTQIA) and majority groups in 

collegiate music programs. The primary aim of my thesis project is, thus, to draw from my 

interlocutors’, and my own, stories about identity and experience to illuminate the intersection of 

race, culture, and musicality through combining teaching strategies and scholarship. There are 

three guiding questions that shape my methodology for completing this ethnographical and 

pedagogical work; They include: (1) In what ways do Black string players experience racism and 
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other effects of marginalization in collegiate music programs? How do these experiences 

correlate to their personal lives? (2) How can the disciplines of music education and 

ethnomusicology collaborate to culturally affirm Black string players in predominantly white 

institutions such as Florida State University? (3) How can music teacher educators better prepare 

non- Black music educators to affirm Black musical culture and Black students?  

Review of Literature 

The literature I have consulted in relation to this project is divided into three subject 

areas: Black intellectualism, ethnomusicology, and interdisciplinary teaching methods. Each of 

these categories informs my research on Black musical and cultural identity and enables me to 

identify connections between interdisciplinary pedagogies. I have chosen to look at double 

consciousness, Negritude, and nigrescence to broaden my understanding of Black intellectual 

thought. DuBois’ The Souls of Black Folk is my primary text for this project, as it was the first 

text that used and described the term double consciousness and second sight.7 Although this 

work has been around for over a century, there is value in considering DuBois concepts in the 

context of the twenty-first century as they apply to musicalities of Black Americans. Another 

important concept that I will discuss is negritude, which is the intentional affirmation of African 

heritage and awakening consciousness of the value of Pan African identity. Reiland Rabaka’s 

text The Negritude Movement: W.E.B. DuBois, Leon Damas, Aimee Cesaire, Leopold Cesaire, 

Frantz Fanon and the Evolution of an Insurgent Idea connects ideologies of the New Negro 

Movement, the Harlem Renaissance, and Negritude.8 He accomplishes this by linking leading 

negritude scholars with the works of W.E.B DuBois, The Souls of Black Folk (1903) and Frantz 

                                                
7 W.E.B. DuBois, The Souls of Black Folk, (Chicago: A.C. McClurg &Co, 1903). 
8 Reiland Rabaka, The Negritude Movement: W.E.B. DuBois, Leon Damas, Aimee Cesaire, Leopold Cesaire, Frantz 
Fanon and the Evolution of an Insurgent Idea,(Lanham: Lexington Books, 2015).  
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Fanon, Black Skin, White Masks (1952) to provide an alternative view of the ideology’s history, 

politics, aesthetics, and intellectual models. Both DuBois and Fanon serve as bookends and 

through lines of Rabaka’s analysis where Damasian, Cesairian, Senghorian, and Sartrean 

Negritude are highlighted for their ability, and inability, to address the intersectional political, 

economic, and human issues of the “racially colonized and racial colonizers.” Franz Fanon’s 

work Black Skin, White Masks reveals the psychological implications of colonialism on African 

peoples.9 His ideas on language and its use of psychological violence on African peoples 

illuminate instances of semantic racism. Fanon’s writings on semantic psychological violence is 

useful for my research specifically as it applies to the use of Ebonics in conversation and 

microaggressions enacted on Black American people.  

Nigrescence is William Cross’s model of the process of adopting a Black identity after 

experiencing racism and other discrimination.10 Nigrescence derives from French language that 

describes the process of “becoming Black.” Similar to the theories of negritude, nigrescence 

draws upon psychology to describe a process of resocialization of one’s identity in Blackness. 

Nigrescence is a five-step process including the pre-encounter, encounter, immersion/emersion, 

internalization, internalization-commitment stages from Cross’ model. In Shades of Black, he 

provides a history of Black psychology critiquing the works of Ruth Horowitz’s research on 

Black children’s self-hate after skewing results from her “Show Me” test. Her findings were 

echoed in Mamie and Kenneth Clark’s groundbreaking study that argued for integration of the 

U.S. public schools in Brown V Board of Education. The research team concluded Black 

students carry self-hate into adulthood which Cross argues is a major catalyst for the perpetual 

                                                
9 Frantz Fanon, Black Skin, White Masks, (London: Pluto Press, 2008). 
10 William Cross, Shades of Black: Diversity in African-American Identity, (Philadelphia: Temple University Press, 
1991).  
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miseducation of Black psychology in the United States education system. In this text Cross 

revises his Nigrescence model, depicting the process of resocialization and identity formation in 

Blackness. The five stages of this model are important to this thesis topic, as I identify different 

stages and emotional turmoil that occur in the form of rage, guilt, anxiety, and victimization as 

students express their encounters with bi-musicality and racial terror. 

 To answer these feelings of rage and victimization, I consult bell hooks’s Killing Rage: 

Ending Racism to address multiple issues concerning Black American anger and rage as 

constructive sources of identity formation and activism. In “Refusing to Be a Victim,” she 

discusses Black Americans’ use of victimhood in articulating experiences of racial terror that 

denies rage fueled agency and self-determination.11 Another essay, “Healing Our Wounds” calls 

for the acknowledgment of Black Americans “need for racial uplift via cultural production… that 

can address the psychological trauma we experience both in the past and in the present” in order 

to cultivate positive, self-affirming identities. 

 I have also consulted Confession: The Most Exciting, Heart-breaking Story of an 

Ethiopian in the United States, a novel by Ashenafi Kebede as a guide for giving voice to the 

experiences of Africans in America who have stories to contribute to Black American 

experiences in collegiate music programs.12 The main character, Ezra Delegen, is an Ethiopian 

piano performance student at a prestigious school in Rochester, New York, who falls in love 

with a middle-class white student, Caroline Fletcher. The couple face many trials during the 

beginnings of the Civil Rights era in the early 1960s, including discrimination and violence. I am 

interested in this novel because of Ezra’s preference to be around those with “corresponding 

                                                
11 bell hooks, “Refusing to Be a Victim,” in Killing Rage: Ending Racism, (New York: Holt and Company, 1995).  
12 Ashenafi Kebede, Confession: The Most Exciting, Heart-breaking Story of an Ethiopian in the United States, 
published by Author, 1962. 
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tastes” at college parties, where his “high academic and musical achievements plus [his] social 

reputation” allow him more freedom and comfort than being in all Black spaces. He does not 

care for Negro girls and is apathetic in discussions about the rampant racism African Americans 

are subjected to in the South. However, it is when he begins dating Caroline that he is forced to 

come to terms with his Blackness (e.g., Africanness), and she shows him the importance of 

standing up for those who are oppressed. I believe this novel provides another perspective of 

Blackness, especially that of African immigrants in the United States. Although the story takes 

place in the 1960s, it reveals a different perspective of racism in college that is important to add 

to the voices of Black American students at predominantly white institutions.  

 

Ethnomusicology. In addressing my topic ethnomusicologically, I have drawn upon a range of 

sociological, ethnomusicological and historical works; I consult the voices of Paul Gilroy, 

Marcus Anthony Hunter, Zandria F. Robinson, Samuel Floyd, Ashenafi Kebede, and Kofi 

Agawu in order to know further the global histories of Black and Brown peoples. In The Black 

Atlantic by sociologist Paul Gilroy, he writes of the creolization of African, Caribbean, British, 

and American cultures that defy limiting notions of race and nationality.13 He demonstrates this 

in the third chapter by describing how racial terror fosters sonic “Afro-Atlantic cultural creation” 

that reframes Black music and its social importance through “doubleness.”14 The Black Atlantic 

is a sociological text, but it adds a valuable analysis of musicultural production resulting from 

double consciousness. Agawu’s book The African Imagination in Music expands the notion of 

African musicality, observing characteristics such as harmony, form, melody, and polyphony 

                                                
13 Paul Gilroy, The Black Atlantic: Modernity and Double Consciousness, (Cambridge: Harvard University Press, 
1993). 
14 Gilroy, The Black Atlantic, 73. 
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that are often neglected in scholarship for in-depth analysis of rhythm. He notes that the African 

melodies originate from the voice that points to its importance to African musicality and 

performativity. Along with this, he discusses the identities of African composers, and the 

appropriation of African musics in art and popular African American musics.  

I have selected Kebede’s Roots of Black Music: The Vocal, Instrumental, and Dance 

Heritage of Africa and Black America to be used in conjunction with The African Imagination.15 

Kebede also stresses the importance of vocal music in African cultures. He utilizes the Mahillon-

Sachs-Hornbostel instrumental classification system to provide extensive descriptions of the 

musical instruments in African musics (e.g., idiophones, membranophones, aerophones, and 

chordophones). The Roots of Black Music is an example of an African musicologist writing 

about the music of the entire continent and privileging the cultures of East Africa, Northeastern 

Africa, Sub-Saharan and Central African musics-musics that are often left out by American 

textbooks that favor West African music traditions. Not only does The Roots of Black Music 

highlight various Black American musics, it also explains their connection with African musical 

traditions. In the Transformation of Black Music: The Rhythms, the Songs, and the Ships of the 

African Diaspora, scholars from the United States take Kebede’s sentiments a step further 

tracing the changes in musical and cultural aspects within the African diaspora throughout time. 

Samuel A. Floyd Jr., Melanie L. Zeck, and Gutherie P. Ramsey Jr. contribute chapters on topics 

incorporating alterations of African rhythm to diasporic musics, Black concert music in Europe 

and the Americas, and ritual practices of Black people in the diaspora.  

Samuel Floyd’s chapter “The Movement: Black Identities and Paths Forward” in The 

Transformation of Black Music, provides a musical investigation of the Harlem Renaissance and 

                                                
15 Ashenafi Kebede, Roots of Black Music: The Vocal, Instrumental, and Dance Heritage of Africa and Black 
America, Englewood Cliffs: Prentice Hall,1983. 
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other global Black intellectual and artistic movements (e.g., Haiti, Peru, Cuba). Melanie Zeck 

writes on the influence of talking machines on the inclusion of Black music styles in music 

education and young Black performers musicality in “Get On Board Lil’ Chillun: Children and 

Music in the Diaspora.” The final two chapters explore Black Avant Garde musicians such as 

Ornette Coleman, George Russell, and John Coltrane, and the creative process of African 

musicians reclaiming of African-derived musics of the diaspora. Chocolate Cities: The Black 

Map of American Life by Marcus Anthony Hunter and Zandria F. Robinson seeks to enlighten 

people that are “unable to see or blinded by the lenses of ‘ghetto,’ ‘slum,’ ‘hood,’ and ‘concrete 

jungle’” by providing refreshing interpretations of Black popular culture (e.g., music, literature, 

visual arts, performing arts), historic migrations, and governing policies that relate and connect 

the various localities of Black Americans.16 These works inform my pedagogical offerings on 

how to learn and understand Black culture in music programs and serve as course readings and 

content for students. 

Interdisciplinary Pedagogies. The final group of texts I use in this study concern 

teaching methods from the fields of music and museum education. I assess the strategies 

presented in Brent C. Talbot’s Marginalized Voices in Music Education, and Culturally 

Responsive Teaching in Music Education: From Understanding to Application by Vicki R. Lind 

and Constance L. McKoy. In Marginalized Voices in Music Education, ten case studies are 

presented to give voice to underrepresented communities (e.g., LGBTQIAA+, Mexican, African 

American) that have been silenced over the course of their musical education. Major themes 

across the chapters are -seeking visibility, instances of marginalization and its constricting 

effects on musical experiences. There are four chapters of this book that deal with double 

                                                
16 Marcus Anthony Hunter, and Zandria F. Robinson, Chocolate Cities: The Black Map of American Life, (Berklee: 
University of California Press, 2018).  



12 

consciousness and isolation in African Americans in music education programs, specifically 

dealing with differences in the teaching of music education in predominantly white collegiate 

institutions and historically Black colleges and universities. Culturally Responsive Teaching in 

Music Education is divided into two parts that align social justice theory with culturally 

responsive pedagogy, (e.g., section I). The second part offers examples of how to apply theory 

into practice in the music classroom. This text informs me of the ways in which music education 

scholars conceptualize the involvement of culture in the music classroom as theoretical praxis.  

 To comprehend art history and education ideologies, I will look at Teaching In the Art 

Museum which offers a survey of the philosophical, historical, and theoretical aspects of gallery 

teaching. Each of the eleven chapters discusses the past, present, and future of museum 

education while providing suggestions on how to facilitate strategies for a meaningful and 

educational museum experience. Important topics in this text that relate to my thesis research 

include fostering modes to talk (e.g., conversation, discussion, and dialogue), guided 

interpretation of artworks, and methods for introducing historical information in conversations. I 

find that this book will be helpful in creating strategies for iconographic inquiry of visuals 

relating to Black musics.  

Theoretical Approach 

 The theoretical approach serves two purposes: 1) to locate the dimensions of Black 

American experience regarding racism within musical and collegiate contexts, and 2) to inform 

the lesson plans in the pedagogical section of this research. I use bi-aurality to determine the 

intersectionality between racism and musicality by discussing how double consciousness, code-

switching, and nigrescence manifest in the identities and experiences of my informants. In 

describing double consciousness, I look more pointedly at ways awareness of separation of 
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experience, or the “veil” manifests in musical spaces and lives of Black American string 

musicians. Code-switching occurs when a person alternates between two or more languages or 

body gestures while in conversation with others. This can be expressed through the body by 

using gestures innate to a specific culture. I am interested in the ways that code-switching occurs 

in music making and classroom settings as a method for self-preservation. An example of this is 

creating “white” voices and limiting the use of Ebonics or African American Vernacular English 

in the presence of non-Black classmates and professors to fit into campus culture that defines and 

reinforces whiteness. 

 The emphasis of white Eurocentric music culture is visible in the College of Music at 

FSU, where the primary spaces of learning don names of past white faculty members including 

the Warren D. Allen Music Library, Karl Otto Kuersteiner Music Building, and Ernest Von 

Dohnányi Recital Hall. Allen Music Library, along with other classroom spaces, feature Western 

Classical music using colorful portraits of European composers on the walls. While the naming 

of the buildings is due to financial contributions, they ultimately serve as pillars for 

environmental microaggressions towards Black students due to the lack of representation of 

Black American musicians in physical spaces of the COM. There is little representation of 

people of color in general in the COM, let alone their musics which results in communicating 

and reinforcing the notion that their contribution is not welcome or serves as an alternative to the 

norm. The Musicology area offers world music ensembles for students to learn how to make 

music outside of the Western canon, such as Balinese gamelan, Old Time fiddling, and 

Trinidadian steel pan. The world music ensemble method builds upon from Mantle Hood’s 

important work in establishing the first ethnomusicology program in the U.S. at the University of 

California, Los Angeles in 1954 and bi-musicality in the following year. Hood introduced the 



14 

concept of world music ensembles, establishing the prevalence of Javanese and Balinese 

gamelan as a pedagogical model for understanding how musicality is learned in U.S. colleges.  

His article The Challenge of “Bi-Musicality” provides a subtle commentary on the 

Western, Eurocentric based music education system of the United States causing students 

difficulty in learning by rote without notation, mastering timbres, ornamentation, and 

improvisation of non-Western musics.17 He expands upon these four areas of musicianship to 

define the process of unlearning Western musicality. Hood’s article supports the notion that 

imperialism and colonization of non-European cultures births double consciousness within 

musicality (e.g., identity) in Eastern countries (e.g., bi-musicality mastery in Japanese 

musicians). However, Hood does not detail the musicality of non-white American students, who 

come from different musical backgrounds outside of the Western classical canon, such as gospel 

or jazz.  

 Bi-musical analysis has become a popular topic of ethnomusicological inquiry. Scholars 

have expanded upon Hood’s original concept of bi-musicality from the 1970s to the early 2000s. 

For example, Tim Rice redefines the meaning of bi-musicality in May It Fill Your Soul: 

Experiencing Bulgarian Music. He discusses the process of achieving ornamentation on the 

gaida by noting the difference between the instruction within the context of European and 

American environments. He states, “European and American styles and traditions use notation to 

prescribe melodies but are content to leave style and ornamentation to aural traditions, whereas 

in the Bulgarian instrumental tradition of the 1930’s, technique could be seen and imitated, but 

each new student had to verbalize and learn on his own to the abstract conceptions governing 

                                                
17Mantle Hood, “The Challenge of ‘Bi-Musicality’,” Ethnomusicology 4, no. 2 (May, 1960):55-59. 
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melodies without verbal or visual aids.” 18He problematizes the idea of achieving the emic 

perspective of musical performance and instead lists five principles for developing musical 

competencies of Bulgarian instrumental musicians. One way that he does this is through using 

the hermeneutical arc that goes beyond the emic and etic experience to fuse the musician’s 

cognitive and musical horizons.  

Benjamin Brenner discusses bi-musicality and polymusicality in his book Knowing 

Music, Making Music by outlining four main musical competencies that exist within learning 

multiple musical traditions19. The musical offerings of descendants of the slaves, free, and 

immigrant Africans in the United States constitute the second multiple competency where 

difference is bridged within a larger tradition as Black and African musics was syncretized with 

that of non-Black people in America. The third and fourth polymusicality types apply to this 

research study. Brinner writes the third iteration of polymusicality “occurs within a social group 

conglomerate that has a composite identity but is culturally heterogeneous.” 20 An example of 

this type of polymusicality can understood as the diversity within American popular musics 

which contain elements of various cultural, national, racial, and spatial traditions. The fourth 

instance of polymusicality as defined by Brinner is disjunct polymusicality where the “Musician 

is a cultural and social outsider, often brought to the new musical tradition by social and political 

pressures.”21 Brinner uses the Western and Eastern musicality of Japanese court musicians as an 

example of the disjunct polymusicality. The musical identities and competencies of African 

                                                
18 Timothy Rice, May It Fill Your Soul: Experiencing Bulgarian Music (Chicago: University of Chicago Press, 
1994) 70. 
19 Benjamin Brinner, Knowing Music, Making Music: Javanese Gamelan and the Theory of Musical Competence 
and Interaction (Chicago: University of Chicago Press, 1995).  
20 Brinner, Knowing Music, Making Music, 84.  
21 Brinner, Knowing Music, Making Music, 83. 
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slaves in the Americas are an excellent example of the fourth type of polymusicality that 

Brinnner describes.  

Brinner writes that “the attainment of musical competence is a function of a musician’s 

experience, the distribution of competence within a society is directly related to the degree of 

freedom a musician has in shaping the experience.”22 Michael Bakan’s bi-musical experiences in 

Music of Death and New Creation are in direct correlation with Brinner’s statement. Bakan 

writes about bi-musicality by recounting his learning to play kendang beleganjur from his 

teacher Sukarata. He explains “memorization and stylistic competence [are] acquired...during the 

initial learning process.”23 Bakan defines a cross-cultural pedagogical procedure wherein his 

musical skills as a Western percussionist were transferred in his lessons. This method of learning 

required Bakan to transpose and perform lengthy passages of Sukarata’s compositions with 

technical proficiency. However, he did not acquire the skills of memorization and musical style 

in the way that his fellow students learning the maguru panggul method. Bakan’s writing is set 

apart from that of Brinner and Rice due to his focus on the relationship between his instructor, 

Sukarata, and the co-creation of learning experience in a musical culture that was not his own.  

In Stephen Cottrell’s article “Local Bimusicality of Freelance Musicians of London,” bi-

musicality is explored as a form of self-conception.24 He draws linguistic connections from 

Hood’s notion of musical bilingualism and Mark Slobin’s work on code-switching25. He creates 

a diagram to show the relationships between musical and economic capital provided by 

performance opportunities. The diagram supports Cottrell’s argument that bimusicality extends 

                                                
22Brinner, Knowing Music, Making Music: Javenese Gamelan and the Theory of Musical Competence and 
Interaction,79. 
23 Michael Bakan, Music of Death and New Creation: Experiences in the World of Balinese Gamelan Beleganjur, 
(Chicago: University of Chicago Press, 1999) 307. 
24 Stephen Cottrell, “Local Bimusicality of Freelance Musicians in London,” Ethnomusicology 51, No.1, (Winter 
2007). 
25 Mark Slobin, “Micromusics of the West,” Ethnomusicology 36, No.1, (Winter, 1992)1-87. 
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beyond musical technique and notation to include social behaviors that valued in traditional 

music contexts.26 For example, acceptable body movements amongst string players in orchestral 

settings are reinforced through performance where subtle movements are useful for cuing and 

synchronization. Localized bi-musicality occurs as musicians are required expand their skill set 

to convincingly perform diverse musics as they would be in their original context to meet 

increasing demands for hybridized musics by Western audiences. In London, professional 

musicians choose to learn stylistic techniques of global music traditions such as pitch bending, 

microtones, timbral quality which in turn will influence the types of performance opportunities 

they are given. Cottrell’s definition of localized bi-musicality describes the freedom of London 

musicians to choose the musical spheres in which they engage functions as self-conception of 

musical identity.  

Denise Gill’s research on Turkish Classical musicians presents a newer conception of 

musicality and listening in the 21st century. In Melancholic Modalities, she uses Deleuze’s and 

Guattari's rhizome27 method to chart musical genealogies of her interlocutors.28 This 

methodology allows for an intersectional mapping of multiple “interactions of past to make sense 

of the present.”29 Gill writes “melancholy arises naturally out of the condition of separation from 

and yearning for the love lost object.”30 The concept of melancholy is present in the music of 

Turkish Classical musicians because their genealogical and pedagogical process was disrupted in 

Kemal Ataturk’s redesigning of Turkish culture after the fall of the Ottoman Empire. For Turkish 

                                                
26 Cottrell, “Local Bimusicality of Freelance Musicians in London,” 94. 
27 A Rhizome is a botanical root stem which grows underground horizontal directions. Gill, following Deleuze and 
Guattari, employs the term to resist binaries when discussing the genealogies and interpretations of selfhood in 
Turkish Classical musicians. Rhizomes represent non-hierarchal relationships that when broken sprout out to create 
channels of meaning. 
28 Denise Gill, Melancholic Modalities: Affect, Islam, and Turkish Classical Musicians, (New York: Oxford 
University Press, 2016).  
29 Gill, Melancholic Modalities: Affect, Islam, and Turkish Classical Musicians, 99. 
30 Gill, Melancholic Modalities,101.  
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Classical musicians, the love lost object is bound by musical and spiritual heritage. Students 

musical identity is shaped by their teachers to explore the yearning of a history lost.  

