INTRODUCTION

Sonic History, or Why Music Matters
in International History

Jessica C. E. Gienow-Hecht

Call it Audiogeschichte, histoire du son, or “sonic history.”! Histori-
ans of international relations have recently become quite fascinated
with the history of sound and music, and the acoustic turn is well
on its way to becoming the “next big thing.” For both historiographi-
cal and historical reasons, this development should come as no sur-
prise. First, the history of sound is the business of musicology, and
many musicologists have been doing that kind of “international” his-
tory in one way or another for more than sixty years. Second, since
the 1980s and 1990s, music and political history have gone through a
period of rapprochement that was controversial at the time in some
circles but has now been accepted as one of the ways in which mu-
sicologists work. Third, and most importantly, universal attitudes
embedded in the liaison between music and internationalism have
historically been used to divorce aesthetics from political realities,
with sometimes negative consequences (take, for example, Schopen-
hauer, Pfitzner, and Palestrina). Moreover, statements like these can
be read in different ways, either as poetical romantic expressions of
belief in the power of music as an expressive but nonverbal art form,
or as suggesting a literal cure for the woes of international relations.
But either way, they reflect the typical nineteenth-century belief in
music as a remedy for any number of conflicts, ranging from domes-
tic violence to battlefield slaughter. The fact that in tandem with he-
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gemonic tensions and military conflicts in Europe, civil war in the
Balkans and Americas, colonial uprisings in Asia, and numerous in-
ternational interventions (mostly in the Ottoman Empire) Western
contemporaries cited music as a political remedy should catch our
attention.

This book reflects the attempt to introduce students and schol-
ars interested in the study of international history to the study of
music as a useful tool and category of analysis. The contributors of
this volume argue that music can be used as a measuring stick for
the quantity as well as for the quality of an international relation.
Music may reflect a relation when other ties are severed, it can help
us to understand the nature of a relation operating on different lev-
els, and it can introduce us to an entirely new dimension of what we
deem an “international relation.”

On the following pages, I will review the existing literature ded-
icated to music and international history, arguing that up to this
point, musicologists have done far more for the advancement of our
understanding of music as a force in international history than histo-
rians of international relations. Next, I shall outline the stories, strat-
egies, and standpoints presented in this book. Five observations
at the end of this chapter shall serve to define the most important
methodological and historical findings of this book, along with rec-
ommendations for future research.

Musicology and History

Musicologists have long pondered the history of music. Working
with material such as written sources (scores, reviews, memoirs)
and approaches such as textual criticism, musical analysis, philol-
ogy, and others, musicologists investigate, for example, a specific
composer, the genesis of musical styles (for example, jazz), music’s
social function in a given period, and the varieties of musical per-
formances in a given location at a particular time. Scholarly results
can encompass edited volumes documenting and commenting on
scores (often including the development of a piece over time), biog-
raphies of one composer or a group of composers, discussions on
the function of music in a specific society (such as a social class, a
region, or a nation), and the interplay of musical styles, texts, and
harmonies over time. Music history in this sense is closely wedded
to the production, performance, reception, and criticism of music.
The closely related field of ethnomusicology concentrates on music
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as it is situated in social relations; historically, its focus has been
on non-Western music. Another related field, music theory, is prin-
cipally concerned with technical aspects of the style, notation, and
creation of music.

In the past fifty years, and more so even in the past fifteen years,
musicologists have produced a highly developed literature on mu-
sical change in the context of modernity. They have looked at tra-
ditional and folk music interacting with music from other localities,
globalization, migration, and other transnational processes. In the
same vein, many musicologists have turned to the political and so-
cial meanings of music. They have investigated issues of gender,
class, and race as well as the hidden ideologies embedded in musi-
cal activity.2 Looking at the works of Johannes Brahms, including Ein
deutsches Requiem, composed after the Austro-Prussian War, Daniel
Beller-McKenna, for example, has shown how Brahms infused his
compositions with a moral and spiritual intensity that reflected what
Beller-McKenna characterizes as a nineteenth-century “tendency of
Germans ... to foresee the coming of a new Reich in millennial, apoc-
alyptic terms.” Esteban Buch, in turn, has examined the interna-
tional significance of Beethoven’s Ninth Symphony over the course
of nearly two hundred years. Buch argues that Beethoven became an
important national symbol in Germany for the same reason that he
appealed to other political and cultural groups: because his music
embedded a universalism that made it accessible to people of all
creeds. Romantics saw the “Ode to Joy” as the climax of their art,
German nationalists as a symbol for heroism and “Germanness,”
French republicans as the Marseillaise de I’humanité, communists
as a prophecy for a world without class distinctions, Catholics as
the Gospel, Adolf Hitler as his favorite birthday tune, Rhodesia as a
national anthem, the European Union as a unifying hymn, UNESCO
as part of the world heritage register, and so on.*