She writes about the pedagogical process of learning Turkish Classical music. She notes 

that students and master’s (e.g., teachers) do not have a typical hierarchal relationship whereupon 

the master transfers the knowledge to pupil. This differs greatly from the music learning models 

embraced in Western music culture. Gill coins the term bi-aurality to understand musical 

pedagogy in the context of Turkish Classical music. Bi-aurality shifts and shapes “one’s ears to 

different axes, geographies and idioms of listening.” 31 She offers bi-aurality to combat the 

problematic transfer of Western musical ideologies on to global musics in ethnomusicological 

scholarship. Two examples of ethnomusicologist’s bi-musical products are transcriptions and 

formal analysis of oral musics in western notation. Bi-aurality is related to bi-musicality, and a 

separate process that allows for the intersections of beliefs, practices, aesthetics and experiences 

of music making to be brought to the fore.  

I believe rhizomatic and bi-aural analysis are useful frameworks to apply in my research 

on collegiate Black American string musicians. In the case of Turkish Classical musicians “loss 

becomes the foundation of student’ identities and senses of self.”32 I argue that Black American 

string musician’s experience historical loss similar to that of Turkish Classical musicians. The 

rhizomes Gill creates describe the dimensions of melancholy among the musicians. I employ 

rhizomatic analysis to organize interlocking identities and experiences of Black American string 

players. In order to hear their musical identity, I switch between different modes of listening in 

conversations with my interlocutors as they describe their musical lineage, performance 

opportunities and instances of racial microaggressions. Bi-aurality is necessary to hear my 

                                                
31 Gill, Melancholic Modalities, 114. 
32 Gill, Melancholic Modalities, 117. 
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interlocutors’ individual and intersecting experiences of racism and Blackness. Their present 

musicalities draw from iterations of Black musical traditions where loss of history is affirmed 

through musicultural identity constructed in past and present. 

Mellonee Burnim’s writings on the emic -etic identities of researchers who study their 

own culture add another dimension to the discussion of bi-musicality regarding Blackness. In her 

article Culture Bearer and Tradition Bearer: An Ethnomusicologist’s Research on Gospel Music, 

she acknowledges the benefits and complications towards her research of gospel performance at 

two Black Pentacostal churches in Indiana. She writes “a shared ethnic identity, and a shared 

demonstrable knowledge of performance in the gospel medium” aided in her gaining trust with 

her informants and in building sincere relationships with them. Burnim also describes a process 

in which she facilitated in the construction of bimusicality in the members of the Grace 

Apostolic choir. The choir asked Burnim to teach the ensemble how to sing spirituals. She noted 

that the choir mainly sang in the gospel tradition which relied on instruments, audience and choir 

participation, and learning by rote from audio recordings. Spirituals require written notation and 

are sung acapella. The performance practice of spirituals does not allow improvisation outside of 

the score. The group’s seeking “to cultivate a sense of musical diversity among themselves” 

caused Burnim to combine her role as an ethnomusicologist with that of a music director to assist 

in their learning to perform music with different cultural expectations than their own.  

There are similarities in my thesis research that mirror aspects of Burnim’s conclusions 

about the emic-etic perspective of an ethnomusicologist researching their own culture. My being 

a Black American and a string player gives me access to my interlocutors’ experience that I am 

not sure would be granted to a non-Black researcher. It has allowed me to foster genuine 

relationships with other students with the same racial background. Burnim defines the act of 
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cooperation from her informants as a symbol of trust. I have made similar observations acts of 

trust that are shown when my informants freely discussing their encounters with prejudice and 

racism as student in FSU’s College of Music in our conversations. I am grateful for that trust and 

am compelled to communicate their experiences honestly as they have defined them to me.  

Nigrescence is a five-stage process that occurs in Black adults. Cross originally looked at 

college-aged African Americans during the Civil Rights era in the 1970s. The pre-encounter 

finds the subject as having a worldview that can be based on various experiential realities. Thus, 

Black American world views during the pre-encounter phase can exist solely on Black 

experiences or bicultural and multicultural realities to which individuals “are brought up to be 

attracted to… [and] be capable of functioning in both Black and white ‘worlds.’”33 The 

encounter involves the Black person facing events (e.g., racism or discrimination) that 

disconnect them from their old-world view predicated on the White American experience. Cross 

expands upon this phase to not only include police brutality but also acknowledges encountering 

new information that exposes the individual “to powerful cultural-historical information about 

the Black experience” that reorients one’s understanding of Black peoples’ contributions to 

global societies and cultures. The negative part about this type of encounter is that it incites rage 

as the individual becomes frustrated with their miseducation in White racist institutions. The 

immersion-emersion stage represents the in-between state where one has not changed their 

personal identity but works to display commitment to redefining their Blackness. In the final 

stage, internalization–commitment, the individual has moved past the maelstrom of emotion 

experienced in the immersion-emersion period to enter a peaceful acceptance about their identity 

as a Black individual. It must be said that individuals experiencing nigrescence can undergo 

                                                
33 Cross, Shades of Black, 119. 
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multiple stages at once, and it reoccurs throughout adulthood. I use nigrescence theory to 

describe the different ways in which racial encounters and institutional practices complicate the 

development of musical identity in Black American string students due to failing to acknowledge 

the vast experiences of Black musicality through affirming curriculum. 

I use nigrescence theory to understand how Black American’s psychological process and 

performance of identity in the face of racism, prejudice, and marginalization. Robin DiAngelo’s 

research on whiteness and critical discourse analysis reveals how whiteness is performed and 

maintained by individuals. Her text White Fragility: Why It’s So Hard To Talk To White People 

About Racism draws upon historical, legal, and sociological studies about whiteness to illuminate 

ways that white people engage with each other and people of color in conversations about 

racism. DiAngelo approaches this by including conversations with people of color and personal 

anecdotes that clearly define what she describes as white people’s invalidation, dismissing, 

defending, and decentering people of color’s experiences and concerns regarding racism and 

race. Discussing various performances of whiteness is useful in describing the psychological 

terror that is inflicted on Black American students’ experience of microaggressions and racial 

ignorance. In addition to DiAngelo’s work on white fragility, I consult Derald Wing Sue’s 

research on microaggressions in two texts: 1) Microaggressions in Everyday Life: Race, Gender, 

and Sexual Orientation, and 2) Race Talk and the Conspiracy of Silence: Understanding and 

Facilitating Difficult Dialogues on Race. The first text provides a definition of microaggressions 

of various types (e.g., environmental, verbal, microinsults, microassaults, and 

microinvalidations) relating to intersections of race, sexual orientation, and gender. In the second 

book, Race Talk, Sue extends his conversation of racial microaggressions to nuance racialized 

conversations in the classroom and provides ways to facilitate productive and honest discussions. 
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I illuminate ways that Black American identities are stereotyped by well-meaning non-Black 

colleagues, professors, and other professionals in classrooms. I use DiAngelo’s text in my 

discussion of Black American students developing courage and self-determination to counter 

fears and dismissals of racism and prejudice inside and outside of musical settings.  

Methodology  

My methodology incorporates fieldwork split between interviews and cyberethnography, 

which in turn informs my pedagogical approach of designing culturally affirming unit and 

lessons plans. In order to understand how racism manifests in predominantly white institutions, 

and its effects on the musical and personal lives of Black string musicians, I conduct interviews 

depicting the identities and challenges of Black students, and other minorities, in music learning 

institutions. The purpose of the interviews will be twofold; the first is to give voice to stories of 

marginalization and oppression experienced in Black string players in higher education settings; 

the second objective is to assess how music courses prepare pre-service teachers and 

professionals to effectively educate young Black musicians about their African musical heritage.  

The interview questions deal with musical lineage (e.g., family history, performance and 

study background); race, class, and gender marginalization in various contexts (e.g., personally 

and professionally as musician or educator); and knowledge of Black history and musicality. I 

garner responses that deal with firsthand experiences of marginalization and oppression, deaths 

of Black and other students and educators of color, perspectives on social injustices involving 

Black American people (e.g., police brutality, racist housing policies). The interviews represent 

the lives of Black American string students to show the difference in instruction, musical 

experiences, access to instruments and other resources. I also plan to ask educators about their 

musical histories, experiences in teaching orchestra classes and private lessons, and their 
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knowledge of Black string musicians in various temporal contexts, and racial discrimination. I 

have included a list of interview questions that I will ask interlocutors below:  

1. What was your childhood like?  

2. Think back to your earlier days as a string musician, what was that like for you?  

3. What was your first introduction to music?  

4. Did you learn about African American history in school? Who were the important figures 

you learned about?  

5. Did you learn about Black Music history in your music classrooms (e.g., orchestra class, 

music appreciation)? In private lessons?  

6. Do you identify as a musician?  

7. Does your racial identity play a part in how you see yourself as a person? As a musician?  

8. Who are some of your favorite string players?  

9. What music are you listening to now?  

10. Can you name some current artists, songs, genres, etc. that you like to listen to?  

11. Are you involved in community ensembles (e.g., bands or orchestras)?  

12. Where do you see yourself in five years?  

13. What genres of music do you play?  

14. Which composers are represented in your repertoire?  

15. How do you define Black Music?  

16. What are characteristics of Black musics?  

17.Can you think of songs that feature aspects of Black musical culture?  

20.What advice would give to a young Black musician?  

21.What advice would you give to string music educator (e.g. classroom teacher/ private 

teacher)  

22.How do you approach teaching Black musical culture? 

 

Much of my research dealing with social media will require me to look at the posts of my 

interlocutors to assess their engagement with social justice issues involving race, diversity in 

musical and academic settings, and gender equality. Another aspect of the methodology will look 
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at digital media examples of Black musicality and performativity. I view the comment sections 

of posts to assess various interpretations of these videos, recordings, memes, gifs of Black 

musicians creating sound in various contexts. In my gathering of digital media sources on 

Instagram, Facebook, and other social media platforms, I focus on particular accounts of artists 

like Salaam Remi, Benjamin Biayenda, Amara la Negra and the media company the 

ShadeRoom. This collection of digital media musical sources informs my pedagogical approach 

for affirming and re-presenting Black musicality (e.g., Black Americans, and the African 

diaspora).  

  I focus on creating lessons plans that look at various themes and issues (e.g., colorism) 

surrounding the awareness of Blackness, which in this case refers most specifically to diasporic 

identities. Each plan includes instruction strategies for navigating diverse Black musical 

experiences without unintentionally committing microaggressions against their Black students. 

These plans will involve understanding the links between global African heritage and their place 

in broader musical environments. I use the digital media I have collected in my 

cyberethnography of Black musical performances (e.g., African American and other Black 

communities) as a point of familiarity to guide the discovery process of other world music genres 

and artists that use similar characteristics that Kofi Agawu describes in The African Imagination 

in Music (e.g., timbre, technique, melody, and harmony). Each lesson topic will contain musical 

and excerpts (e.g., audio recordings, videos) from world music cultures like India, and the 

Americas. The musical examples are paired with excerpts from print and web sources that are 

ethnomusicological, historical, and anthropological nature to further contextualize musical and 

cultural concepts from unfamiliar global cultures. The outcome of this proposed research 

methodology presents a spectrum of African musical heritage that reaches beyond the tropes of 
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rhythmic exceptionalism. I hope it will affirm Black string players’ experience of bi-musicality 

and inspire non- Black pre-service teachers to engage this broader musicality to serve future 

Black string students.  

 I have chosen to structure my ethnographic interviews as paragraphs of narrative. Instead 

of writing the words of my informants in the formats of a standard ethnographic interview or 

narrative style, I have chosen to a mixture between the two. The paragraphs of narrative I use 

throughout of this thesis are to maintain the integrity of conversations as I heard them. The 

transcripts capture the musicality of my informants’ gestures that they use while describing 

encounters of marginalization and racism. The interview content contained in the paragraphs of 

narrative serve to illustrate the bi-aural listening practices I acquired during the fieldwork and 

analysis stages of this research project.   
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CHAPTER 2 
 

EXPERIENTIAL IDENTITIES 
 

This chapter focuses on the identities of Black American string musicians at Florida State 

University’s College of Music. The identities discussed in this chapter are based on the 

experience of learning to play string instruments. I argue that Black American string players' 

identities are multi-faceted, by looking at experiences based on place, spirituality, class and 

privilege. The musical experiences of Black American string players play an essential role in 

their creation of a musical identity. I also look at the implications for bi-musicality in my 

informants’ musical experiences. Bi-musicality is mastery of performing two or more music 

genres. I use bi-musicality as framework for discussing Black American string musicians' 

identity.  

Aliyah’s Musical Family History34  

 Aliyah is a twenty-four-year-old jazz bassist. I met her at a jazz master class for the 

Tallahassee Youth Orchestra in early February 2017. She was playing with Leon Anderson, 

percussionist, and professor in the jazz Studies program at FSU. I had mustered up the 

confidence to ask her for an interview at the end of the class, to which she agreed. I received her 

email, and within a few weeks, we planned to meet at 2 pm on February 27th for our first 

interview at Calvin’s coffee shop across from Kursteiner music building. We sat in a corner 

booth in the nearly empty coffee shop that afternoon beginning our conversation about New 

Orleans brass bands, family history, and schools. 

 A: Just a little background about my family. I didn’t come from a musical family but my family 

had a musical background. My mom played flute for a while and my dad played alto 

                                                
34 The names of Black string musicians included in this thesis have been changed. 
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[saxophone], but they were both into other things. My dad was into football and stuff. But my 

grandmother played piano and my godmother, which is her sister, my great aunt also played 

piano, and her brother played saxophone. And the piano players in church. On my mom’s side. 

A: And before them, I don’t know how I’m related to them but they might be great cousins. They 

are old. Like they’ve been dead. [We chuckle]. They actually had a brass band. D: Oh really? [I 

ask surprised. I had not been expecting this about Aliyah’s familial musical history.]  

 

 

 

 

 

 

 

A: Not like a New Orleans brass band but it was more like with euphoniums, and like some sort 

of, I have a picture but with some sort of brass horn like thing. I don’t really know. And like 

Figure 1: Scott Family Band, Prescott, Arkansas. Courtesy of Aliyah 
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drums. And somewhere, I’m not sure how we’re all related but I had great aunts and whatever 

who didn’t know to read music like we can, but they had a system of like…. reading music like 

sight singing. D: Ooo that sounds interesting. 

A: I don’t know what it’s called but if you want me to find out I can text my grandmother. Cause 

I don’t remember the name of it right now. Actually the relative who was like the last of them… 

Like there are like ten brothers and sisters and my family and they all did that, and the youngest 

one, she just passed away last year. She was really old. 

D: Oooh ok. So, it’s like far back in your family’s history.  

A: Yeah. A lot of the older cousins who are around my grandma’s age and some of the younger 

ones know how to do it. But I never learned because I didn’t really know them like that so. D: So 

they had like a whole system kind of? A: Yeah. To like sight sing hymns and stuff D: Hmm. Was 

it like shape note singing? [Scratching my chin]. 

A: Yes! [She confirms excitedly as one does when they begin to recall information they had 

desperately hoped to recover]. Yes. That’s what it was. Ha. And I had family members that 

played guitar. But it’s like real folky. And also, I should mention that my mom’s side of the 

family is from Arkansas. Prescott Arkansas. 

D: Prescott. That’s still the South. A: Oh very much so. [She laughs] Its soo… That’s like the dry 

country south. The city ain’t that big, everybody knows everybody’s business. That kind of 

South. D: That’s how they know shape note singing? 
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A: Yeah. And then more recently, you know, I play music. Um I have a cousin is a backup singer 

for literally everybody. He was on tour with Patti LaBelle and stuff like that. Another cousin of 

my also plays bass. 

D: So you have cousin that’s a backup singer and one that plays bass. Umm Patti. [Jotting down 

notes in my notebook]. That’s insane. 

In Chocolate Cities, Marcus Anthony Hunter and Zandria F. Robinson delineate the 

various Black American cities and how their cultures shifted through history to shape music, 

social policy and cultural tradition. Oakland, California and New Orleans, Louisiana are 

prominent cities of Black Americans. They function as distinct sites of musical cultures of hip-

hop and jazz musics. Although Aliyah spent most of her childhood living in Oakland, California 

with her mother, she had become acclimated with the music scene and culture of New Orleans in 

her four years studying at Loyola University. Her musical acumen was broadened after moving 

to New Orleans. Aliyah honed her skills as a jazz bassist by playing all over the city. Her bass 

professor, Eddie Christen, told me that he teaches “jazz as a lifestyle.” When Aliyah lived in 

New Orleans she had many opportunities to learn what this meant first hand, especially as a 

bassist in the Jessie McBride and New Generation Jazz Band. However, Aliyah’s knowledge of 

her family history was something I found to be very rare among my informants, who did not 

come from families with a preserved music history. I could sense that Aliyah knew about her 

history and she did not dismiss this as unimportant to her understanding of her musical identity. 

As she told me about her family’s musical history, I began to notice the role of place on the kinds 

of music and instruments they played.  

Her description of her great-aunts’ and great-uncles’ shape note singing was 

characteristic of the colonial American tradition of hymnody. Eileen Southern writes about 
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African slaves adoption of hymnody, stating, “After recovering from the initial shock of being 

uprooted from their ancestral hopes and forcibly integrated into an alien society –first, to the 

traumatic experience of slavery itself, then to the master groups’ language, culture, and way of 

life.”35 In making these adjustments, African slaves learned psalmody, which required “the 

precentor’s chanting one line (or two lines) at a time, ending on a definite pitch and the 

congregation following with the singing of the same line.”36 The style of hymnody singing 

continued in Black churches long after hymns had become introduced. Knowing how important 

the church was to her family, it is not surprising that Aliyah’s elders continued to pass down the 

traditions of singing psalms in this manner.  

Aliyah’s great-cousins playing in the Scott Family brass band in Arkansas illustrates 

another element of Black musicianship. New Orleans had the largest population of Black people 

in the 19th century.37 Southern writes “Negroes had their own brass bands, the members recruited 

from among freed black or colored creoles, who took their musical activities very 

seriously…Black bands also flourished in other urban areas of the South where there were free 

Black communities.”38 Acknowledging that Black brass bands were not confined by location and 

had expanded to other chocolate cities in the south explains how it is possible for Aliyah’s family 

to have formed a band in Arkansas. An awareness of one’s family history and musical traditions 

can contribute significantly to a musician’s identity and understanding of belonging in musical 

spaces. In the case of Aliyah, it might be argued that her knowing her family’s history as 

psalmody singers and brass band instrumentalists fuels her dedication towards crafting her 

musicianship. I identify with this sentiment because knowing my own family’s history as 

                                                
35 Eileen Southern, The Music of Black Americans: A History, (New York: W.W Norton & Company, 1997), 25.  
36 Southern, 29.  
37 Southern, 132.  
38 Southern, 133. 
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educators, specifically my grandparents’ professional careers in teaching, feeds into my passion 

of being a music educator. It is part of who I am. My family has strongly valued education. 

Aliyah’s family demonstrated their value for music through their performance of instrumental 

and vocal traditions. It is part of who she is as a musician.  

 
Priscilla’s Privilege-Falling in Between Lines 

   Priscilla is a Junior Music Education major. She plays bass and studies with Margo 

Pressner. She is from Tampa, Florida. We meet at the Starbucks on Tennessee Street in late May. 

She is wearing a white t-shirt and jeans. She is light-skinned with long brown hair and brown 

eyes. She has a bright and bubbly personality. We begin our conversation discussing her 

experiences as a bassist in her middle school and high school years. She talks about the 

difference from going to school in an all-white environment from elementary through middle 

school. Priscilla describes the culture shock she experienced going to a magnet high school 

where the population was eighty percent Black. She discusses the lengths to which her father 

went to instill a sense of Blackness in her early years using film. 

 P: Which is bizarre that ...thinking it would be a big culture shock for me…because I am Black. 

But being Black and growing up around [Black] people that were not my family…was not... they 

didn’t coincide for me. I had always been around white people. [She chuckles]. My parents were 

really good actually about trying to remind me about who I was… in this kind of bubble. I would 

say growing up and the experiences I had as a child were definitely those of like... I’m trying to 

think of the word… were those of like privileged children. I definitely had a very sheltered, very 

privileged childhood. So my parents while they were aware of the different types of 

opportunities they could provide for me and like the ways they could take care of me but they 
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never let me forget where I came from. Especially my Dad actually, which is really funny but 

looking back I hated this. [She moves her hand in a horizontal direction emphasizing the word 

hate]. 

 P: When I was really little, he would make me and my brother, every Sunday we would sit on 

the couch and we would watch an episode of Roots. He had like the box set. D: Of the Roots? [I 

giggle]. P: And I would always be like ‘Daddy I don’t understand why we’re doing this.[I laugh]. 

P: But now I understand why we were doing this. Because he was like ‘Well You don’t get this 

anywhere else.’ 

Priscilla describes her childhood as sheltered and privileged and describes the 

intersections of race and class as it pertains to Black identity. During Priscilla’s early years the 

only Black people she knew were in her immediate family. “Cause the [Black] people I was 

exposed to…they were my family and they were like me. So, it was a learning experience for 

sure.” Her parents worked hard to provide her and her brother with opportunities to be active in 

extracurricular activities to put her in the best position to succeed in life. She explains: 

I’ve thought of myself as privileged specifically because every summer for my entire life 

I have traveled out of the country with my dad and my sibling, in high school I had a 

brand new car, my dad pays for me to go to school so I don’t have any student loans at 

all, and I don’t really pay any of my own bills. I wasn’t around people who were less 

fortunate until high school so a lot of their struggles and just general idea of life, I didn’t 

understand because it was so foreign to me. 

 

 Pricilla’s identity as a young Black girl would have been devoid of any reflexive racial 

analysis had it not been for her father’s intervention using film of historical re-enactments of 
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African enslavement. She expresses Otherness as a Black American with privilege, because she 

has access to experiences to travel the world and remain free of financial responsibility. What is 

interesting is that Priscilla gained a sense of awareness of her privilege after attending a magnet 

high school with a much larger population of students of color, specifically Black American 

students. She had to learn that her privileged experiences shaped her worldview into one that was 

different from that of her Black classmates as a bassist and student in high school.  

Priscilla began playing viola in 6th grade, and the following year was able to take private 

lessons. She switched to the bass shortly after she began lessons. Of the musicians I interviewed, 

there were few who had access to a private instructor early on in their music studies. Many 

orchestra teachers teach large classes and cannot give individualized attention to student’s needs. 

Often the solution to this problem for the student’s parents is to hire a private teacher to work on 

technical aspects of the student’s playing. Like Priscilla, I had a private teacher in the seventh 

grade. I continued to learn viola with private instructors throughout high school and college. This 

is rare.  

P: And so obviously, you know, being in middle school, that kind of age group is very awkward 

and kind of weird for everybody. Let alone a Black girl in a white school. D: Mmhm, [I coo 

nodding in agreement]. P: I was kind of grasping at straws trying to figure out what my path 

was… was …where I was going. And umm it was kinda hard you know, because I kinda fall in 

between lines a lot. I’m not someone that’s Black enough for Black kids, and I’m not somebody 

that’s white enough for white kids. But Orchestra has always been kind of a white thing.  [Her 

hands motions quotation marks around the phrase “white thing,” as she looks down at the table 

separating us in the Starbucks on Tennessee street]. 
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 Priscilla continues to explain how she falls “in between lines” of Blackness and 

whiteness as a Black American string player. “So as far as diversity is concerned there wasn’t 

much. It was kind of me,” resting her hands on her collarbone, “… and my two other ethnic 

friends I suppose.” Priscilla laughs. I could relate to Priscilla as she was recalling these feelings 

and experiences of not fitting in Orchestra but excelling in musical studies with the help of 

private instruction. However, there were not many opportunities or lessons for me to learn more 

about other Black people who played violins and violas. The lack of diversity within these 

programs creates a world of isolation. Priscilla describes the effect of this sphere of seclusion. 

P: So for me to do that in middle school, the Black kids were kind of like ‘Why are you doing 

that [Orchestra]?’ [She mimics] and then the white kids are like ‘Who are you?’ [The pitch of her 

voice raises up in similar fashion to Valleygirl vernacular. I giggle]. D: Yeah yeah. I know what 

you mean. P: It was kinda bizarre. It was kind of like I guess this is kind of my new identity now. 

[Priscilla shrugs]. 

Other Types of Privilege: Youth Orchestras and Summer Camps 

Another example of privilege that shapes Black string players’ identities is having the 

experience of youth orchestra. A male bassist recounts the impact of going to the FSU Summer 

String camps as a great learning experience. His access to a private teacher and the music 

directors in this program gave him an advantage of learning music that may not be covered in a 

school orchestra class. 

 A: Did you know Mr. Palmer? Jim. Palmer. He does the youth orchestra for Columbus. D: Oh 

so you did that. A: Mhmm. He talked with me about the FSU string camps. I went because I 
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needed to figure out what I wanted to do. I loved it. The only reason why I went was because of 

his word, I trusted him. D: Ahh so you went to the camp first? A: Yeah I think in my junior year 

in high school. 

Had Mr. Palmer not spoken to Adam about going to summer string camp he may not 

have ended up as a bass performance student at FSU. Attending that program and broadened his 

ideas about what he could do with his playing which was built upon by his bass teachers Margo 

Pressner and Eddie Christen. Since beginning lessons in high school, Adam was supported by his 

teachers to develop competencies of multiple musics. From the beginning of his musical 

instruction, Adam’s musical identity was oriented towards bi-musicality. Adam goes on to 

describe how the summer program challenged him because he had not learned advanced playing 

techniques. Soon after this experience, he began taking lessons with Alexander Pershounin, the 

bass professor at Columbus State University. He mentioned that Mr. Pershounin was Russian 

and brought a different perspective to his teaching. They were able to relate to each other, and 

Pershounin was open to playing other styles of music outside of the classical canon including 

jazz. I could relate to Adam on this matter because I had studied with a Russian violinist, Arkady 

Heifetz. However, unlike Pershounin, Mr. Heifetz is strictly a Classical musician. I learned to 

play other styles of music outside of his instruction. In Adam’s case, he was encouraged by his 

teacher to learn to play different musical genres during his weekly lessons. Mr. Pershounin’s 

encouragement to learn jazz music became a way to bridge different worlds of two bassists, one 

Russian and another Black American.  
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Adam-Performer and Producer  

D: What kind of rock music do you play? 

A: I had a lot phases… too many like Rock, and then Metal, and then Thrash, and Punk. 

Anything, anything I could find. All the stuff that we’re not supposed to listen to. [He chuckles]. 

D: Yeah exactly. I just went to Afro-Punk.39 A: Oh yeah? Who played? D: Oh so many people 

ummm. A: Like who headlined? D: Well I went for N.E.R.D. I’m a huge Pharrell Williams fan. 

A: Ahh yeah I saw Snapchats of those. He has so many credits that are silent. So, I’m a producer 

too. [His voice and eyebrows raise with interest]. 

Adam’s voice matches his instrument, deep and warm in timbre. He is wearing a white 

button-down shirt with the sleeves rolled up to his elbows, green pants, and a converse. Adams 

afro frames his face, accentuating his sharp cheekbones as he smiles during our conversion. He 

taps on the table excitedly. “Pharrell is my inspiration...I remember my brother would have In 

Search Of playing in the car. That was my only CD for a long time. He has so many credits 

people don’t know about.”  

D: “Tell me more about your production.”  

A: I actually got inspired to produce after taking a class here…Intro into music tech class. They 

had one portion of that was about Wix, like website making, and [another] on Finale and QBase 

software. I was really feeling that. Are you familiar with this guy named Rackem’ Willie? [ I 

shake my head no]. Rackem’ Willie, he’s this dude from Georgia on the Internet. He does crazy 

things. I took a sample from a meme… like from this dude’s little spiel and I was like I want to 

                                                
39 The Afro-Punk Carnival of Consciousness is an annual festival that celebrates Black punk and alternative musics. 
The festival is known for creating spaces that celebrate the diversity of Blackness that excludes sexism, ableism, 
racism, homophobia, and body shaming.  
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do this for real. I just thought it was just fun. You get to do whatever you want with production, 

You can have your Classical, you can have all your influences in production, everything that you 

do… You can perform within it. You can do everything that is music in production. So, I was 

like, ‘This is what I want to do.’ You know? I can spend 12 hours at one sitting and not even 

think about time when I’m producing. It’s just everything. 

 
Figure 2 Snapshot of Adam's song "House Party." Photograph courtesy of Adam  

Adam’s identity as a producer places him in a sonic context where he can explore 

multiple ways of being musical. From practice to composition to performance, the role of a 

music producer for Adam is to explore musics various musics. Adam’s ability to produce stems 

from mastery of performing as a bassist. I asked him, “How does the music he performs 

influence sounds he manipulates in making a digital song?” He replied, “I can’t make a song 

without the information from which I play.” The role of YouTube meme culture adds to Adam’s 

production formula. Rackem’ Willie is a Black man who is is featured in viral videos of 

nonsense meme culture. Adam used Rackem’ Willlie’s catch phrase, “shut-up,” as a rhythmic 
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line to guide a simple melody. His use of YouTube also became his way to learn how to use 

software efficiently. This marks a new type of music learning experience for Adam. Although he 

had a teacher who was charged with introducing him to the basics of sound production, Adam 

spent many hours teaching himself new techniques. As his practice became more efficient he 

included musics that reflect his lived experience which brought a mature quality to his songs. 

A more recent song titled “EMC Remix” shows Adam’s growth as a musician and 

producer at once. He stated, “My sense of harmony and rhythm as a jazz musician influenced the 

sounds I used for ‘EMC Remix.’ That song is my favorite child.” For example, Adam used jazz 

to inform his harmonic palate in “EMC Remix.” The song first introduces the contrapuntal figure 

on what sounds like a harpsichord. The texture of piece changes at 0:26 as the drum pattern 

drops shifting the listener’s ear towards the expanding melodic phrase using synthesizers. The 

Figure 3 "EMC Remix" song by Adam on 
Soundcloud. Photograph courtesy of Adam. 
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progress of Adam’s production is audible when listening to the three-minute song. Compared to 

the technical melodic transitions in his first song “House Party” to the smoothness of combining 

multiple genres and timbres in “EMC Remix” illustrates Adam’s ability to blend elements 

disparate musical genres. 

D: Do you do any church playing? Did you grow up in the church? 

A: Oh yeah. I did, but never as a musician. I didn’t grow up playing in church as a musician. 

Around my junior year I started playing at a Christian contemporary like white church. Then I 

went to a Black church and it all got different. I was like ‘This is how you actually play music.’ 

[He chuckles]. 

D: Wait, wait, wait…Why do you say that? [I laugh]. 

A: Even jazz. I’m sure that’s a really loaded statement. When I went to the traditional Black 

church playing music, it taught me...I would say it revamped my methodology and my 

expectations you know about what someone is going to give me. And that isn’t the Black 

church…[he trails off]. It’s very common that the songs will be given to you on the spot and you 

just have to figure it out. And that’s not a special thing, that’s standard. D: Yeah. [I laugh 

nodding in agreement]. 

A: Like at this church that I played at every single time, like every Sunday. [He says tapping his 

index finger on the table emphasizing the regularity of playing unfamiliar gospel songs]. We 

ended up playing a song that I never heard and I had just had to figure it out. And that made me 

like … that made my ear so much better across the board jazz, classical, I could just start to hear 

instead of just reading the page if I get off, I could hear the chord progression and just go with it. 
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Adam’s musical identity is an example of multi-musicality. He plays classical, jazz, 

gospel, and rock music on the bass. Adam is a music producer. He also is break dancer and 

former member of Hip-hop Cipher club at FSU. His various musical experiences with diverse 

genres and styles are integrated into different aspects of his musical identity. Adam’s identity as 

a performer exists within the realm of performance as a dancer and a producer of sound. During 

our conversation, Adam recalled different experiences with “I’m a” statements. For example, he 

states, “So I actually… I’m a break dancer. And I learned how to dance in this hip-hop club that 

revolutionized my perspective on hip-hop for the better.” In each musical setting, Adam uses 

different parts of his body to engage with the music to which he was playing or dancing. One 

instance can be traced to his gospel training that led to a reliance on his ears to hear chord 

progressions. It is interesting to note that he developed the skill to hear music in other ways until 

he gained performance skills required in Black American musical spaces, especially that of the 

Black church. Adam’s learning experiences, based in break dancing - the fundamental dance art 

of hip-hop culture - required his hands and feet to meet the Strozier Library pavement in rhythm 

to rapping and beatboxing of cipher participants. 

Adam’s multiple musicalities are reminiscent of Stephan Cottrell’s writing about local bi-

musicality. In Cottrell’s article “Local Bimusicality of Freelance Musicians of London,” bi-

musicality is explored as a form of self-conception.40 He describes the nature of bi-musicality of 

London musicians as one that must be defined by each individual to account for the number of 

musical languages or codes that they have chosen to master. Creating a diagram of musical 

performance and economic capital, Cottrell explains that each musician’s value of performances 

                                                
40 Stephen Cottrell, “Local Bimusicality of Freelance Musicians in London,” Ethnomusicology 51, No.1, (Winter 
2007). 
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will differ based on their ethnic, cultural, and worldviews which determine the types of musical 

spheres they will work to enter. In Adam’s case, he finds value in a number of musical spaces 

and worked to learn the acceptable codes and behaviors that define these areas. “I try to keep 

myself balanced and try not to spread myself too thin. I want to get into everything.” As a jazz 

bassist he will behave and perform music in the manner that is acceptable to that genre and 

performance venue, and this is likely to differ to the bass playing he does with his Rock group 

Pool Kids or as section bassist for the Columbus Symphony Orchestra. 

Maddison: An Athlete Turned Violist 

There are students without private teaching instruction are admitted into music 

performance and education programs like that of FSU’s College of Music. I met Maddison in the 

Viola Studio at FSU. I was introduced to her by Dr. Cameron and I remember being curious 

about there being a Black violist working on a D.M. because it seemed so rare. We met on 

Valentine’s Day at a local Mexican restaurant, and I began asking her about her musical history.  

 

M: I mean I’ve been playing since I was 12, but not for... I wasn’t learning rep or technique and 

or anything. I was just in orchestra class. 

D: Right. So you learned whatever your teacher taught? And it pretty much just stayed there. 

[Maddison nods in approval, eating her enchilada]. D: So there were summers you didn’t learn. 

M: Yeah, that I didn’t touch. D: Rriiight. M: Because it wasn’t my instrument. It was a school 

instrument. So it had to go back to school. I worked out all summer. I was like hard-core athlete. 

 Maddison’s experience is very different from Adam’s and Priscilla’s. She saw herself as 

an athlete, not as a musician. She did not own her instrument. Her viola belonged to the school, 

and it had to returned at the end of the school year. She would spend the summer months in 
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athletic activities. She experienced an injury that stopped her from pursuing a career as an 

athlete, and began to take music more seriously. Maddison did not have private lessons until 

college. The difference in access to instruction impacts how she saw herself as a musician.  

Lavonne: Faith-Filled Purpose 

Lavonne is another example of a student without access to private string instruction. She 

is a junior at FSU double majoring in sociology and music. Lavonne teaches lessons on viola and 

violin in the Tallahassee area. Lavonne believes it was blessing from God that she was able to 

get into the College of Music without years of private instruction and performance opportunities 

for young musicians. Her spirituality and faith play a big role in her musical identity. She plays 

viola often in her church and creates videos of her playing covers of popular gospel songs. When 

I asked about her going to college to earn a degree in music, she stated:  

I didn’t quite know what I wanted to do. I just knew I wanted to be playing viola. Here 
[at FSU]. Umm I actually auditioned as music performance I believe. Like when I filled 
out my application I believe I put performance on there, but when I got my acceptance 
letter it said I got accepted into music education, so I just went with it. I didn’t question 
it. I was just happy I got in. You know what I mean? And I count that as a blessing 
because in that I kinda found my niche, and I kinda found out that I do admire the 
education field in music...and the potential of what you can do in that field is endless. 
 

Lavonne’s Spiritual Oasis 

 Despite not having a private teacher, Lavonne auditioned for the music performance 

major and received admittance as a music education major. She did not want to go to college 

initially. When asked about her decision to attend FSU, Lavonne stated, “I needed a way to get 

out of my house. Out of town and away. So.” She laughs. “I said to myself, ‘my grades are good, 

my ACT scores are good, maybe I can go to college and tough it out.’” Lavonne acted on faith 

when she applied to the Florida State University, by preparing for the audition without private 

training and “letting God handle the rest”. She believes her admittance into the College of Music 
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at FSU is a blessing from God. I asked Lavonne to tell me more about her experience playing at 

Oasis Christian Center to learn more her playing during worship services. 

L: I’ve been playing viola/violin at church since I could play well enough to do so. I’d say since 

age 13 or 14. I still play at church ‘til this day. Every time I’m at church I’m playing for God, he 

gave me this gift, so it’s pretty much my way of giving thanks. If that makes sense? 

D: Absolutely. Does playing viola at church play a part in your musical identity? 

L: Church definitely intersects with my musical identity. It’s the reason I’ve fell in love with 

music in the first place. Growing up I went to church five days of the week, the only reason I 

didn’t hate church all together was because I loved the sound of gospel music. Well, that’s the 

only type of music I listened to for a great portion of my life. 

D: Wow. That’s a lot of time spent in the church. Do you believe your playing at church adds to 

your abilities as a classical musician? [Lavonne’s eyes look upward towards the ceiling as she 

pauses a moment to think]. 

L: Umm…As a ‘classically trained’ musician it’s a bit hard to merge my craft as a string 

musician with my church life. Especially because I attend a predominantly Black church. There 

is no ensemble or choir, like there is at some of the bigger white and conservative churches. 

There’s a praise team, and pianist, organist, drummer, sometimes a bass and guitar player and 

that’s it. [She chuckles]. So I had to pretty much be creative and make that space. I’m blessed to 

be fellowshipping at a church that allows me to do that as well. I love it too because a lot of 

people come to me telling me they want to learn. Now it’s no longer me improvising and 

worshiping, but now it’s kind of like a ministry. I’m teaching these people the instruments, free 

of charge of course, but in a space where it’s safe to speak about the goodness of The Lord as 

well. 
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 Lavonne’s contributions to Oasis’s music ministry through strings were shaped by her 

burgeoning experience as a music education student. Despite not having a private instructor in 

her secondary education, Lavonne becoming a string teacher at her church demonstrates her 

desire to integrate her professional identity into her worship experience. Lavonne’s ability to 

connect during services at her church stem from her enjoyment of the sounds of Black gospel 

music played in her home church. She notes that her playing techniques as a Classical violist did 

not provide her with skills to improvise amongst timbres, rhythms, harmonies characteristic of 

gospel style. When she began playing in church Lavonne entered a bi-musical process requiring 

learning how to hear and perform in another environment. Lavonne’s exposure to this gospel 

music five days out of the week since childhood assimilated her into the culture of Black church. 

However, she first learned how to play viola in school rather than at church which led to a sense 

of musical unfamiliarity when she began to play in her church’s praise team. Lavonne creates a 

new music context in Oasis Christian Center in order to address her need to learn to play in way 

that complimented the culture. Being a violist in this capacity, Lavonne exerts agency to build a 

bi-musical identity that spans across cultures from classical art music to Black American gospel.  

Destiny and a Harpist’s New Faith 

 I interviewed a former FSU student and harpist’s experience becoming a Yoruban 

priestess represents a path of integrating spiritual practices and musical identity. After feeling 

isolated as a graduate student and only Black harpist at FSU she turned to African drumming as a 

way to connect with her desire to learn about culture. She said, “I always wanted to do things 

like this. My interest was identifying people who did certain things, you know? I would wonder, 

what were the Black people like here?” Joining an African drumming class, she learned that 

many African religious practitioners and elders were members in the class. She also met African 
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American people in the ensemble. It should be noted that many African Americans are 

introduced to Yoruban religious practices through the African drumming groups. The harpist 

fostered relationships with elders and other practitioners form African diasporic community as 

she began playing and dancing in a local African drumming ensemble in Tallahassee. As the 

harpist participated in the African drumming culture and gained more skill over her ability to 

convey the nuances of performance and cultural practice, she deepened her engagement with 

African religious practices by undergoing initiation rites.  

The harpist’s experience is another dimension of developing multiple musical 

competencies facilitating a full immersion into a religious culture that was different from which 

she had grown up. The harpist was raised in the United Methodist faith, and lived in white 

suburban areas. However, she did have a cousin who was also a practitioner of a Yoruban 

religion. As an African American student looking for community after being isolated in a 

predominantly white institution, finding the African drumming ensemble helped the harpist 

become more comfortable, having been the lonely only Black student. She explained, “My 

spiritual inclinations were always there. I found my people seeking something and I wasn’t sure 

what it was, but that turned out be what it was, I thought it was destiny.” The harpist’s mastering 

a new musical skill set through performing African drumming and dance gave her access to a 

new community and spiritual practice that alleviated her isolation in her studies at FSU. 

Black string musicians’ identities are informed by complex experiences involving place, 

spiritual practice, class, and privilege. Looking at musical lineages of Black string musicians, I 

distinguish personal from familial histories of musicianship using Aliyah and Priscilla as 

examples. Priscilla’s identifying her privilege supports my argument that private lesson 

instruction can indicate distinctions of class. Adam’s identity as a bassist, producer, and 
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breakdancer provides a multi-faceted case of bi-musicality. Lavonne describes the experience of 

integrating one musical identity (e.g., string music educator) in the context of her church. The 

harpist’s experiences with integrating musical skills expand her spiritual practice in the more 

traditional sense of bi-musicality41 by learning African drumming and becoming a practitioner of 

Yoruban spirituality. 

 

 

  

                                                
41 I define traditional bi-musicality as strict twoness of musical competency. Lavonne combines her identity as a 
music educator with that of worship musicians at Oasis Christian Center.  The harpist learned a new set of musical 
skills as a member of a Tallahassee African drumming ensemble.  
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CHAPTER 3 
 

BI-AURAL EXPERIENCES  
 

In the last chapter, I explored how experiences shape identities of Black American string 

musicians through creating intersecting pathways of place, family and musical genealogies, 

class, spiritual beliefs, race and gender. In this chapter I show how Black American string 

musicians identities affect their encounters with racism and prejudice in musical spaces. I use bi-

aurality to illustrate how to shift the way we hear these types of encounters. Professors must 

develop listening skills to acknowledge instances of racial microaggressions. When instructors 

adopt flexible listening practices, they can learn to respond with more empathy to their Black 

student’s vulnerability when voicing their experiences to others who hold positions power. 

Denise Gill defines bi-aurality as a learning process that involves listening in new ways.42 She 

applies ethnographic listening to her informants describe meşk (musical lineages) in classical 

Turkish music. Gill details the affect of loss that classical Turkish musicians adopt and 

personalize in developing their musical identities. It is through exploring ways of listening and 

hearing that Gill is able to write about her interlocutor’s experiences and philosophies about 

performance.  

Bi-aurality is just as much about learning as it is about unlearning listening bias. Gill 

realizes the need to alter her listening practices in order for her work to convey classical Turkish 

music identity to bypass the process of translation into Western epistemologies. For this project, 

I acquired different modes of listening to hear Black American string students’ experiences of 

racism based on their perceived identity traits. Racism is an oppression involving individuals and 

                                                
42 Denise Gill, Melancholic Modalities, (New York: Oxford Press, 2017), 144.  
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societal systems. Derald Wing Sue defines racism as “any attitude, action, institutional structure, 

or social policy that subordinates persons or groups because of their color.” 43Robin DiAngelo 

distinguishes between racism and prejudice is that the latter means “pre-judgement about another 

person based on the social groups to which that person belongs.”44 She extends this terminology 

explaining discrimination as “action-based prejudice…including ignoring, exclusion, threats, 

ridicule, slander, and violence.”45  

Many of the experiences of racism described in this chapter are microaggressions. The 

term was coined in the 1970s by Black psychiatrist Chester Pierce. Sue defines microaggressions 

as “the brief and commonplace daily verbal, behavioral, and environmental indignities, whether 

intentional or unintentional, that communicate hostile, derogatory, or negative racially, gender, 

sexual-orientation, and religious slights and insults to the target person or group.”46 He delineates 

microaggressions into three types: microassaults as violent non-verbal and verbal attacks on 

one’s racial identity, often with the conscious intent to harm; microinvalidations as nullifying 

remarks that exclude and devalue the experiential reality of people of color; and microinsults as 

insensitivity to a person’s racial heritage.47 In conversation with my interlocutors, I learned to 

hear in different ways that microaggressions of all types are inflicted upon Black American 

string players. Through bi-aural analysis, I explain how microaggressions engender situations of 

marginalization and convey meta-language that Black American string players deal with in their 

personal and musical lives.  

 

                                                
43 Derald Wing Sue, Microaggressions in Everyday Life: Race, Gender, and Sexual Orientation, (Hoboken: Wiley 
Press, 2010,) 7.  
44 Robin DiAngelo, White Fragility: Why It’s So Hard to Talk to White People About Racism, (Boston: Beacon 
Press, 2018) 19.  
45Ibid, 20.  
46 Sue, 5.  
47Ibid, 29. 
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Hearing Isolation  

This section presents two perspectives on isolation that Black American students have 

experienced in the College of Music at FSU. Isolation experienced by Black students is a form of 

racial marginalization. It begins with Maddison’s experience with isolation as a graduate string 

student. Lavonne shares her story of being alone and new to college life as a freshman. It is my 

goal to show how bi-aurality is necessary to understand the dimensions of isolation.  

In the previous chapter, I explained the privilege of having private study of Classical 

string instruments before entering collegiate programs. I used Maddison’s learning to play viola 

in secondary school as an example of how one’s musical identity may not be solidified solely 

through playing in a K-12 orchestra program. Later in our conversation at the Mexican restaurant 

Maddison explains her professional goals as a private instructor and professor.  Her first goal is 

to teach at a small public college or university because she believes her identity as a Black 

woman and “late bloomer” into music performance. She believes these two aspects of her 

identity will serve her best to teach students who belong to minority groups with little to no 

experience with professional training. Secondly, Maddison desires to teach students who 

“decided late” to pursue a music career in performance or music education because she identifies 

with feelings of inadequacy when compared with peers who have learned technical skill sets 

through exposure to diverse music education experiences outside of classroom orchestra settings. 

By attributing to her acceptance into three graduate D.M.A. programs to luck, she chose to attend 

Florida State University. However, the environment at FSU’s College of Music proved to be 

different than she expected.  

 

D: What’s one of your goals? Where do you want to be when you finish your D.M? 
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M: Eventually … [she laughs and looking upward], I want to be a professor at a smaller 

university. Not a monstrosity like FSU. And I want to …, [taking a long thoughtful pause 

appearing to be intentionally picking her words like one picks apples from a tree],..help people 

like me like to come to a school like if you don’t have as much experience and you decided 

really late. Cause I just think like I got lucky. I don’t know. I really don’t. But I mean I got into 

Baylor and San Houston State. But this was just you know a few months of lessons, sooo luck. 

[She laughs and continues]. But like I want to be able to help people that have those problems, 

and I don’t care how behind you are. If you wanna work, we’re gonna work. And I had all the 

issues in the world. [She laughs as though she’s remembering an old joke]. I think I could 

definitely help. I would definitely want to be at place that was so predominately… 

D: White. [Maddison chuckles, laughs in agreement]. D: Why wouldn’t you teach at like a place 

like FSU? M: Ok. It ties in with the elitist thing. And I. This College of Music left a bad taste in 

my mouth as soon as I got here. Its just…[pauses] San Houston State is small, it’s not, it’s a 

small university but not a small college. Erhm. School of Music, I don’t know maybe like 300- 

400 people. And everyone felt like family. Everybody knew everybody. Everybody had a good 

time with everybody. Like vocalists, brass, everyone hung out with everyone. This place … [Her 

voice raises in pitch as she points to the table as if it were the Housewright and Kuersteiner 

buildings]. No. It’s just. I don’t know if it’s the distinction between it being a college compared 

to being a school, and also they’re like one of the top research schools, like with all this extra on 

top of them having to have a reputation. It creates this really nasty atmosphere. Like you can’t 

speak to people. [she said in a hurried tone, as if someone was listening in on our private Black 

girl conversation]. They won’t speak back. You say “good morning” and they look at you like a 
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creature or they look at the floor. [She laughs almost nervously] You know they don’t say 

anything. EVER and It’s just… [Maddison trails off]. 

D: What? [I exclaimed barely believing the words coming from her mouth]. I had a different 

experience with people being friendly at FSU. 

M: I had people that I met when I auditioned here. Saw them on the first day, and I’m like… I 

think you’d recognize me, in some form, [alluding to the color caramel-bronze color of her skin, 

she runs her index finger down her forearm] and be like “Oh hey!” [she said in a high pitched 

mimicky voice, fake waving, but she was ignored]. It’s like music’s not supposed to make you 

that way. Like it’s not the point. 

 There are a number of contributing factors that Maddison assigns to her experience of 

isolation. The first being the size of the COM. Compared with that of her undergraduate 

experience, the climate of a college of music differs greatly from a school of music. Schools and 

departments of music make up smaller fractions of academic institutions. The number of 

resources, classes and students is exponentially larger in a college of music, which requires 

functionality as its own entity for instruction despite offering various tracks for professional 

study. Feeling like a “number” in the midst of a sea of students, especially when you are one of 

few minority students, can be especially lonesome.  

The second factor is the competitive environment that is common in performance areas of 

music. Students studying music performance are trained to play orchestral excerpts, concertos, 

and solos to build a strong repertoire to vie with other musicians over limited positions in 

symphonies and ensembles. The goal for many music students is to get hired for the gig, no 

matter the ensemble type, which requires practicing for hours during the day. Students receive 

instruction on how to build proficient technique; however this pedagogical structure does not 
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include building collegiality amongst peers. As I listened to Maddison describe her experiences 

walking around the halls of the COM I heard her describe the disappointment of being met with 

cold or no response to her greetings. Maddison hears her colleagues’ silence and eyes diverted to 

the floor as a judgment on her place as graduate string performance student. Listening bi-aurally, 

the non-Black students’ silence caused Maddison to feel that her existence in the school is 

ignored. Her experience of their silence creates confusion because Maddison feels as though she 

stands out as one of the few Black students in the COM. She describes the non-Black students 

perceiving her as a “creature” for saying “good morning” as a symptom of a much larger issue of 

“nasty” competitive learning environments. Another way to listen to this experience is to 

consider how she is Otherized for acting outside of the cultural code of silence that is 

unintentionally manifest in halls of COM.  

Maddison has come a long way in her musical journey. It’s disheartening to see her so 

downtrodden about her experience here at FSU. It must be noted that there are very few string 

players of African American, or African descent at the FSU College of Music. Picturing 

Maddison struggling to receive a “Good morning” back from colleagues clearly exposes the 

alienation of students of color within these contexts of higher musical learning. The competitive 

nature of the performance program here, and many other colleges and universities, is not a new 

issue, however, when listening to the experience of Black musicians in these cutthroat 

environments it is necessary to acknowledge its effects on Black string musician’s encounters 

with racism and prejudice. It is subtler and more complex than one might imagine, for example 

Lavonne, a violist, provides another account of isolation but within the context of a dormitory 

and the instrument library.  
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Lavonne’s Isolation  

Like Maddison, Lavonne also experienced isolation through silence. The difference lies 

in the environments in which the silence was heard. Lavonne felt silence in her new living 

environment in Cawthon dorm.48 Taking place into account, many music majors live in Cawthon 

as it is close to the College of Music. When Lavonne first moved in she felt out of place in the 

dorm. Like most of the freshman who entered the same year, she did not know anyone, but what 

distinguishes her experience is the ability to feel comfortable in a space that is predominantly 

white. Lavonne is from South Florida and spent most of her life in predominantly Black spaces 

at home, church, and school. Coming to FSU created a shift in her identity as a young Black 

student, because she had to adjust to non-Black student’s perception of who she was and why she 

was present in their dorm.  

L: My first year here…um I lived on campus and I had like zero friends. Umm and when we first 

moved into Cawthon everybody was getting to know everybody. Like they was talking to 

strangers. I’m a very quiet person in real life. Like very reserved. Umm I don’t bother anybody. 

D: I can tell. [We both chuckle]. L: Umm but people would just not talk me. You know what I 

mean? [She asks earnestly], Like just not talk to me. Umm I would go to get on the elevator 

they’ll [non-Black students] be laughing. I get in elevator and like everybody on the elevator 

would stop laughing. They’d get real quiet. Stuff like that you’d experience. They think you’re in 

the wrong place. They think you’re lost. [I nodded my head listening to her]. 

L: Umm I’d go to the instrument storage room… Say I need to get violin for campus orchestra 

[Lavonne is a violist], and they’ll be like, before I was a familiar face, they’d be “Oh like you 

can only have the violin for this amount of time, you can only use it at this place.” and I’m like 

                                                
48 Cawthon dorm houses honors students who meet GPA requirements and maintain high academic achievement.  
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‘dude I just tryna get to rehearsal.” Or I’ll ask for specific violin because some of them are nicer 

than others. So I’m like “Can I get the ones on the bottom row?” Like pointing directly to this 

specific [violin] case, and they’d look at me and they’ll still bring me one of the raggedy Scherl 

and Roth violins 49 even though I asked for something that was better. So, stuff like that you 

experience. But nothing blatant. You know what I mean, nothing that you could file a lawsuit 

for. 

D: Yea. I see. But sometimes I think those little things add up. And that’s what you have to be 

careful about. 

 It is worth considering the actions and words of non-Black students at Lavonne’s 

presence as non-verbal questioning of whether Lavonne she belonged as she entered spaces on 

FSU’s campus. Bi-aural listening to explicit questions white students would ask Lavonne such as 

“Are you in the right place? Do you know where you’re going?” contextualizes the belief that 

there are acceptable spaces for Black people to exist on campus. This is an example of an 

environmental microaggression.  Listening for meta language that reinforces these racist beliefs, 

a bi-aural conclusion that we can draw from the non-Black students is that Cawthon is not an 

acceptable or usual space for Black people to frequent, let alone live.  

When Lavonne describes her encounter with assistants in the instrument library, she has 

to listen to a number of rules for borrowing school-owned instruments and when she asked for 

specific violins the assistants do not accommodate her request. The bi-aural take on this 

encounter is not heard by the words spoken to Lavonne, but also in the actions of the assistants 

responding to her being in the COM. There is nothing overtly racist in the assistants recounting 

policies for borrowing an instrument. More than likely, the student assistants had no intention of 

                                                
49 Scherl and Roth is a violin manufacturer, one of the first to mass produce string instruments specifically for 
orchestra classes offered in the K-12 sector. 
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communicating that Lavonne’s was not worthy of receiving the instrument of her choice to 

practice for orchestra rehearsal. However, the assistants using looking at her first communicates 

an assessment of her ability to handle the instrument based on her appearance. This non-verbal 

message is especially troubling when taking into account the few Black students in COM as it 

may reinforce the misguided biases that Black musicians are incapable of properly using the 

school’s instrument. When Lavonne’s requests to use certain violins are consistently ignored, she 

began to wonder if the assistants knew that she had the knowledge to properly care for the 

instrument. Until Lavonne became a familiar face in the halls of COM, she would continue to be 

denied access to a well-maintained violin that could accommodate her skill set. The repeated 

action of the instrument library assistants’ compounded upon the isolation that she faced in 

Cawthon.  

Priscilla’s Contextual Courage  

Priscilla’s conversation with a group of students happened in her first semester of college. 

She recounts how she was the only minority present in a political discussion around the 2016 

election of Donald Trump. The white male string student made assumptions about the effects of 

the presidency on minorities, claiming his assertions were truthful. When Priscilla took note of 

the inaccuracies of his statements, she asked him questions and challenged his answers. She 

noticed that as she began to contest his statements predicting the minority experience (as a white 

male in the Trumpian era), her colleague became defensive. How could he know what the 

experience of being non-white is like? Her questions made him uncomfortable because his 

authority as a man and as white person was challenged by someone who has lived the experience 

of being a non-white minority. “It was a really weird realization. Because I really go to school 

with people who think like this and I’m around them often and I don’t know how to respond,” 
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Pricilla recalls. The argument with her white male peer was especially jarring to Priscilla, who 

had come from a diverse high school with an eighty percent Black student population. 

 

D: Can you give me an example of someone talking to you any old kind of way and you had to 

be like skrrt [mimicking the screeching of car tires of pavement].  

P: Oh Absolutely. There’s a specific string student I’ve had many umm…Many interactions 

with, and me and this person and a group of people were talking. And we were talking about the 

political climate, and the social climate itself days after the 2016 election. D: Mmm. Yeah. 

P: And we had discussed what it had meant essentially to be Black in this country now… what it 

meant to be someone who fell in to a minority category in this country now considering our 

political climate was, was our social climate was in the country. D: Right. P: And for some 

reason this like turned into an argument about what it meant to actually be a minority. [Her voice 

raises and lowers as if each word was a pitch in an ascending and descending chromatic scale]. 

And it was very confusing to say the least because this person was not a minority. This was a 

young Caucasian man. [She softly hits her hand on the table emphasizing the words “Caucasian” 

and “man”]. 

 D: Oh Ok. [my eyes widen in belief as I lift my head in agreement]. Can you recall what was he 

saying to you? 

P: He was trying to explain the effects of Trump on the minority experience in the country. It 

was very confusing for me to be like, “What do you mean this doesn’t affect minorities? How do 

you know?” And it kind of turned into that conversation where he ended up saying, “It was a fact 

that since he was a white man and I was a Black woman, that I would need him if this presidency 
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were to pan out the way everyone saw it panning out.” [paraphrasing the words of her white male 

classmate].  

P: Which then turned into a conversation where I tell him, “Let’s clear this up. Right now. I 

don’t need you at all.” [She says matter of factly. Her words are pronounced in a short staccato 

manner. Pricilla pauses] However, don’t show your true colors. Don’t tell on yourself. [She says 

squinting her eyes and wagging her index finger in air]. D: Mmmmhmm. P: You know? It’s kind 

of like you’re real close to tellin’ on yourself right now. So, I would…I would think about the 

words you’re about to use before you use them. Which was also… I was like “I think its reaaally 

interesting how you would never and have never spoken to anyone else sitting in this room the 

way you are speaking to me right now.”And then he kind of was like “Well you don’t respect my 

political views and this that and the other.” 

D: Ehhhh. How was he speaking to you? P: It was really overwhelming because he was talking 

at me more than to me. It was very condescending. He continuously would say “People like you 

are going to need people like me to get anywhere.” And I’m like I don’t know how to respect 

you if you are talking to me the way that you are right now. That’s kind of a difficult concept for 

me. So, it was very weird…it was one of the ...not the first but it was one of the more prominent 

instances like this I’ve had since being here. It’s kind of weird. 

 Priscilla’s story is not uncommon. She could hear the meta-language that her white male 

classmate was conveying when he retorted “People like you are going to need people like me to 

get anywhere,” as she challenged his misinformed presumptions about minorities. What the 

white male string student did not notice was that he was describing a key concept of white 

superiority. The meta language expressed through his statement implies that non-white people 

need people who are white in order to advance through life and society. The male student 
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communicates two ideas at once. Priscilla immediately understood this statement to mean her 

white colleague was describing the Black person’s experience as having to depend on white 

people. Bi-aural listening reveals another layer to the white male student’s message. I posit an 

additional layer of meaning after listening to Pricilla retelling the conversation she had with her 

classmate, which uncovers a key component of whiteness as a social and racial construct. 

DiAngelo writes, “Whites can only be white if someone is not white–if someone is the opposite 

of white. White is a false identity, an identity of false superiority.”50 She continues her analysis 

by explaining how superiority constitutes the white racial frame stating it “views whites as 

superior in culture and achievement and views people of color as generally of less social, 

economic, and political consequence; people of color are seen as inferior to whites in the making 

and keeping of the nation.”51 Whiteness as a construct is an empty identifier of privilege which is 

given meaning when compared or tied to non-white identities such as Blackness. When the white 

string student kept repeating how much Blacks and non-white minorities would need “people 

like me,” he actually was reinforcing two beliefs: (1) that white people are benevolent saviors of 

Blacks and (2) non-whites are incapable of existing in the world without the help of white 

people. A conclusion that can be drawn is from Priscilla and her white colleague’s actions are 

performances of race. The white male performs whiteness that communicates a microaggression. 

Priscilla protects her identity as a Black woman by resisting his racist comments.  

Code Switching: “You’re Being So Ghetto. I love it”  

D: Have you ever had conversations with people who have said something racist and they didn’t 

realize that it was racist? L: Umm I’ve been told that I speak ‘ghetto’ at times. Or that I’m being 

‘ghetto.’D: For what? Can you tell me the story of a time when that happened to you? 

                                                
50 Robin DiAngelo, “White Fragility: Why It’s So Hard to Speak to White People About Race,” 95. 
51 Robin DiAngelo, 34. 
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L: Mmk. So uhh… I was in Cawthon my freshman year. I was just joking around with someone. 

Aand I’m just talking like … you know how sometimes you kinda code switch and you speak 

properly but…like I was just chillin so I was just talking like how I regularly talk and one girl 

was like, “Oh Lavonne you’re being so ghetto. I love it.” And I’m like [Her voice is higher in 

pitch mimicking the girl in dorm]. Ehh Ok. So I let it slide. D: It was a white girl? L: Mhmm. So 

little stuff like that it…it happens. [Lavonne shrugs]. 

D: But how were you talking? Were you like... [I ask trailing off]. L: Ebonics. Like urban 

ebonics, inner city ebonics, slang. I wasn’t saying… I didn’t think I was being flamboyant with 

it. I was just talking. D: You were just being yourself. L: Yeah. 

L: Oh yeah. Stuff like this happens all time. [She says confidently. I noticed that by this time in 

our conversation Lavonne was becoming more comfortable with voicing her encounters with 

racism.] Umm. I don’t know if you’ve experienced this…but like white people they like to say 

‘nigga’ a lot” [silence].  

[She chuckles, my face is serious becoming angered at the thought of any white person using that 

term.] L: They do. Like they do love to say it. And it would never be to my face because they 

know better. They know better but I guess it’s like in casual conversation they’ll call each other 

that or say stuff like ‘This nigga!’ you know stuff like that and I guess it’s something they’ve 

picked up from hip-hop culture and urban culture. But just certain things… D: It’s inappropriate. 

L: Yeah. Especially when there is a person of color in plain sight. 
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 D: I’m curious. I know you said no one has ever used the word directly to you, but Have you 

ever been around someone where they were saying ‘nigga’ around you? 

L: Yeah… a friend of mine…Oh. Oh…There was this time we were coming from uhh…We 

were coming from doggone ASTA. You know what ASTA is? 52 D: Yep. You went. Aww lucky. 

L: It wasn’t this year. It was the past year we went to Pennsylvania. So, I was in the car with two 

Asian girls. They were like…One was half white- half Asian and the other one was pure Asian. 

They’re in car like “nigga this, nigga that” I’m likee… [Lavonne makes a face that shows 

concern and confusion shaking her head in disapproval].  

D: Cause of a song? Or were they just talking? L: They were just turnt up, They was talkin,’ they 

were singin’ a song. They was like “Oh nigga turn that shit up!” [Her voice rises as she describes 

the words of her classmates]. And I’m like, “I love y’all but y’all gotta chill with that.” You 

know what I mean? D: Yeah. Did you say that? L: I did. [She states plainly]. D: What did they 

say? L: They was like ‘Oh I’m sorry.’ [switching into her white-sounding proper voice].  

D: So you had to do that because … L: Cause it made me … L and D together:  uncomfortable 

[we say in unison]. D: Yeah I’m sorry you had to go through that. 

Contextualization and Walking the Line 

P: What I have noticed as Black women we kind of walk that line. A lot. It’s a line…It’s an inner 

dialogue. Ok. There are two ways that this can go [holding up two fingers] I can speak up for 

myself and say what I need to say [She stops]. Or. I can simply just let it roll off me and let it go. 

                                                
52 She was referencing the annual conference for the American String Teachers Association. 
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D: Yeah, [I agree]. P: Because you kind of risk things both ways. One way you kind of risk 

allowing people to believe that they can talk to you any kind of way they see fit. And on the 

other hand, you kind of risk being ‘that Black girl.’D: Yeah like angry… P: You know what I’m 

talking ’bout?  

D: Angry Black woman. Yeah. 

 P: Yeah, you risk that. And its constant inner monologue of like, “What matters more to me?” 

[She questions], being respected regardless of what they might think of me as a person OR my 

reputation as somebody that can get along with others. If that makes sense? D: Yeah yeah yeah. 

P: Cause it’s like “oh she just wants to argue with everybody all the time” mimicking her white 

classmates. D: Mmm. P: It’s really hard to make people understand that I’m not trying to argue 

with you. There is nothing to argue about. I should not need to argue with you about 

understanding that you need to respect me as a human being. That’s not something that needs to 

be a discussion. It’s just something I need be able tell you as an adult. 

Priscilla has learned that Black students of all genders often have to “walk that fine line” and 

“have the constant inner dialogue” of whether or not to contextualize the microaggression that 

are hurled at them. Sue states “They [students of color] must walk a tightrope between being true 

to oneself, and at times not taking risk offending others.” 53 Author, bell hooks writes, “I 

constantly encounter Black students who feel victimized, who do not contextualize racist 

aggression.”54 She then calls for Black American students to begin to engage with “the discourse 

of self-determination” to preserve their personal identities and agency. An example of this is the 

                                                
53 Derald Wing Sue, Race Talk and the Conspiracy of Silence, (Hoboken: Wiley Press, 2015), 14.  
54 bell hooks, Killing Race: Ending Racism (New York: Holt Paperback, 1995,) 65.  
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courage that Priscillia summoned as she challenged her white male classmate’s assertions. As 

was the only person of color in the conversation, her confronting her colleague put her in a 

vulnerable position. She is aware that in acting a manner that preserves her racial integrity has 

the possibility of triggering white fragility risking being labeled angry or argumentative. Framing 

anger as a negative quality of Priscilla’s contextualizing her experience as a Black woman not 

needing to be tied to the whiteness of her male peer exemplifies the weaponization and 

restriction of behaviors of Black American students by their non-Black classmates. Ultimately, 

she was met with a defensiveness and complicit silence of her white peers.  

 Lavonne’s stories show two different responses that are acts of preserving her integrity: 

one of action and another inaction. When her two Asian friends were casually using the word 

“nigga” in their conversation she asked them to stop to preserve her emotional and cognitive 

integrity. Derald Wing Sue confirms that students of color feel “internal conflict whether to 

speak or not to speak” during microaggressive encounters. 55 Lavonne decides to acknowledge 

the microinsults of her Asian colleagues because her discomfort became too great. There was a 

risk that the young women would become offended at her decision to voice that their words were 

causing her to be uncomfortable. “I was shocked mostly. Surprised that the word was in their 

vernacular in the first place. I felt disrespected as well, just because out of courtesy…there’s 

some things you should not say in front of some people’s company.” Lavonne told me after 

asking her how she felt about their using this language. The young women’s use of “nigga” was 

an example of a microinsult because it conveyed insensitivity not only towards history of Black 

Americans but also to Lavonne’s relationship with the derogatory word based on the racial 

epithet “nigger.” Although the reception of the word is highly debated among Black Americans, 

                                                
55 Derald Sue Wing, Race Talk and the Conspiracy of Silence, (Hoboken: Wiley Press, 2015), 28.  
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it is widely accepted that for non-Black people the use of the word can be heard as an act of 

complicity in the historical denigration of Black Americans in the present.  

It can be alarming when Black Americans witness anti-blackness in the unconscious 

microinsults from other people of color. As a Black woman, hearing this word used so casually 

amongst her female friends that she assumed had racial sensitivity, being that they were both of 

Asian descent, was shocking. In the first context, Lavonne chooses not to contextualize her 

experience when the white female student in her dorm called her “ghetto.” This is also an 

example of a microinsult that insinuates that she comes from a low socioeconomic class and does 

not speak proper English. Bi-aural listening places Lavonne’s choosing to not respond to the 

white student’s comment as moment of self-preservation. Instead of walking the tightrope of 

self-preservation and challenging the microinsult, Lavonne was able to avoid emotional distress 

of having to potentially endure a microinvalidation in defense of the white female student’s 

racial ignorance.  

Performativity of Blackness: Performing at Hip-hop Ciphers 

 Adam tells me of an experience of performative Blackness wherein the actions of non-

Black and Black students reacting to the Hip-hop Cipher club meeting communicate 

microaggressions. It’s necessary to discuss deliberate actions of the student observers of the 

cipher meetings as performances of hip-hop that are meant to signal Blackness as is it imagined 

by non-Black people. Hip-hop has been linked to Black Americans since its beginnings in 1973 

at a back to school party held in the Bronx, New York. Ronald Radano and Philip Bohlman 

argue in Music and The Racial Imagination that in attempting to understand racialization of 

music, there must be a delineation of ownership of sound that can be depicted through signifying 

in use of language and technologies (e.g., bodies, instruments) forming a resulting musical 
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product. They write “Race is imagined as a component of these issues of music because it is 

connected with understandability, belonging, and ownership, all of which is encapsulated as 

forms of identity.”56 

D: Can you give me an example of a microaggression that happened to you? [I softly ask Adam]. 

A: So, Are you familiar with the Cipher Hip-hop club? 

D: Here? [I ask in surprise]. Like there’s one here? 

A: Yeah. There’s this really cool gathering that happens every Friday. It might be different now. 

It’s called ‘Freestyle Friday,’ outside Strozier. It’s some people that come together to freestyle. 

You know? It’s a student club so it’s also a meeting officers come and talk to each other. But 

every once in a while, people come by and see what’s going on. Then they do these weird 

dances. [He starts to dance in mocking manner moving his arms up and down]. 

A: It’s like they’re kinda making fun of themselves, like presenting it like, ‘Oh I’m goofy, I’m 

zany.’ [His voice takes a higher tone mimicking those dancing]. At the same time they are 

making fun of the event and the culture that’s going on. So it’s like ehhh that’s not… [He drifts 

off uncomfortably]. It’s weird. It’s cringy more than anything else. You know what I mean? And 

it’s just like you can tell it’s not meant to be a microaggression or whatever, but at the same time 

it has a weird vibe like this is some type of primitive art that going on, let’s make fun of it. 

D: That’s how you interpret it, or do others in the group do feel the same way? 

                                                
56 Ronald Radano and Philip Bohlman, “Introduction” in Music and The Racial Imagination, (Chicago: The 
University of Chicago Press,2000),6. 
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A: Everybody. I mean it doesn’t even matter what race they are... everybody that is invested in 

the culture white or Black or Asian, a lot of Asians too, can tell it’s a weird vibe they are giving 

off. It’s not even something that we have to like think about whether it’s disrespectful or not. It 

is. There are people coming across us and are like “Yo! Yo! Yo! Yo!” [He says mimicking tone, 

waving his hands like the mocking manner to signify a gangsta body language].  

A: It’s just like ‘Bro, what are you doing?’ If you go there and you’ll see because it’ll happen. 

There’s always something happening on campus and off campus. People are always going from 

one part of campus to the next, they cross by freestyle Friday and that will be their moment to go 

be goof. It’s hard explain, but you know it when you see it. And like I said, you don’t have to be 

Black to feel weird bad about that either. It’s just like, ‘What are you doing?’ 

D: Yeah. And like the person doesn’t know. I had an experience where I was on a trip with my 

cohort for a conference in New Orleans. One of my classmates is like talking with her family 

‘cause they came along with us to eat. And you know they are saying like “Be careful what areas 

you go to...” conversation proceeds, and she was like “Remember when we used to pretend to be 

rappers?” and they started laughing. 

 A: Ohh yeah, no. [He frowns, and his voice sounds disappointed]. D: And she’s like, 

“Remember I used to be Lil Mama and you were some male rapper and it was just like hilarious 

like..” [I pause]. In my mind, I was like, “You were like one of the white people were like ‘Yo! 

Yo ! Yo! What’s up dawg’ wearing the SnapBack hats, not even the SnapBack hats but the 

oversized Cookie Monster hats. And you thought you were being gangsta pretending to a Black 

rapper.” A: Or the baseball cap or the new era cap. [He laughs], I know what you’re talking 
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about. I’m with you. D: And then you want to be a musicologist and have to teach about this 

culture. No thank you. That’s disrespectful as hell. 

A: Surprisingly it’s not actually always white people that do that even Black people do that. And 

sometimes there are people who know about the culture and they are not making fun of it. And 

there are other people that go there and assume that they are entertaining to others when they 

don’t understand. 

 Adam’s story about non-Black students performing dances when observing the hip-hop 

cipher club is an example of an action-based microaggression. It is an instance of racial 

microaggression displaying imagination of Blackness and hip-hop. Hip-hop is a primary music 

genre that becomes a site for racially-imagined performances of Blackness and Black identity by 

non-Black people. Ethnomusicologist Dwandalyn Reece states in a ViceNews interview “You 

find the remnants of minstrelsy in a lot of forms of popular culture… When white actors mimic 

African American speech patterns or breaking in to a moonwalk, in some ways they are taking 

on the same persona that the blackface entertainers did on the minstrel stage.”57For example, a 

student dancing and mocking cipher culture does so by pretending to breakdance using 

superficial moves at unsuitable times during a performance of a song. Another instance could be 

seen when a student attempts to rap over beat-boxing using inappropriate slang for the context of 

the song. The two actions I have described turn the cipher meeting into a spectacle where their 

dancing which may be intended to draw attention to themselves acting “Black” or “hip-hop.”  

I posit that these instances of performative Blackness by non-Black students is a modern 

day form of minstrelsy. The members who are engaging in the cipher culture become figures to 

                                                
57 “The Long, Painful Legacy of Blackface in America,” interview of Dwandalyn Reece, in Vice News, February 
5th, 2019, video, 2:37, https://news.vice.com/en_us/article/evez9m/the-long-painful-legacy-of-blackface-in-america. 
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imitate. The non-members do not attempt to understand the African American cultural contexts 

and values that underlie the beatboxing, breakdancing, DJing, and rapping. Adam tells me, “I 

could point to the typical things that people might not understand. People using slang and 

appropriating from somewhere and not understanding that it comes from a certain culture and 

using it willy nilly.” Spectators of the hip-hop cipher meetings dancing in ways that mock the 

break dancers, beatboxers, and rapping emcees. Their actions project stereotypes communicating 

“this is some type of primitive art that going on, let’s make fun of it.” While this may not be the 

intention, this behavior from spectators is their way of engaging with the performers and to 

perform their knowledge of hip-hop culture without having been a member of the club.  

Due to my own experience of hearing this microaggression in a previous conversation 

with a classmate, I had already developed my bi-aural listening skills to locate the 

metacommunication that Adam experienced while break dancing at the cipher. My classmate’s 

fond family memories of performative Blackness occurred in her pretending to be rapper Lil’ 

Mama were troubling to me. I heard my classmate and her cousin’s nostaglia over performing 

the roles of Lil’ Mama and other Black rappers as metacommunication where aspects of the 

rappers’ identity lessened as instances worthy of laughter. Did they hear Lil’ Mama’s hit song 

“Lip Gloss” as I did, which was more than a catchy ode to lip ointment, but an anthem 

celebrating phenotypical beauty of Black girl’s and women’s lips? I couldn’t hear over their 

laughter. I began to feel “weird” like Pricilla when she stated, “I really go to school with people 

who think like this and I’m around often and I don’t know how to respond.” I began to realize 

that while I had been treated with what I thought was nice behaviors from my white counterparts, 

there actually were racist microaggressions throughout our interactions.  
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  The conversation causes me to think about the behaviors that ethnomusicologists 

unconsciously carry as they discuss the histories and cultures of the world to classes. What 

happens to the white and white minority musicology graduate students who become professors 

never having to confront their racial worldview? They go on to commit acts of cultural racism in 

their teaching and research, reinforcing the racist epistemologies through the lens of musical 

history. Knowing that this colleague and I were both interested in Afro-Latin hip-hop made this 

conversation even more uncomfortable for me. Later I would recall the encounter feeling anger. 

This stemmed from my failure to contextualize the moment as it was happening, which resulted 

in my classmate oblivious to the offense I had taken to her nostalgia.  

 

Maddison’s Experience: February First Chair 

It’s interesting to note that when I first asked Maddison if she experienced racism in her 

musical life, that Maddison could not recall an instance. Yet, she recalls a time where the 

“white” ignorance of her colleague caused her to confront the possibility of her body being used 

as a token of diversity in musical situations. Adam describes the slippery nature of 

microaggressions and racist encounters for Black Americans, “Yeah. People just don’t know. 

And sometimes you don’t know how to react because you don’t expect it to happen.” Earlier in 

our conversation, Maddison recalled an instance where she came across an article boasting of the 

diversity within FSU’s College of Music; laughing at this statement Maddison mentions having 

to keep herself from cynically posting in the comments about her opposing views. After 

describing the climate of the school, and experiencing it for myself, I could attest that walking 

around campus, you may see Black and Brown students but there are very, very few seen seated 
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in the classrooms of music buildings. Why is that? What does this say about the experiences of 

the Black bodies, like mine and Maddison’s, and Adam’s that do fill those seats?  

D: I’ve experienced a couple of microaggressions here, but mainly dealing with people from the 

program. I don’t think I’ve had it happen to me playing, but I witnessed it when I was student 

teaching. 

M: But I mean, like I do get the whole “people are excited that there is…” [She gets quiet]. D: 

Yeah. [Maddison laughs nervously as I continue]. Cause that’s important for the representation, 

you know?  [I offer]. 

M: But. No, not like us [Black people] getting excited. D: Ohh. Ok ok. Nevermind. [My eyes get 

large as I draw out the word Oh]. M: They’re [meaning white people] excited. “Oh look we have 

one [meaning Black person].” [She claps enthusiastically like an excited kindergartener].  

 M: That’s why we are going to make you principal in Albany for February. I actually had 

someone ask me that! D: Asked you what … [my interest peaked, eyebrow raised]. M: They 

were like, [she breaks into character of the questioning lady] “Ok forgive me,” I was like “Ok.” 

[Maddison says flatly]. She was like “You know I’m dumb, you know I’m dumb, so if I’m 

offensive, I’m sorry,” and in my head I was like, “Oh lord what are you about to say’?” D: Oh 

noooo. Here we go. [I began shaking my head knowing her story was shifting into a darker 

direction]. 

M: So she was like, “So are you just principal in USO in Albany, this, this go around because its 

February?” [Silence. Then uproarious laughter erupts from Maddison as she lifts her head back]. 

[Finally breaking to comment]. D: Wooooow. 

M: I laughed hysterically. Because I’ve never been principal in USO since I’ve been here. [Her 

voice grows softer, sounding frank, more transparent]. And it’s my fifth year. And it’s not our 
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last concert, and the April concert would have been a much better concert to be principal for. 

[Tears were trapped in her throat at this point, adding a tinge of melancholy to her soft stern 

voice]. 

 M: And uh Albany. I just got a contract with them last year. So, we’ve done three concerts. Juan 

is not here but Marissa was the other principal, so they just threw in me the mix. So, one out of 

five concerts I’m principal. 

It is not ironic that Maddison’s treatise topic deals with the lack of representation of 

Black violists and composers in the world of orchestral music. Rhiannon Giddens, vocalist and 

violinist of the Carolina Chocolate Drops connects the feeling of isolation Black bodies 

experience in “non-Black” musical places and spaces with the awkwardness of being “a raisin in 

the oatmeal.”58 My conversation with Maddison told me a lot about the kinds of experiences a 

young Black musician might experience in this type of environment, especially in her retelling of 

a colleague’s questioning her role as principal in the University Symphony Orchestra. In this 

retelling of this awkward conversation, I witnessed the various stages of Maddison’s 

internalization of double consciousness triggered by “white ignorance,” which involves a 

mixture of hilarity, pain, and rumination on fleeting moments and comments. It is clear that she 

did not hear how her question insinuated that Maddison was used a prop for the college’s tout the 

acceptance of Black Americans in their symphony orchestra.  

Her violinist friend being from Romania does not excuse her microinsult. It is clear that 

after immigrating from Romania the violinist had not learned of the historical discrimination and 

prejudice Black American string players endured. The violinist’s hesitancy to ask Maddison 

about the reason behind her placement as first chair suggests she had some awareness that she 

                                                
58 Rhiannon Giddens, “Community and Connection,” (Keynote speech, International Bluegrass Music Awards 
Conference, Raleigh, NC, September 2017). 
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had not done the work to answer her own question before coming to Maddison. The Romanian 

violinist protect herself from Maddison’s right to be offended by this question, she practices 

white fragility by appealing to the presumed racial innocence of whites. DiAngelo describes 

racial innocence as “This idea–that racism is not a white problem–enables us to sit back and let 

people of color take very real risks of invalidation and relation as they share their experiences.”59 

The Romanian violinist’s experience as a white woman failed to see the FSU’s Symphony 

Orchestra as a racialized space with a historical past and contemporary present. By questioning 

Maddison’s position as first chair violist, she pushes the responsibility of her education regarding 

historical past of Black American string musicians on to Maddison. To make matters worse, 

Maddison had not realized that this was the first time she had been appointed to the position 

since signing a professional contract to gig with the ensemble.  

I could hear her pain and fear in her laugh as she considers the validity in her colleague’s 

question. Listening bi-aurally I heard her laugh to communicate the question, What if the reason 

I am first chair in this concert is because it’s Black History Month? I heard her laugh as one that 

enacts hilarity in a moment that had the potential to bring her to tears of sadness. Maddison’s 

fear and hurt was audible, palpable even, and in that moment, we both had to sit with the dark 

truth in her appointment to principal viola for the Albany concert. The truth was that, even in 

2018, Black musicians are still navigating the racism that has yet to be addressed in their classes, 

repertoire, educational and performance environments. However, the real ugliness in this truth 

lies in the acknowledgement of Maddison’s Black body serving as a tool to demonstrate Florida 

State University’s unfailing “commitment” to diversity during Black History month. 

 

                                                
59 Robin DiAngelo, 62. 
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Adam’s Police Pull Over: “They’re gonna be out for you” 

In the last chapter I discussed Adam’s bi-musical identities as both a bassist in classical 

and gospel traditions. His encounter with the police is an illustration of the potential racial 

trauma that Black American string players experience moving between multiple musical worlds. 

Similar to Maddison, Adam showed signs of delayed recognition of the racial profiling he 

experienced at the hands of police. There were three cops, and a drug dog present for the search 

of Adam’s car. It is a three-hour drive from Columbus to Tallahassee. After being pulled over by 

Columbus police as he was returning from a performance with Columbus Symphony Orchestra, 

Adam’s shock from the seriousness of the encounter caused him to sit in silence for the first hour 

of his ride. Adam uses the form of silence to decompress from the stress of that moment, and 

also as protection so that he would not become targeted again for playing loud music. He did not 

take much time to analyze the encounter because he had to rest before heading to an early 

morning gig at Bethel AME.  

A: Actually, the last time I was pulled over I was playing in an orchestra. I was wearing my full 

tux. I had my bass in the back and I got pulled over cause I had a headlight out. And so. D: 

Mhmm, Yeah. A: And this was in Georgia, of course. And what turned into a headlight out was 

somehow transformed into a dog search. And I was sitting out on the car with my tuxedo, and I 

was looking at them like “Really?” Yo, I have a got Beethoven sticker on the back of my car 

like...“Are y’all really this dumb to think I have drugs on me?” [Adam says thinking out loud. He 

did not say this to the police officer searching his car]. And they were like “We get dope out here 

all the time.” [He uses a Southern draw speaking like the officer]. So, it was like “You see me 

right now?” [Adam points to his cotton white button down as if he was wearing was his tuxedo]. 

And I told them I had an orchestra gig in Columbus, and I had to play in church in the morning at 
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7:30 in the next day. They didn’t care. After the search they seemed super disappointed that they 

didn’t find anything. They were super defensive saying, “We usually get dope over here all the 

time.” D: Did you record it on your cellphone? 

A: I wish I recorded it. It kinda happened really fast too. I was just sitting in my car I thought 

like “Ok. I have a headlight out. They’re gonna let me go.” There was the first officer that pulled 

me over, there was a backup that came, and then the guy with the dog. D: OH! They really 

thought they were gonna find some stuff on you. [My voice rises in disgust]. A: Yeah. They 

really went in. I was like, “You see me right now in my tux?” 

A: I was a bit in shock at first. Like the first hour of me driving after they let me go I was like 

silent. I usually blast music on the way. But I was like “Yo. What just happened? Like I really 

could have gone to jail.”  Nothing like that has ever happened to me before. I kinda sat for a 

while and thought about it. But I had church in the morning, and I had to go to bed. I eventually 

told my parents. They were like “Yeah, that’s what we told you, they’re gonna be out there for 

you.”  

D: What were your emotions like during that time?  

A: I was scared. I was relieved because I knew I clean. I didn’t have anything. I was coming 

from a gig. I had no reason to be doing something stupid on the road. So, I was like “Yeah go 

ahead and look.” But at the same time I’m very like ... I’m very... I like to keep tabs on what’s 

going on as far as like police brutality. I’ve been doing it for a while, and I know it’s common for 

the police to plant things on people. I knew very well that could happen. That’s what I was 

scared about. Or scared that some stupid thing could pop up ... You know, completely unrelated 
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and they wouldn’t be able to figure it out until the next morning and I’d have to go back to the 

station and stay overnight. That was what I was more worried about. D: Yeah. A: But I just sat 

there and talked to them straight in the face like there’s nothing wrong. 

 Adam admitted to me that he takes considerable interest in mapping out the number of 

incidents of police brutality. Sue writes there are consequences of psychological health for Black 

Americans who vicariously experience microassaults from police officers and individuals via 

media. 60 Often, microassualts and police brutality towards Black people are recorded using 

cellphones, then uploaded to social media sites to circulate across wide spreading corners of 

Black Internet spaces. This new documenting process allows members of Black American 

community become aware of the racial injustices that occur across the country, and the globe, to 

take measures of precaution and resistance. It is interesting to note that Adam took a while to 

recall this instance when I first asked him about microaggressions. I was able to hear his fear 

clearly as he began to recall the details of this encounter. He speech sped up in tempo as he 

would remember more details about the encounter. At first there was only one officer, but by the 

end of the encounter two more officers were invited to investigate the contents of his car.  

Despite having a “Got Beethoven” sticker and the upright Bass in the trunk of his car, the 

policeman felt suspicious enough of Adam to express the necessity to check for “dope” in his 

car. They were searching his car not because he was a Black man and did not care about his 

identity as a musician. Listening to Adam recount the words of the officer, “We usually get dope 

over here all the time” to justify his discriminatory actions. The metacommunication invisibly 

nestled within the policeman’s words is that because Adam is a Black man, he is a criminal and 

must be transporting drugs or illegal items in his car. Adam did everything his bass professor 

                                                
60 Derald Wing Sue, Microaggression in Everyday Life: Race, Gender, and Sexual Orientation, (Hoboken: Wiley 
Press, 2010.) 
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instructed him to, “go into the performance space prepared, be ready to play, and be about the 

business of music.” Unfortunately, all the training he received from his private bass teachers did 

not prepare him for this encounter, but his parent’s warnings did. Is it the teacher’s responsibility 

to discuss the racism musicians of color often experience to truly prepare their students for the 

worlds in which they will perform? How do professors address student withdrawal socially, 

intellectually, emotionally, and physically from their musical responsibilities in reaction to these 

microassaults?  

Seren’s Story: Cultural Racism in the Seminar Classroom  

The process of realizing racism in interpersonal encounters can be an uncomfortable and 

perplexing experience. When asked about incidences of racism one informant in the jazz 

program stated, “You know, in the moment you often don’t think of things [as racist] at the time, 

but when you go home and reflect you realize what actually went down.” Collecting my 

interlocutors’ stories was often a painful process for both of us. Sitting at the table, whether at 

Calvin’s or Starbucks, sometimes our conversations where the first time my Black friends had 

spoken about the microaggressions and harm they had experienced at Florida State University 

and in Tallahassee. One of the most poignant encounters I listened to involve the classroom 

experiences of a cellist named Seren. From being called the Black Lives Matter expert of her 

department area to feeling invalidated by her professor with conspiracies of silence when she 

sought help from the microaggressions she was experiencing in a seminar class, Seren was 

honest about her denial in realizing her experiences of microaggressions. She willingly shared 

these examples from her experience because it was therapeutic to discuss her encounters matters 

without being judged or worry that she would be invalidated. Seren’s stories exemplify the 

nature of classrooms that can function as unintentional sites of racial encounters of 
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microaggressions. It’s necessary for educators to develop the awareness of these kinds of 

microaggressions that happen in the classroom, so they are able to provide structures of safety 

for their Black students to voice their experiences and to feel protected in environments where 

they are in the minority.  

 In February of 2018, Seren took a seminar as a part of her standard curriculum. 

However, she did not realize that this seminar would become a site of cultural racism for her. 

Sue mentions, “Cultural racism is perhaps the most insidious and damaging form of racism 

because it serves as an overarching umbrella under which individual and institutional racism 

thrives.”61 William Cross describes the nature of cultural racist encounters in his work Shades of 

Black. He notes that racist encounters often occur when individuals’ intake new information that 

exposes them to cultural and historical information that reorients their understanding of Black 

American culture.62 Many of the heavy subjects dealing with trauma proved to be more that she 

could handle mentally as the only African American student in her class. As we sat in Calvin’s 

coffee shop, I asked Seren to recall her encounters with racism in the classroom:  

S: I was the only Black person in the class. Over the course of February, the professor changed 

the order of monographs that we had to read. Each book was about Black American culture. 

These monographs are exquisite windows into the many worlds of Blackness that I have known, 

and to an extent, the worlds in which I lived. After a while, other students questioned why we 

read so much “Black stuff” in class.” 

D: Yeeesh. What books were you reading? [I asked shaking my head.] 

                                                
61 Derald Wing Sue, Microaggression in Everyday Life, 8.  
62 William Cross, Shades of Black,160. 
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S: We read three books that month. The first one was Real Black by John L. Jackson Jr63. Then 

we read Shapeshifters64 and the following week we read Roll With It65. There were a number of 

instances where my colleagues well-intentioned comments on the monographs caused me to 

experience microaggressions. 

D: Woow. What kinds of things would they say? 

S: My classmates were stunned at Aimee Cox’s statements in Shapeshifters about Black girls’ 

experience in a Detroit homeless shelter. I mean she was pretty upfront about their traumas, but I 

was confused at their reactions. A lot of stuff that was said seemed to be shock from the kinds of 

traumas Black women experience. I would sit there and listen to their comments mostly coming 

from a place of recognizing their ignorance. The one comment that really bothered me came 

from a mixed-raced female student who said, “Wow! I had no idea Black girls end up homeless 

because their fathers, uncles, mother’s boyfriends, rape them.” I didn’t say anything to her 

though. 

D: Wow. I can’t believe she said that. Honestly, I don’t know what I would have said to that 

either. 

S: Yeah. I know right. [Seren shrugs] Another time when we were reading Roll With It, another 

one of my classmates called herself tryna warn me about the last chapter because it described the 

murder of a Black second line musician. 

D: How did you respond to that? [my eyes widen with surprise]. 

                                                
63  John L. Jackson Jr., Real Black: Adventures in Racial Sincerity, (Chicago: Chicago Press, 2005).  
64 Aimee Cox, Shapeshifters: Black Girls and the Choreography of Citizenship, (Durham: Duke University Press, 
2015). 
65 Matt Sakakeeny, Roll With It: Brass Bands in the Streets of New Orleans, (Durham: Duke University Press, 
2013). 
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S: You know, [she looks up towards the ceiling, her light brown eyes were starting to water up 

recalling the experience,] I kinda was like “Oh ok. Thanks for telling me.” But it really annoyed 

me because it’s not like I hadn’t experienced or read about these things before. I remember 

watching videos of the murders of Freddie Gray, and Philando Castille by police on Facebook. It 

was like wildfire. Every time I logged on my account, I saw the videos being shared and talked 

about. 

D: Yeah. I remember that summer. It was really rough because you saw it happen, you watched 

them die on camera but nothing came of it. 

S: Exactly. They just let those cops off the hook. It’s really frustrating. And here I am being 

warned by my classmate about chapter in a book. Like I can’t handle twenty-something pages 

about a reality that I’m more likely to experience first-hand that anyone in that classroom would. 

Like knowing what happened Sandra Bland, was a real wake up call for me. I get nervous 

driving on the road now. Every time, I see a police car my stomach flutters a bit. 

D: Mmhm. Did your professor notice these things as they were happening. 

S: No. Some of these comments were made when the professor wasn’t around. I did go to her to 

her office hours to talk about the class several times. But it was really hard to articulate what was 

going on with me, because I felt the microaggresssion but I didn’t know that I was experiencing 

them yet. I hadn’t built the language to really communicate how the readings and my classmates 

were affecting me. 

D: Can you give me an example of what you said to your professor when you tried to talk to 

them? 

S: I set up a meeting with my professor during their office hours. I told them, “I feel hurt by 

some of my classmates ignorance. Sometimes of their comments really bother me.” And the 
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professor told me “We are all learning.” [Seren lets out a sharp exhale], I felt trapped after I 

heard. Something in my soul knew they didn’t understand what I was telling them. I knew my 

professor wasn’t going to address what they were saying in class and I felt like I was just going 

to have keep enduring these microaggressions in silence. Like have you ever worked yourself up 

to tell someone how you are feeling, but after you have the conversation you feel like you didn’t 

really say what you intended?  

D: Yeah. I know how that feels. It’s so frustrating. 

S: And the thing is I understood where she was coming from with the whole everyone is learning 

thing, but like what about me? With each book I started realizing how different my reality was 

from that of my classmates and professor. I kept going back to their office hours trying to figure 

out how I could get them to realize, but after so many times of this happening it just felt futile 

because I didn’t have the right words to articulate what I was experiencing. What made things 

worse was my professor tried show me that they understood by offering their own experiences, 

but it didn’t quite translate. Ultimately, I felt like my issues were pushed to the side because my 

professor would always end up talking about their experiences. I felt helpless. 

  Seren’s experiences in the graduate seminar offer multiple opportunities of bi-aural 

analysis. When she spoke of the concerns of her non-Black peers, I could hear the 

microaggressions that were in their questions and statements. For example, the student’s 

comment about Black girls’ sexual abuse is both a microinsult and a microinvalidation. The 

female student’s shock implies her invalidation and exclusion of the scope of intersectional 

issues of race and gender that occur outside of white womanhood. The concerned classmate who 

warned Seren about the final chapter of Roll With It had the impact of microinsult. The 
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metalanguage in the microinsult negated her personal history with police brutality and gun 

violence against Black Americans.  

This classmate had not meant to indicate that Seren did not have the emotional or 

psychological stability to endure a 20-page chapter overviewing the death of Black musicians, 

but that was the message embedded in their words to her.  In fact, close bi-aural listening allows 

one to hear that the concerns of the non-Black students show that the course content was 

affecting them in ways that caused them to point their comments and questions towards Seren. 

The emotional unloading of non-Blacks’ outrage, anger, guilt, and sorrow at racial injustices and 

inequalities on to Black people is form of privilege that causes more harm than good. The 

pressure Seren felt led to her experience moments of pain and confusion. She began to feel 

alienated from her professor and colleagues in the seminar. She said “Every day that month I 

kept asking myself Why were my classmates so shocked about these matters? Why did I begin to 

feel as though I had to explain certain experiences of Blackness and Black womanhood to them? 

I beginning to feel like our discussions were settings for my classmates to craft well-meaning, 

surface level ideas about Black American culture and precarity, like it’s some thought 

experiment?”  

 Professors can unintentionally create conspiracies of silence that invalidate their Black 

students’ experiences by choosing not to acknowledge and tabling race conversations. Sue posits, 

“Ironically, by leaving racial offenses unspoken and untouched they [professors], they created an 

elephant in the room that interfered with learning and perpetuated a hostile, invalidating, and 

racially charged classroom climate for students of color.”66 Once the comments and observations 

began to be too much, Seren went to her professor. Listening to Seren describe the 
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disappointment she felt due to her professor’s response, I could sense she perceived this meeting 

as a microinvalidation. The sentiment that is communicated in the statement “We are all 

learning” can be bi-aurally heard as excusing her classmate’s ignorance, all while she was trying 

to express how uncomfortable and vulnerable, she was beginning to feel. Although the professor 

worked to listen to and hear her experience, Seren felt silenced. Bi-aural listening indicates the 

contrast in their racial and gendered realities led Seren to perceive that her concerns were 

decentered each time the professor brought up their own experiences of being marginalized. 

There was no structure provided in the class discussions to acknowledge Seren’s anxiety about 

the remarks of her classmates.  

 Seren’s worldview about racial encounters in schools was crumbling. The combination of 

traumatic readings of the Black American culture, and being silenced by the professor, caused 

her an overload of stress that resulted in a panic attack. Studies have shown the negative impacts 

of consecutive racial microaggressions. Sue explains that the accumulation of microaggressions 

“assail[s] the mental health of recipients, causing anger, frustration, low self-esteem, and 

emotional turmoil; [and] (2) create a hostile and invalidating campus or work climate.”67 By the 

end of February she spent many nights in panic. Would Seren’s professor and classmates be able 

to understand the trauma that she was experiencing because of this class? Had her professor and 

classmates recognized their privilege in being able to enter these worlds of Black trauma and 

leave them once they put the book down? She was not afforded this luxury as a Black American 

student. 

Hearing Seren’s seminar experience led me to question: How can professors create safe 

spaces for both Black and non-Black students to wade through the complexities of Black trauma 
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without causing harm to the Black students?  I believe the first step is to learn how to be aware 

when Black students are voicing concern for their safety. As seen in Seren’s experience, the 

student might not be able to articulate their experience in a way that is evident to the professor. 

However, the student may come back multiple times to try to clarify their encounters with racism 

to the professor so that they can be understood. It is necessary for the professor to continue 

listening and recognize that if student persists in discussing the issue it is because they do not 

feel heard. This is a good sign, it means that the student still believes that relationships with other 

classmates and with the professor are worth fixing. Should the student stop communicating about 

their encounters with racism there is a good chance that the trust in the relationship has been 

fractured. In this case the Black student has decided to preserve their identity and time by no 

longer sharing their experience with you. It is so important to develop bi-aural listening skills in 

order to hear the clashing of cultural and racial worldviews. The next step is to listen for when 

encounters between non-Black and Black students occur in classroom. Then the instructor must 

address the encounters as they happen by turning them into teachable moments for bi-aurality.  

Another encounter Seren experienced was a colleague jokingly called her the Black Lives 

Matter (BLM) expert for the department in front of an undergraduate student they were teaching 

at the time. The student was doing a project on Beyoncé’s involvement with the movement for 

Black Lives. This student argued that she had found an online article stating Beyoncé founded 

Black Lives Matter. “I happened to be in the room to check my PowerPoint for a class I was 

teaching the following week and chuckled in my head watching this interaction” Seren told me. 

Her colleague told the undergraduate student to check her sources again because they were sure 

that the information was false, despite not knowing much about the movement. The doctoral 

student caught sight of Seren standing behind them.  
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S: I remember them laughing and saying “Well Seren is here. Let’s see what she has to say. 

Seren is the Black Lives Matter expert for our department. She can talk more about the matter 

than I can, but I do know that Beyoncé isn’t one of the founders of the BLM.” 

D: Wow. How do you respond to that? 

S: “t was as if the stage lights in Longmire 211 blinked on directed on me and my Black skin. At 

that moment I felt my face flush red and hot with nervousness. I remember feeling my heart 

beating so fast trying to think up an answer. I’m not very witty, so I just was like “Uh. I’d check 

your sources again.” I felt so weird.  

D: Why did you feel weird? 

S: It was just really uncomfortable for me. I think I felt a little ashamed because I really couldn’t 

give her the names. I mean I knew that Beyoncé was not the founder of BLM. I’m pretty sure it 

was three Black women, but I don’t know their names.68 

D: Honestly, I don’t think that is something that you have to know. Being able to list of the 

names of founders of BLM doesn’t have any bearing on your Blackness…There are a lot of 

people who don’t know either. 

  This encounter represents another side to classroom racism that can be heard as a 

microinsult. The comment made by the doctoral student draws from a subtype of microinsults 

that Sue defines as “ascription of intelligence.”69 Seren was offended by their assumption that 

she had the most intelligence regarding the Black Lives Matter movement solely because she is a 

Black woman. The doctoral student was claiming racial innocence and assigning her the 

responsibility of educating their student in a class for which she was not grading. What this 

                                                
68   The founders of the Black Lives Matter movement are Alicia Garza, Patrice Cullers, and Opal Tometi. These 
three Black women created the hashtag (#Blacklivesmatter), to protest George Zimmerman’s acquittal in the Travon 
Martin murder case.  
69 Derald Wing Sue, Microaggressions in Everyday Life, 28.  
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colleague did not realize that in asking Seren to share her knowledge on something she “must 

have known about,” as a Black woman, put her in the spotlight for their white gaze. Months 

later, Seren summoned the courage to contextualize this encounter. She said “This student 

looked me in my eyes and denied ever having made the comment. I persisted in telling him that 

he did in fact call me the BLM expert and the doctoral student insisted they were joking and 

became offended about the way I chose to contextualize my experience after the incident. I’ll 

never do that again.” Seren’s experience of contextualizing her experience caused her colleague 

to become defensive. Their self-defense indicates inability hear how their words to Seren 

communicates something other than what was intended. By denying the impact of the Longmire 

encounter towards Seren, the doctoral student misses an opportunity to build trust with her.  My 

bi-aural listening skills picked up on the defeat in her voice during our conversation. 

Unfortunately, Seren’s worldview hardens because she vows to never contextualize her 

encounters with racism to her professors and colleagues in the COM.  

In this chapter, I provide instances of how string players’ Black identities are perceived 

and used in racist encounters with microaggressions. Learning how to hear the different types of 

microaggressions such as microassaults, microinvalidations, and microinsults in discourse in 

learning and performance environments is crucial to understanding Black American student’s 

experiences and resulting behaviors. Listening to Adam’s run in with the Columbus policemen 

shows how easy it is to get caught up in imagined racial identity and the serious implications of 

resulting consequences. The perception of who you are according to others’ stereotypes, influences 

how Black American string player ability navigate these spaces. Lavonne and Priscillia’s 

contextualization of their Black identity in moments of racial distress shows the courage and the 

quick decisions that must be made in fleeting moments. I describe the effects of alienation and 



85 

anger at the onset of cultural racism in graduate seminar classes based on privileging the trauma of 

Black Americans, while calling into question the effects of unchallenged racial worldviews and 

anti-blackness in non-Black musicologists on their Black students and colleagues.  
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CHAPTER 4 
 

COURAGEOUS ETHNOMUSICOLOGICAL EDUCATION  

 
It takes courage to talk about race. Talking about race and racism in United States society 

is taboo yet prominent in almost every cultural medium. Classrooms are very important cultural 

spaces for race talk. They should serve as centers for exploring and demystifying true 

consequences of racism, and manifestations of race in societal histories throughout time. 

However, dialogue about race often is avoided and goes unacknowledged in lesson planning. 

Why is that? Taking the social construct of whiteness into account, it is understandable that race 

and racism take up as little time in class discussions. Sue writes “Whiteness is an invisible veil 

and represents a default standard by which differences are seen and judged.”70 A worldview 

constructed by whiteness leaves many people unprepared to have honest and informed 

discussions about racial difference and creates fear.  

Instructors fear speaking about race in their classrooms. Teachers of color often are put 

into situations where they must speak about race, especially to acknowledge their complexion 

and positionality as a marginalized person in a position of power within the classroom. Sue 

explains other instances where faculty of color are engaged in race talk citing difficulty of 

contextualizing microaggressions toward students of color or themselves, and teaching lessons 

on topics about race in the classroom.71 Professors of color feel conflict in correcting the racial 

misinformation, and are put in difficult positions risking being seen as taking sides with students 

of color.72 However, many white educators– which make up a large part of the teacher 

                                                
70 Sue, 32. 
71 Derald Wing Sue, Race Talk and the Conspiracy of Silence: Understanding and Facilitating Difficult Dialogues 
on Race, 28. 
72 Sue, 29. 
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workforce– fear addressing racial differences and racism in classroom contexts. Should they say 

the wrong thing, white instructors are afraid being labeled as a racist.73 They fear correction from 

their students, especially those of color and losing their trust. They are scared of inciting 

emotionally heated discussions between and with their students. They fear being recorded on 

cellphones speaking ignorantly about race, being taken out of context, and put on social media 

sites.  

 These fears inspire inaction that is rooted in white solidarity. Robin DiAngelo defines 

white solidarity as “the unspoken agreement amount whites to protect white advantage and not 

cause another white person to feel racial discomfort by confronting them when they say or do 

something racially problematic.” 74 People who aspire to be close to whiteness are uncomfortable 

talking about race, because they subtly learn negative connotations about people of color while 

simultaneously learning to not see race.75 For white educators to acknowledge race in the 

classroom risks exposure to correction a racial worldview that is based on denying ways that race 

influences one’s life experiences.  

 It takes courage for instructors and students to work through individual and collective 

miseducation and ignorance regarding race, racism, and prejudice. This is especially true when 

Black students and teachers encounter racism and prejudice while in the classroom. These 

                                                
73 Sue, 31. Robin DiAngelo notes that after the Civil Rights movement of the 1960s the defining characteristics of 
racism morphed into a good/bad binary where racists are seen as morally bad individuals. To be anti-racist under 
this binary means to be a morally good person. However, the good/bad binary often ignores the subtle and more 
common place racist behaviors of racist microaggressions that are experienced by Black Americans. This leads 
many white people to believe that they are anti-racist while still behaving in racist manner that is harmful to people 
of color. See DiAngelo, 71 for more information on the good/bad binary. 
74 Robin DiAngelo, 57.  
75 White people and people of color can aspire to whiteness. The stereotype of the model minority is used against 
people of color who are not African American descendants of slaves, wherein they prove their worth as racialized 
citizens by emulating “deracialized” whites in social, economic, and political matters. People of color can be 
socialized with anti-Black sentiments. This creates the conditions for non-Black people of color to be susceptible of 
racism by whites while still being racist, prejudiced, and biased against Black people. See Ellen D. Wu’s text The 
Color of Success: Asian Americans and the Origins of the Model (2015) to learn more of the model minority myth. 
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encounters can be acted out by individuals or societal systems. It takes courage for white and 

non-Black instructors to vulnerable in engaging with honest race talk. To facilitate classroom 

discourse on race requires non-Black individuals to be vulnerable in facing their privilege and 

racist behaviors in order begin the work of moving beyond guilt to correct them. It takes a lot of 

courage for Black students and instructors to address racism in predominantly white colleges and 

universities. We are not large in number. For Black individuals in college classes, encounters 

with racism are inevitable. Sue states, “In the case of the African American student, racial 

microaggressions (environmental isolation, ascription of lower intelligence, and denial of racial 

reality) have led to fatigue, cynicism, [and] anger.”76 They provoke pain and anger that must be 

contextualized. A Black person contextualizing their experience with racism facilitates Black 

self-determination through dialogue. As bell hooks has explained, “For it is that discourse [self-

determination] that allows African Americans to recognize our complicity, our need for an 

ongoing process of decolonization and radical politicization, while remaining steadfastly clear 

about the primary role the vast majority of white Americans play in perpetuating and maintaining 

white supremacy”. 77 If left to fester, anger caused by racist encounters creates suffering and 

births blind rage. Rage should not be feared. Rage can be refined and clarified through 

contextualization and thus serve a constructive purpose. 

 Audre Lorde, bell hooks, and Brittney Cooper discuss rage and anger of Black people at 

length in their works. In her essay “Uses of Anger: Women responding to Racism” Lorde 

addresses the functionality of anger in the relationship between women of all racial backgrounds. 

She writes that “Women of Color in America have grown up within a symphony of anger, at 

being silenced, at being unchosen, at knowing that when we survive, it is in spite of a world that 

                                                
76 Sue, 66.  
77 bell hooks, Killing Rage: Ending Racism,(New York: Holt press, 1995), 59.  
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takes for granted our lack of humanness, and which hates our very resistances outside of its 

service.”78 She equates the anger of women of color with that of a symphony to describe the 

process in which anger is orchestrated for self-preservation in spite of racial and gender-based 

attacks. The purpose of symphonic anger is to “stand still, to listen to its rhythms, to learn within 

it, to move beyond the manner of presentation to the substance, to tap that anger as an important 

source of empowerment.”79To Lorde, anger is a proper response to racism. Transforming anger 

into an orchestrated symphony provides opportunity for people of demographics to hear the 

interconnecting meters, timbres, and melodic and harmonic contours shaping racial 

microaggressions experienced by Black American musicians. 

Brittney Cooper distinguishes between respectability and rage. Respectability is the 

management of one’s rage at the suffering constant indignities and slights towards their racial 

identity in palatable forms which reinforce professional, mainstream American values bound by 

a white Eurocentric worldview. In the twentieth century respectability was an effective tool for 

Black Americans to resist racism by appearing clothed professionally and behaving with dignity 

in spite of racist attacks in public spaces that were not inclusive to their existence. bell hooks 

explains the consequences of respectability politics of Black Americans stating, “It is this 

untalked about culture of shame that has made it practically impossible for African Americans to 

acknowledge the ways in which living in a white supremacist society and being the constant 

targets of racist assault and abuse are fundamentally psychologically traumatic.”80 

 Racial uplift, or affirmation, that is masked by respectability shames Black American’s 

into hiding the psychological traumas they experience due to racist encounters. Respectability 

                                                
78 Audre Lorde, “The Uses of Anger: Women Responding to Racism” in Sister Outsider, (Berkeley: Crossing Press, 
1984), 129 
79 Lorde, 130. 
80 hooks, 134.  
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declares true racial uplift is contingent on their dress, actions, or appearances which support 

assimilation into mainstream culture founded on whiteness. To function in a space of 

respectability is to ascribe dress and behaviors of Black American culture as inferior. Rage is 

refusal. It is “near[ly] impossible for rage and respectability to reside in the same place.”81 

An instance of respectability is a Black bassist wearing suit and tie to observe teaching 

demonstration at an elementary school to appear professional to school administrators and other 

teachers. The bassist attends their lesson later that afternoon and is told by their professor to visit 

the Black violin professor stating, “I’m sure she’ll be glad to see you like…looking like that.” 

This scenario shows how respectability politics transforms into a microaggression for the Black 

bassist. The white bass professor believes they are giving the student a compliment, but they are 

also communicating that the bassist’s professional attire gives them more merit as a professional. 

This statement also communicates the bass student to visit the Black violin professor, despite not 

having a relationship because the professor should see a Black student dressed appropriately 

because it does not happen often. Black American string players can counter the accumulation of 

comments on their appearance by wearing their hair naturally and clothes that celebrate Black 

culture. 

 Similar to Lorde’s and Cooper’s findings, hooks supports constructive rage as an 

appropriate response to racial injustice.82 She proposes that Black Americans “engage with a 

politics of resistance that can address the psychological trauma we experience, both in the past 

and in the present, as we struggle to create self and identity within white supremacist society.”83  

                                                
81Brittney Cooper, Eloquent Rage: A Black Feminist Finds Her Superpower, (New York: St. Martin’s Press, 2018), 
150. 
82 bell hooks, Killing Rage: Ending Racism, 26. 
83 bell hooks, Killing Rage: Ending Racism, 135.  
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Whether a microassault, insult or invalidation, compounded microaggressions experienced by 

Black American string players cause psychological traumas. Non-Black professors fail to 

recognize their classrooms as breeding grounds for cultural racism to which repeated individual 

and systemic attacks on Black American students abound. Non-Black professors and students 

have yet develop the bi-aural skills to properly hear how their actions, inactions, and words 

create contexts for racism to fester into psychological traumas for Black American students.  

 hooks writes “the need to create a context where our pain can be reclaimed from the voyeuristic 

ethnographic note-taking that turns into spectacle by either mocking, trivializing or 

sentimentalizing it is urgent.”84 Professors are obligated to create learning spaces that affirm 

Black American identities and experiences. In so doing, instructors build safe spaces that 

actually function to preserve the identities and validate the realities of their Black students. 

Musicologists who use bi-aurality do not mistake an inclusive syllabus for readings centering 

Black trauma during Black history month. Viola instructors with effective bi-aural listening do 

not confuse their Black student’s contextualization of a microinsult during their lesson with 

being called immoral racist person but a necessary act of integrity and self-preservation. String 

music teachers do not fear discussing how racial differences between non-Black instructors and 

their Black students birth cultural misunderstanding that often results in inappropriate 

punishments. They courageously approach this topic with their entire string techniques class 

before the students go out into the field for their student teaching internship.  

Following the words of bell hooks, I believe that cultural affirmation for these students 

can truly begin to create bi-musical Black identities and use them to their full potential. I define 

cultural affirmation as the validation of both identity and experience. This is a dynamic process 

                                                
84bell hooks, Killing Rage: Ending Racism, 137.  
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where Black American students and their teachers must simultaneously “engage in politics of 

resistance” in scholarly environments.85 Courage is the prominent mode of resistance 

engagement. In fact, rage is so important in demonstrating courage that it forms the last part of 

the word. Acts of orchestrated rage must be coupled with resistance of racist microaggressions, 

systems, and racial terror to alleviate exhaustion in Black American string players in music 

programs.  

 I have felt rage in documenting my informants’ stories and have worked to clarify this 

emotion in a constructive way. My symphonic rage takes the form of a pedagogical practice I 

designed to courageously address intersections of performing Blackness, music, and racism. I 

draw inspiration from W.E.B. Dubois’s ideation of second-sight, which emphasizes sharing 

Black people’s wisdom and lived experiences with non-Black people.86 In manner combining the 

affirmation Black girlhood of Kyra Gaunt’s writing in The Games Black Girls Play,87and Patricia 

Shehan Campbell’s advocacy for ethnomusicological education in secondary music education 

classrooms88 this pedagogical approach can be useful for many educators. 

 In order to address the lack of teaching resources that affirm Black American string musicians, I 

have created three undergraduate lesson plans to reclaim the traumas and triumphs in Black 

musical experiences. The strategies for using these lessons are to get students to replace 

“voyeuristic ethnographic note-taking” with critical engagement and appreciation of global 

Black musical histories. The first lesson topic covers the musical and devotional practice of 

Alice Coltrane Turiyasangitananada through explaining the fusion between African American 

                                                
85 hooks, 137. 
86 Reiland Rabaka, The Negritude Movement, 25. 
87 Kyra D. Gaunt, The Games Black Girls Play: Learning the Ropes from Double-Dutch to Hip-Hop, (New York: 
New York University Press, 2005). 
88  See Patricia Shehan Campbell, Music, Education, and Diversity: Bridging Cultures and Communities, (New 
York: Teachers College Press, 2017). This is Campbell’s most recent work on building diverse representation of 
multicultural identities in music education using World Music pedagogy.   
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and Indian music culture. The second lesson reframes the Old-Time fiddling tradition using 

code-switching and place to describe Black American contributions to the genre. The third lesson 

concerns the Afro-Peruvian revival involving the lived experiences and cultural production of 

Susana Baca and Victoria-Santa Cruz.  

 

Lesson Plan 1: Indian Ragas and Alice Coltrane Turiyasangitananda 

 Alice Coltrane Turiyasangitananada’s journey as a spiritual guru, or Swamini, is a 

noteworthy case study regarding faith-based Black bi-musicality. Not only was Alice Coltrane a 

piano prodigy but she was a self-taught harpist. She grew up in Black American Baptist church, 

playing piano and organ for various choirs in the Detroit. After her husband John Coltrane 

passed away, she began studying other faiths outside of African American Christianity, such as 

Hinduism and Islam. After meeting Swami Sachidanada, Alice would travel India spending time 

immersing herself into the devotional practices of Hindu culture. She felt called to become a 

spiritual leader and built an ashram for any person desiring to build a close connection with the 

Supreme being such God, Buddha, Jesus, Mohammad. Coltrane’s beliefs did not distinguish one 

god above all others but rather believed there were many paths that led people to deeper spiritual 

meaning and identity. Teaching about her music with little emphasis on her marriage to John 

Coltrane, provides a true opportunity to see how her as Black woman composer who sought a 

connection global cultures through affirming multi-musical and spiritual values.  

 
Indian Ragas and Alice Coltrane Turiyasangitananda  

SUBJECT TEACHER GRADE DATE 
World Music  Danielle Davis  Undergraduate  1/23/19 

OVERVIEW 
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The purpose of this lesson plan is to help students learn about the fusion of Indian Classical 

music and Black American gospel genres in the music of Alice Coltrane Turiyasangitananda. 

The class will read articles and blogs, watch videos, and listen to recordings to identify key 

stylistic elements of the Hindustani and Carnatic Indian string instruments and African American 

gospel music of 1960s.  

PHASES TEACHER GUIDE STUDENT GUIDE 

OBJECTIVES Instructor shows how Alice 

Coltrane Turiyasangitananda’s 

bi-musical identities combine to 

create a distinct devotional 

music style.  

At the end of this lesson students should be 

able to:  

Listen to Classical Indian musics and Alice 

Coltrane’s instrumental compositions and 

bhajans.  

Identify string instruments of Indian Classical 

music and recognize their timbres in “Journey 

in Satchidananda,” “Ganesha,” and Hare 

Krishna”  

Explain the fusion between African American 

gospel and Indian Hindu music in Alice 

Coltrane’s music.  

TEXTS/ 

WRITTEN 

MATERIALS  

Task students with reading 

excerpts from the following 

articles and books:  

Start with: 

1) “From Raga to Bollywood: 
Developments and 
intercultural crossing in 
Indian Music” Chapter 8 of 
Michael Bakan’s World 
Music Traditions and 
Transformations textbook  

Follow this text using 

2) Franya J. Berkman’s 
biography on Alice 

Students will read selected passages from 

following text sources:  

1) Bakan, Michael. “From Raga to 
Bollywood: Developments and 
Intercultural Crossings in Indian 
Music.” In World Music Traditions 
and Transformations. 199-162. 
Boston: McGraw Hill.2018.  

Sections to Read: Indian Music In Context, 

Other Hindustani Melodic Instruments 

2) Berkman, Franya J. Monumental 
Eternal: The Music of Alice Coltrane, 
Middletown: Wesleyan Press. 2010. 
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PHASES TEACHER GUIDE STUDENT GUIDE 

Coltrane Monument 
Eternal: The Music of Alice 
Coltrane  

Conclude with  

3) Hua Hsu’s article “Praise 
Songs: Alice Coltrane in 
Sanskrit” in the New 
Yorker.  
 

Excerpts to Read: Ch. 1 God’s Child in Motor 

City- “The Conservatory at Mount Olive” (pp. 

22- 25) , and “God Inspired” (pp. 25-27),  

Ch. 4 Glorious Chants-“Swamini’s Bahjans,” 

(pp. 85-87) and “Ritual”(pp. 87-89)  

3) Hsu, Hua. “Praise Songs: Alice 
Coltrane in Sanksrit” New Yorker, 
April 24, 2017.  

Compare with online version of the article titled 

“Alice Coltrane’s Devotional Music” 

https://www.newyorker.com/magazine/2017/04

/24/alice-coltranes-devotional-music  

ONLINE 

MATERIALS  

Introductory Video- Electric 

Veena player Abi Sampa plays 

Blues music  

https://www.youtube.com/watch

?v=BOUEGJwFepQ  

 

Use these videos of musicians 

playing various Indian 

instruments.  

Veena: Indian Classical Music, 
Jayanthi Kumaresh plays The 
Saraswati Veena, play from 2:05 
to 3:15 

https://www.youtube.com/watch?v

=o6M_kXzdDzI  

Sitar: Anoushka Shankar, 

Bharavi- Live From Girona, start 

at 6:40-7:23  

Ask students: What instrument is being played 

in this video? What genre is the musician 

playing? How do you know?  

 

Students will take notes identifying string 

instruments used in Classical Indian music and 

describe how the function within the music  

 

Sitar- Melody, Accompaniment  

Tambura- Drone, Harmony  

Sarangi- Melody, Accompaniment  

Sarod- Melody, Accompaniment  

Violin- Melody, Accompaniment  
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PHASES TEACHER GUIDE STUDENT GUIDE 

https://www.youtube.com/watch

?v=r97bzs3fyTY  

Tampura (Tambura): Kaushiki 

Chakraborty explains the 

Tanpura, play from 1:35 to 4:00 

https://www.youtube.com/watch

?v=2QZi53ZQPVo  

Sarangi: Kamal Sabri plays 

Sarangi, start at 0:12-1:17 

https://www.youtube.com/watch

?v=Jger9JLTEdg  

Sarod: Astonishing Sarod, 

Debasmita Bhattacharya, Raag 

Kaunsi Kanada, Music of India, 

play from 6:30 to 7:20.  

https://www.youtube.com/watch

?v=FaMVOat0s30  

Violin: If You Can Play Carnatic 

Music, You Can Play Anything, 

Akkarai Subhalakshmi, Darbar 

Festival, start at 0:00-3:05 

https://www.youtube.com/watch

?v=NT1fVKXK5q8  

Task students with identifying the 

instruments and voices they hear 

in three of Alice Coltrane’s songs  

 

 

 

 

 

 

 

 

 

Students will listen to excerpts of the following 

three pieces by Alice Coltrane 

Turiyasangitananda:  

- “Journey in Satchidananda” 
- “Ganesha”  
- “Hare Krishna”  
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PHASES TEACHER GUIDE STUDENT GUIDE 

-“Journey in Satchindananda”-

Saxophone, Bells, Tambourine, 

Tambura, Harp, Piano, Bass,  

https://www.youtube.com/watch

?v=TQtEFdyhgdE  

- “Ganesha”- Tambura, Harp 

https://www.youtube.com/watch

?v=ZUH7RNU8duo  

-“Hare Krishna” – Organ, Piano, 

Choir, Tambourine, 

Handclapping,  

https://www.youtube.com/watch

?v=759TXOUIpjQ  

 

CLASS 

ACTIVITIES  

Day 1: Review Readings from 

Bakan’s textbook  

Cover the 5 characteristics of 

Raga that Bakan describes on 

page 137. Tala, and Raag form  

Describe: Alap, Jor, Gat, Jhala 

using the textbook’s Chapter 08 

Spotify Playlist.  

 

Day 2: Discuss string instrument 

types, Berkmann, and Hsu 

readings regarding Alice Coltrane 

Turiyasangitananda 

Day 1: What are the 5 characteristics of 

Raaga ? What is Tala?  

How does it work within the Raga? What is 

the form of the Raga? 

 

Day 2: Discussion Questions:  

Who is Alice Coltrane? When did she 

become Swamini Turiyasangitananda?  

What instruments do you hear in the three 

pieces written by Turiyasangitananda? How 

does she incorporate different musical 

elements in her work? What is her philosophy 

behind her bhajans? Do her bhajans 
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PHASES TEACHER GUIDE STUDENT GUIDE 

Play “Journey in 

Satchidananda,” “Ganesha” and 

“Hare Krishna”  

exemplify musical fusion or syncretization? 

Why or Why not?  

How do gender and race play a role in who 

receives recognition for musical genius?  

 

PERFORM Day 1: Instructor to teach 

students how to sing scale raag 

yaman (Major scale, 4+)  

Syllables: Sa-Re-Ga- Ma 

(Augmented 4th)-Pa-Da-Ni-Sa 

Play the notes for class as the 

students sing using violin or 

viola, Or another bowed 

instrument  

Have students work on using a 

nasal timbre, demonstrate.  

Students will sing raag yaman and improvise 

a melody over tambura drone.  

MATERIALS ADDITIONAL READING: NOTES 
• Smart 

Board/Projector 

• Computer with 
Internet Access  

• Speakers  

• Violin/Viola  

• Evans, David. "Blues." Garland 
Encyclopedia of World Music Volume 
3 - The United States and Canada, 
edited by Ellen Koskoff, New York: 
Taylor & Francis Group. Routledge, 
2000. 637-49.  

• Burnim, Mellonie, "Religious 
Music." Garland Encyclopedia of 
World Music Volume 3 - The United 
States and Canada, edited by Ellen 
Koskoff. New York: Taylor & Francis 
Group. Routledge, 2000. 624-36.  
 

Students are expected to participate in 
class, and bring proper materials for note 
taking, (i.e. No Electronics, Pencil and 
paper). Student must have access to 
textbook.  
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 The instructor should emphasize two learning objectives in Alice Coltrane’s 

compositional fusion of African American and Indian devotional music is 1) to identify timbres 

of string instruments and singing across genre and 2) to differentiate between musical fusion and 

syncretization in Turiyasangitananda’s bhajans. Starting the lesson by showing Ami Sampa play 

“Raag n’ Blues” on her electric veena is a contemporary example of how the Classical 

instrument functions in cross-cultural musics in the present. Kaushiki Chakraborty’s explanation 

of the tambura and Carnatic singing contextualizes the voice following tambura. The function of 

tambura as the drone instrument is to establish the fundamental pitch of the syllable Sa, or tonic 

note in Indian Classical music. Instructors should build upon Chakraborty’s video by having 

students learn to sing Raag Yaman which allows them to experience feeling of nasal cavity as 

resonator.  

Franya J. Berkman writes Monument Eternal: The Music of Alice Coltrane, “is an 

exploration of the music of a woman and devotional musician whose contributions transcend 

such genre specific constraints.”89 In discussing her musical identity it should be noted that Alice 

Coltrane’s transition into Turiyasangitananda did not cause her to release her connections to the 

Black American church. Her use of a Hammond B3 organ and piano in her bhajans 

complimented singing style of the African American members of her ashram heard in recordings 

such as “Hare Krishna.” Turiyasangitananda remarked in an interview “Sing from your heart and 

spirit and that’s what you get. A number of people that were members or disciples at the 

Vedantic Center had that background, like a Southern kind of background and the experiences in 

the Baptist church. So you begin to hear that.”90 

                                                
89 Franya J. Berkman, Monumental Eternal: The Music of Alice Coltrane,(Middletown: Wesleyan Press, 2010), 3. 
90 Berkman, 84.  
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 It is necessary to distinguish that the music created from mixing of two global cultures is 

an example of fusion and not syncretism. Instructors should not lead students to assume that 

bhajans function in the same manner as a jazz composition, because they serve two different 

purposes. Berkman writes, “They should not be confused with forms of religious syncretism in 

which preexisting beliefs are grafted onto or camouflaged by hegemonic modes of religious 

expression, as in the case of Brazilian Candomblé or Cuban Santeria.”91 A jazz piece is not 

secular, and often reflects a mixing of cultural lifestyles. Bhajans function as form of sacred 

music practice. These pieces allow the chanter to sing in manner that locates a meditative center 

to establish a sonic connection with God. Members of the ashram used bhajans to sound their 

spirituality as a manner to strengthen their relationship with God, and thus find a new way to 

understand global musical connections. 

Lesson Plan 2: Affrilachian Old Time Fiddlers  

 Reframing the historical identities of Old-Time fiddlers to include Black Americans 

addresses issues of place and racial trauma. Asking string music education students to answer the 

question “Why don’t Black folks fiddle?” can start a dialogue on how to address racial trauma in 

music classrooms. Locating the place of Black American string musicians is validated through 

the exploration of Affrilachia and Appalachia as racialized places. Steer away from creating a 

binary where Appalachia is given credence as an official region of the U.S. so that it’s not 

communicated that Affrilachia as an imagined racialized space with defined cultural practices 

that contribute to the region’s musical character.92 Students can challenge notions of nostalgia in 

                                                
91 Berkman, 87. 
92 In discussing the code-switching regarding region, it is necessary to denote the difference in pronouncing of 
Appalachia and Affrilachia (e.g., Appa-latch-a and Affri-latch-a). In doing so, instructors can dispel the negative 
connotations of hillbilly identity while affirming the diversity of Appalachian culture to include people of color. 
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Old Time by viewing contemporary audio-visuals resources of Black Old Time bands such as the 

Ebony Hillbillies, and the Caroline Chocolate Drops. Rhiannon Gidden’s speech on 

reconstructing the pain of Black Americans using banjo and other string instruments found in 

Old Time music provides an avenue for discussing the embodiment of history through musical 

performance.  

 Fred Hay’s article “Black Musicians in Appalachia: An Introduction to Affrilachia” 

addresses the idea of historical omission of Black American string players in the canon of 

Appalachian music. He lists key Black string players who contributed to the sounds of 

Appalachia. Hay also explains the mobility of Black musicians in Appalachia: “Their music went 

with them and it was listened to by other African Americans.”93 By illustrating the agency of 

Black Old Time Musicians, students can critically engage with evoking histories through 

performance of musical cultures in which the existence of Black Americans have been 

historically diminished and erased. Instructors should observation of Rhiannon Giddens 

contribution to performing history by acknowledging the roots of the banjo instrument as being 

of Africa origin, as well as its powerful combination of the instrument in describing slave 

narratives through song.94 It is necessary that string educators create Old time ensembles in their 

orchestra programs to provide affirming contextualization of Black American string players as 

agents and innovators within the music culture of Old Time.  

Affrilachian Old Time Lesson Plan 

                                                
Teachers should explain the importance of enunciating words in a manner that respect to the representative culture 
so that they do not reinforce misinformation or invalidate students’ cultural identities,  
93 Fred Hay, “Black Musicians in Appalachia: An Introduction to Affrilachia,”Black Music Research Journal,23, 
No.1/2, (Spring-Autumn 2003), 18.  
94 Rhiannon Giddens, “How Rhiannon Giddens Reconstructs Black Pain With The Banjo,” interview by Michele 
Martin, All Things Considered, NPR, April 22, 2018, Audio 25:57, 
https://www.npr.org/2018/04/22/604356508/how-rhiannon-giddens-reconstructs-black-pain-with-the-banjo.  
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SUBJECT TEACHER COURSE DATE 
African American 

Fiddlers and Old Time 

Music  

Danielle Davis  String Grad Seminar  7/31/18 

OVERVIEW 
This lesson plan is to help students discover the influence of African Americans on the Old Time 

genre. The class will read articles, blogs, watch videos, and recordings to identify key elements 

of the Old Time style and African Americans erasure from this genre.  

PHASES TEACHER GUIDE STUDENT GUIDE 

OBJECTIVES Assess students’ ability to meet 

objectives, and participation in music 

making activities.  

At the end of this unit students should be 

able to: 

Distinguish differences between 

Appalachian and Affrilachian cultures.  

Identify aspects of Old-Time genre (e.g. 

timbre, instruments, songs, dance).  

Discuss the meaning of code switching 

and its importance to Black Old 

Time/Blue Grass musicians.  

 

TEXTS/ 

WRITTEN 

MATERIALS 

Task the class with reading a journal 

article per day starting with Jenoure’s 

“The Afro-American Fiddler,” then Hay’s 

“Black Musicians in Appalachia” and 

ending with Taylor’s “Naming 

Affrilachia”. 

Discussion Questions:  

Students will read and prepare a 3 to 4 

page reflection on the following articles:  

-Hay, Fred J. “Black Musicians in 

Appalachia: An Introduction to 

Affrilachian Music.” Black Music 

Research Journal 23, no. ½ (2003):1-1  

-Jenoure, Theresa. “The Afro-American 

Fiddler,” Contributions in Black 
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- What do you know about the authors 

that helps you better understand these 

journal articles? 

-What is the meaning of code switching 

and how it pertains to music making?  

- What is the difference between 

Appalachia and Affrilachia?  

-How does place influence the way 

musical traditions are perceived by 

others? How does the perception of 

place contribute to the code linguistic 

codes of a particular culture?  

-Identify are some reasons for the lack 

of black string players playing fiddle or 

banjo in contemporary times. How can 

we change this as music educators?  

 

Studies: A Journal of African and Afro-

American Studies 5,no. 2 (1981): 68-81. 

-Taylor, Kathryn Trauth. “Naming 

Affrilachia: Toward Rhetorical 

Ecologies of Identity Performance in 

Appalachia.” June 2011. 

http://www.enculturation.net/naming-

affrilachia.  

 

ONLINE 

RESOURCES  

Post these sources on the course website 

for students to use as resources:  

- Why Black Folks Don’t Fiddle: 
http://bluegrasswest.com/ideas/w
hy_black.htm  

- The Ebony Hillbillies play Liza 
Jane: 
https://www.youtube.com/watch?
v=dwmFxiOJOU  

- Sankofa Reclaiming History: 
Carolina Chocolate Drops at 
TEDXUNC: 
https://www.youtube.com/watch?
v=zON37u44ObI  

- How Rhiannon Giddens 
Reconstructions Black Pain With 
the Banjo:  
https://www.npr.org/ 
2018/04/22/604356508/how-
rhiannon-giddens-reconstructs-
black-pain-with-the-banjo.  

Students will read the blog post “Why 

Black Folks Don’t Fiddle” by Tony 

Thomas and write a 2 to 3 paragraph 

reflection in preparation for class 

discussion. 

Students can choose one of the videos in 

the list provided on the course website 

to analyze in their written reflection for 

this unit.  
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Lesson Plan 3: Poetics of Afro-Peruvian Performativity 

 The Afro-Peruvian revival of the 1950s is a significant moment of identity formation of 

Blackness and the arts. In this lesson, professors and students identify similarities and differences 

of global movements in Black cultural production through texts such as Samuel Floyd’s chapter 

- Banjo Maker Jim Hartel On the 
African Heritage and American 
History of the Banjo: 
https://wwww.youtube.com/watc
h?v=VbCjb6g-
bT4&list=PLqVb7nuRxLCM-
K68Z7fi2IrQ3um4GkSE2&iinde
=78&t=0s  

- Soggy Bottom Boys play 
Angeline The Baker: 
https://www.youtube.com/watch?
v=dYkvRzp4pnQ&list=PLqVb7n
uRxLCM-
K68Z7fi2IrQ3unGkSE2&index-
106&t=0s  

- The Hillbilly Gypsies play “Bile 
Them Cabbage Down,”: 
https://www.youtube.com/watch?
v=rTf3GwKspus&list=PLqBv7n
uRxLCM-
K68Z7fi2IrQ3un4GkSE2&index
=3&t=02  

PERFORM Teacher will teach “Old Joe Clark” by 

rote to students. Assess students ability to 

play by ear. (sheet music will be provided 

if necessary) 

Students will learn to play “Old Joe 

Clark” by rote. Student volunteers will be 

selected to kick off the tune, as practice. 

This song will be used with the Old Time 

repertoire including Shady Grove, and 

Angeline the Baker 

MATERIALS 
      

  

NOTES 

• Smart Board/ Projector  
• Computer with Internet access 
• Speakers  
• Violin, Viola, Banjo, Guitar, Bones, 

Wash Board, Thimbles, Tub Bass,  
 

Students in need of an instrument will be allowed to 
check one out from the instrument library.  
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“The Movement: Black Identities and the Path Forward.”95 Heidi Feldman’s Black Rhythms of 

Peru provides information on how to critically consider the influence of social rules and 

regulations in construction of Black authenticity in Afro-Peruvian performances for tourists. 

Students should be encouraged to interrogate how performative Blackness functions in the 

context of the United States (e.g., Adam’s hip-hop cipher story). Students should reflect on how 

they came to associate behavioral aspects with race and be led to understand that these processes 

of identity formation are products of socialization.  

 The musical authenticity that often is associated with recordings of popular music by 

Black musicians opens up classroom dialogue to construct a working definition of musical 

appropriation. Whitney Houston’s version of “I Will Always Love You” is used to introduce 

Susana Baca’s “Maria Lando” as two instances indicating performative Blackness as a 

measurement of musical authenticity. Rodano et al. stress “The putative inseparability of dance 

and music in the African diaspora is an obvious case in which music participates in the 

construction of race.”96 The authors go on to explain how describing Africa diasporic music as 

inherently physical and bodily (e.g., rhythmic) creates a metanarrative that excludes 

interconnected elements of sound (e.g., melody, harmony, timbre) that underlie its music. 

Instructors should encourage the class to analyze what might be implied when Black people 

cannot, or do not, perform in ways that are used to measure authenticity and commitment to a 

Black identity. Students are encouraged to adjust their listening skills to hear how early these 

expectations are place on people of African descent, which can be seen in the spoken word 

performances of Aisha Yakira, and Pe’tehn Raighn-Kem. Point learners’ attention to the age of 

                                                
95 Floyd, Samuel A. "The Movement: Black Identities and the Paths Forward." In The Transformation of Black 
Music: The Rhythms, the Songs, and the Ships of the African Diaspora, by Samuel A.Floyd, Melanie Zeck, & 
Guthrie P. Ramsey, 141-155. 
96 Rodano et al., 7. 
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the performers, the environments to which they are performing, and sonic and physical 

components of their performance. The experience of exclusion supports the need for strategies 

and art forms to affirm Black identity which is shared in Victoria Santa-Cruz’s interview. 

Assigning students to use nigrescence theory to analyze Santa-Cruz’s recounting her first racist 

encounter illustrates the psychological effects and processes that occur at sites of racial 

difference.  

Poetics of Afro-Peruvian Performativity 

SUBJECT TEACHER GRADE DATE 
World Music, 

Performance Studies, 

Danielle Davis  Undergraduate  1/25/19 

OVERVIEW 
The purpose of this lesson plan is to inform students about Afro-Peruvian Revival, Harlem 

Renaissance, as well as other social movements inspired by the cultural preservation of and 

appreciation for African derived cultural production. The class will read articles, blogs, watch 

videos, and recordings to identify key figures in the movement for preserving African history in 

Peru such as Susana Baca and Victoria Santa-Cruz.  

PHASES TEACHER GUIDE STUDENT GUIDE 

OBJECTIVES Instructor describes Afro-Peruvian 

Revival is related to other global social 

movements celebrating African 

diasporic heritage and cultural 

production.  

Describe elements of spoken word 

performance of Countee Cullen’s “Hey 

Black Child” and Victoria Santa Cruz’s 

“Me Gritaron Negra”  

Analyze stages of Nigrescence in 

interviews of Susana Baca and Victoria 

Santa Cruz.  

Define musical appropriation and 

distinguish between performative 
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PHASES TEACHER GUIDE STUDENT GUIDE 

actions of appropriation and 

authenticity.  

TEXTS/ 

WRITTEN 

MATERIALS  

Assign readings from the following 
texts:  

1) Heidi Feldman, Black Rhythms of 
Peru: Reviving African Musical 
Heritage in the Black Pacific, 
(Middletown: Wesleyan 
University Press,2007) 

 

2) Samuel Floyd, “The Movement: 
Black Identities and the Path 
Forward,” in The Transformation 
of Black Music: The Rhythms, the 
Songs, and the Ships of the 
African Diaspora,” (New York: 
Oxford University Press, 2017): 
141-155. 

 

3) Marcus D. Jones, Monica Carrillo 
and Victoria Santa Cruz, “An 
Interview With Victoria Santa 
Cruz,” Callaloo 33, no.2 
(2011):304-308. 

 

4) Charles Henry Rowell, Marcus 
D. Jones, Monica Carrillo, and 
Ana Martinez, “An Interview 
With Susana Baca,”Callaloo 
34,no.2(2011): 299. 

 

 

Students will read excerpts from the 

following texts:  

1) Feldman, Heidi. Black Rhythms 
of Peru: Reviving African 
Musical Heritage in the Black 
Pacific . Middletown:Wesleyan 
University Press, 2007. 

Read Chapter 2 “Victoria Santa Cruz 

and the Power of Ancestral Memory” 

(pp. 65, 72-75), Chapter 5 “ A Cultural 

Tourist’s Guide to Chincha: The 

Ballumbrosio Family and the Hacienda 

San José” (pp.182-187), and 6 “Susana 

Baca: From Local Unknown to Global 

Diva” (pp 215-219, 224-228) 

2) Floyd, Samuel A. "The 
Movement: Black Identities and 
the Paths Forward." In The 
Transformation of Black Music: 
The Rhythms, the Songs, and the 
Ships of the African Diaspora, by 
Samuel A.Floyd, Melanie Zeck, 
& Guthrie P. Ramsey, 141-155. 
New York: Oxford University 
Press, 2017. 

Read pages 144-146.  

3) Jones , Marcus D, Monica 
Carrillo, and Victoria Santa Cruz. 
"An Interview With Victoria 
Santa Cruz." Callaloo, 2011: 
308-08. 

Read pages 304-306. 
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PHASES TEACHER GUIDE STUDENT GUIDE 

4) Rowell, Charles Henry, Marcus 
D. Jones, Monica, Carillo, Susana 
Baca, and Ana Martinez. "An 
Interview With Susana Baca." 
Callaloo, 2011: 298-303. 

Read Page 302- Begin with the 

question: Can you tell us about the 

discriminatory experiences you’ve had?  

 

ONLINE 

MATERIALS 

Day 1:  

Afropop Worldwide, “Feature: Music of 
Black Peru: Cultural Identity in the Black 
Pacific” 2018, 
http://afropop.org/articles/feature-music-
of-black-peru-cultural-identity-in-the-
black-pacific.  

 

William Cross’s Nigrescence Model 
Infographic  

https://infograph.venngage.com/p/179730/
cross-five-stage-model-of-racial-identity-
development  

 

Day 2:  

Aisha Yakira, “They Shouted Me Black,” 
directed by Centro de Arte Popular Raices 
del Pacifico, 2016, 
https://www.youtube.com/watch?v=vqiB4
Z4Uo1M&t=4s 

 

Pe’Tehn Raighn-Kem 2015. Countee 
Cullen’s poem “Hey Black Child” 

https://www.youtube.com/watch?v=N3C
KI_6pIYo&t=12s  

 

Victoria Santa Cruz, Me Gritaron Negra, 
directed by Victoria Santa Cruz, 2015, 

Students will take notes and answer 

discussion questions using the online 

materials in class and for homework 

assignments.  

Day 1:  

Afropop Worldwide, “Feature: Music of 
Black Peru: Cultural Identity in the Black 
Pacific” 2018, 
http://afropop.org/articles/feature-music-
of-black-peru-cultural-identity-in-the-
black-pacific.  

 

William Cross’s Nigrescence Model 
Infographic  

https://infograph.venngage.com/p/179730/
cross-five-stage-model-of-racial-identity-
development  

 

Day 2:  

Aisha Yakira, “They Shouted Me Black,” 
directed by Centro de Arte Popular Raices 
del Pacifico, 2016, 
https://www.youtube.com/watch?v=vqiB4
Z4Uo1M&t=4s 
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https://www.youtube.com/watch?v=bZBH
vMaTiuU&t=7s  

 

Susana Baca, Maria Lando, Encuentro en 
el Estudio, 2013,  

https://www.youtube.com/watch?v=c8xu
RPIdDjc  

 

Pe’Tehn Raighn-Kem 2015. Countee 
Cullen’s poem “Hey Black Child” 

https://www.youtube.com/watch?v=N3C
KI_6pIYo&t=12s  

 

Victoria Santa Cruz, Me Gritaron Negra, 
directed by Victoria Santa Cruz, 2015, 
https://www.youtube.com/watch?v=bZBH
vMaTiuU&t=7s.  

 

Susana Baca, Maria Lando, Encuentro en 
el Estudio, 2013,  

https://www.youtube.com/watch?v=c8xu
RPIdDjc  

 

 

CLASS 

ACTIVITIES 

Lesson Opener-(5-7 minutes) 

Divide students into groups. Each group 

will be assigned an artist to research and 

compile a list of Afro-Peruvian musicians 

including 7 biographical or musical facts. 

Use AfroPop Worldwide article to assign 

artists to group 

Group 1-Susanna Baca 

Group 2-Arturo “Zambo” Cavero 

Group 3-Eva Ayllon 

Group 4-Nova Lima 

 

Provide an overview of William Cross’s 

Nigrescence model. Have students remain 

Students will break into groups and 

compile a list of at least 7 facts about an 

Afro- Peruvian artists. Facts must be 

musical or biographical in nature.  

 

 

 

 

 

 

 

Students will use Nigrescence theory to 

analyze excerpts of interview transcripts 
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in groups and provide excerpts of 

interviews with Susana Baca and Victoria 

Santa-Cruz. Task students with 

identifying stages of nigrescence within 

the interview transcripts.  

Pre-Encounter: Worldview attitudes that 

range from race neutrality (i.e., 

colorblindness,  

Encounter: Event that shatters a Black 

person’s racial world view 

Immersion/Emersion: During this stage 

the Black person sheds their old 

worldview while simultaneously building 

a new one 

Internalization: Period of critical 

thinking about their racial identity and it 

is displayed in life interactions 

Internalization/Commitment: Long 

term commitment to bringing about the 

well-being of one’s race.  

Play Victoria Santa-Cruz’s performance 

of “Me Gritaron Negra.” First, play audio 

only of Me Gritaron Negra, provide poem 

lyrics in English and Spanish. Second, 

play video footage of the performance.  

Day 2:  

Play clips of Aisha Yakira’s and Pe’tehn 

Raighn Kem’s spoken word performances 

of Afro-Peruvian artists Susana Baca and 

Victoria Santa-Cruz.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Discussion Questions: How does the 

poem “Me Gritaron Negra” illustrate the 

self-preservation and cultural affirmation?  

What stylistic elements are there in 

hearing the poem spoken and watching it 

be performed ?  

 

Write down what you noticed about Aisha 

Yakira’s performance. What stood out to 
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Discuss of the performances with the 

students. Use biographical information on 

authors Countee Cullen (Hey Black 

Child) and Victoria Santa-Cruz (Me 

Gritaron Negra) to compare and contrast 

how their contributions influenced the 

respective social movements in which 

played a part.  

 

 

 

 

 

Play clips of Susana Baca’s rendition of 

“Maria Lando” and Whitney Houston’s 

version of “I Will Always Love You.”  

• Chabuca Granda composed 
“Maria Lando” in 1994, Susana 
Baca recording brought fame to 
the song 

• Dolly Parton wrote “I Will 
Always Love” you in 1974, 
Whitney Houston’s covered the 
song for The Bodyguard movie 
soundtrack. 

Discussion question: What is musical 

appropriation? Are Susana Baca’s and 

Whitney Houston’s recordings instances 

of musical appropriation? Why or not?  

you about Pe’tehn Raighn Kem’s 

performance?  

What can we infer about the two poems, 

and their authors?  

What can be implied about spoken word 

and identity formation of young children 

of color?  

 

Based on Samuel A. Floyd’s writing 

about global social movements regarding 

Africa diasporic populations, what might 

we glean from learning about Harlem 

Renaissance, Afro-Peruvian revival, 

Afrocubismo, and Negritude?  

Students will listen to Susana Baca 

perform “Maria Lando,” and Whitney 

Houston’s “I Will Always Love You”  

Listen carefully to the musical elements in 

both women’s performances. Identify 

instrumentation, lyrical content, 

performance style, and timbre in your 

notes.  

Answer the following questions in a 2-3 

page reflection paper on the topics 

covered in class and course readings.  

What is musical appropriation? Are 

Susana Baca’s and Whitney Houston’s 

recordings instances of musical 

appropriation? Why or not?  
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Discuss the readings from Heidi 

Feldman’s chapter on Black Authenticity 

in Lima.  

 

How can performative Blackness in music 

and spoken word be used to hamper and 

strengthen identity formation?  

 

MATERIALS ADDITION READINGS NOTES 

• Smart Board/Projector 
• Computer with Internet 

Access  
• Speakers  

 

• Rabaka, Reiland. The Negritude 
Movement: W.E.B. DuBois, Leon 
Damas, Aimee Cesaire, Leopold 
Senghor, Frantz Fanon and the 
Evolution of an Insurgent Idea. 
Lanham: Lexington Books, 2015. 

• Ritter, Johnathan. “Peru and the 
Andes.” In Musics of Latin 
America, Edited by Robin Moore 
and Walter Aaron Clark, 2012. 344-
51. 

 

Students are expected to participate 

in class, and bring proper materials 

for note taking, (i.e. No Electronics, 

Pencil and paper). Student must have 

access to textbook. 

Conclusion 

 

 The three lessons I have discussed here require awareness and courage in order to be used 

effectively in the classroom. Professors will need to push past their own individual fears, and 

adopt a working definition of racism, prejudice, and discrimination. It is necessary that 

instructors begin and continue an introspective process of identifying their own prejudices and 

biases that they carry into the classroom to appropriately address racial dynamics in music 

culture and affirming Blackness. This is not to say that interrogating one’s racial worldview 

guarantees students will participate in dialogue or share experiences. In fact, to avoid the risk of 

being microaggressive, instructors should speak from their own understanding and experiences 

of race and never ask or offer the experiences of their Black students to be examined by their 

classmates. 
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  I believe creating inclusive and affirming cultures for Black American string musicians 

is possible. Professors must work to unlearn processes of listening in order to identify 

microinsults, microassaults, and microinvalidations that can occur as they facilitate conversations 

of performative Blackness, racialized place, and multi-musical spirituality. Bi-aural hearing is a 

necessary technique to acquire in recognizing and validating the experiential realities of Black 

American string students’ multiple ways of being musical. Educators and musicologists 

developing the ability of listening in multiple ways encourages dynamic learning environments 

for students to locate various musical identities and competencies in global contexts.  

 The relationships between music educators and their students set a foundation of 

classroom learning. This is why it is imperative that trust is built and maintained between 

learners and instructors. Acknowledging the emotional nature of discussing race, and other 

marginal identities, it is easy to see how instructors are hesitant about teaching the facets of 

racism. As discussed by many scholars, the topic of racism is seen as a double-edged sword in 

learning environments for educators who fear offending Black and non-Black students. 

However, I believe it is necessary to bring up issues regarding racism and prejudice in music 

instruction to avoid erasure of the lived realities of Black American musicians.  

 This does not mean that instructors should know everything about the Black American 

experience. It is impossible to know every facet of Black American culture. It is natural for non-

Black instructors, especially, to fear not knowing enough about Black Americans’ histories in 

order to teach it in their classrooms. However, this fear serves to subvert the important teaching 

and trust building that is at the core of the intersection of music and race education. Professors 

are responsible for researching about Black American communities and musical experiences 

before teaching on these subjects. Instructors must be prepared to experience clashing of racial 
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worldviews, and complex intersections of gender, sexuality, class, and ability. They must hold 

space for what they do not know to be challenged by their Black and non-Black students and 

take these opportunities to build trust.  

 In a truly inclusive music learning experience, professors create structure for the realities 

of their students to be expressed in the classroom in a safe way. There will be times when 

instructors offend their Black students due to insensitivity to the differences of racial 

worldviews. At this point using bi-aural hearing will be necessary for teachers to locate and act 

on these moments as they happen. There is a relationship between bi-aural listening and 

empathy. While instructors can empathize with their Black students’ realities it is important that 

teachers leave space for the student to articulate their experience without being decentered by 

sharing one’s own experiences of feeling marginalized. It is a sign of trust for the Black student 

to approach the instructor about their experience and address ways that the course content could 

be improved. Teachers should treat this moment as such by working with the student on finding 

ways to honor their reality without putting labor onto the student during instruction time. Each 

situation that arises between Black American students and the instructor will be different so 

flexibility in teaching, listening, learning will be necessary for all involved. I believe music 

courses achieve this level of inclusivity when grace is extended to Black American students, 

their teachers, and classmates as they address complicated intersections of racism, musicality, 

and Blackness in the classroom. 
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APPENDIX A 
 

 IRB APPROVAL LETTER 
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APPENDIX B 
 

CONSENT FORM  

 
 
 
 

 

 

 
 
 

Consent Form  
 

 Documenting Double Consciousness in Black String Musicians  

You are invited to take part in a research study about Black string students in higher education. 
You were selected as a possible participant because of your involvement in the Tallahassee 
music community, Florida State University College of Music, and/or Florida Agricultural and 
Mechanical University Department of Music. I ask that you read through this form and ask any 
questions you may have before agreeing to be interviewed for this research project. 

This ethnographic research is being prepared by Danielle Davis, an Graduate Student of the 
Musicology Area at Florida State University, located in the United States. 

Background Information: 

 This project's purpose is to investigate the ways in which Black string players experience double 
consciousness in their musical and personal lives. Double Consciousness is a term created by 
W.E.B. DuBois to describe the feeling of having two conflicting identities within one body, 
which in this case is applied to Black Americans as having two selves: one African (e.g. Black) 
and the other American (e.g. Eurocentric). The aim of this study is to use ethnography, archived 
materials, visual media to uncover the ways in which African American string players suffer 
from double consciousness in orchestra classes, string performance programs and music 
education programs.  

Procedures: 

If you agree to take part in this study, I would ask you to: allow me to record our interviews, at 
which point you will participate in and share testimonies with me about your experiences as 
music student, or; allow for filming of musical activities that you are a part of, whether in 
rehearsal or live.  

Risks and Benefits of Being in this project There are no significant psychological or physical 
risks associated with participation in this film. The benefits to participation are to be a part of a 
film that will document a major segment of Black Americans experience as string performers 
and music educators in institutions of music in higher education. 

Confidentiality: 

A considerable amount of unused footage, and audio recordings in this research project will 
forever remain confidential, locked in a password protected hard drive until the thesis is 
complete, at which point I may submit to an archive.  
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