Like in so many other fields in the humanities, the lines between
musicology and other disciplines are becoming increasingly trans-
parent. Traditionally, musicologists’ interest in music differs from
that of other researchers in other fields in the sense that for musi-
cologists, music as a sounding activity will often be at the center of
their research.’ In his book Nineteenth-Century Music, Carl Dahlhaus
warned musicologists to produce a history of music, not a history of
music. Dahlhaus felt the need to state such a warning because musi-
cologists crossed the traditional limitations of their field. Inspired by
the work of sociologist Tia DeNora, for example, many musicologists
now situate listening as part of everyday life. Ethnomusicology and
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musicology both allow the foregrounding of detailed consideration
of the social aspects of music.b

One might argue that scholars from other fields, including his-
tory, tend to use music as a sounding board, a reflector, a measur-
ing device to find out about something that, on first sight, may have
nothing to do with music at all: the nature of power relations, con-
tinuities and changes in political culture, inner social rivalries, the
long-term quest for cultural identity, or the negotiation of economic
positions. But in many cases one can actually argue—and some mu-
sicologists have done so—that such phenomena do relate to music
because music helps constitute those phenomena. Leslie Sprout’s
dissertation on music in Vichy France reveals that music was a key
tool of the state, combining political power and musical style. The
work of Beth Levy on music and the American frontier, the work of
Peter Schmelz on music and dissent in the USSR—all these studies
show that musical sound is not separate from other historical and
social phenomena, but part of the fabric of history.”

Historians and Music

The musicological research on the sociopolitical meaning of music
has intersected with the interests of social and cultural historians,
many of whom originally had no or little background in the field. Sim-
ilar to musicologists, historians are interested in studying music as a
historical event or development, analyzing its change, form, develop-
ment, and meaning over time. But unlike musicologists, who regard
music as a sounding activity, their interests focus not on music as a
process but as a “lens,” an instrument to analyze questions of power,
political hegemony, and cultural change. They view music less as a
subject of investigation and more as a tool to reconstruct the past by
shedding light on groups, individuals, organizations, events, objects,
actions, and phenomena.

Celia Applegate, for example, whose early works focused on is-
sues of identity, has since published widely on the political meaning
of and the ways in which the music of the romantics reflected the de-
sire for German unity.? Jiirgen Osterhammel and Sven Oliver Miiller’s
article “Geschichtswissenschaft und Musik” calls on historians to
consider music as a central facet shaping the process, if not progress,
of history. Essays in the volume analyze the mutual perception of
music lovers, the exchange between the musical artist and the pub-
lic, and the public radius of such musical relations.’ The African stud-
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ies scholar Kelly Askew has explored the close connection between
music, economics, and political changes. Key to Tanzanian nation
building, Askew argues, were musical and dance practices exhibited
by everyone from government elites to participants in wedding cere-
monies. Music and popular culture at large played a significant part
in what Askew calls “performing the nation.”'

From the investigation of music and nation building, it is only a
short step to the investigation of music in the context of international
history. Scholars of international history are typically interested in
issues of domination and suppression, hegemonic rivalry, cultural
exchange and affinity, consensus and confrontation—modes of re-
lationships, that is. Musicologists, as we have seen above, have an
interest in both the connecting power of music and its geographical
and cultural peculiarity, as well as the social aspect and meaning of
music and musical culture. Music thus constitutes one out of many
devices by which individuals, regions, nations, and unions can be
either united or driven apart. Similar to science, commerce, envi-
ronmental interest, film, literature, and the performing arts, sound
entails a form of communication and affiliation. While its language
may strike the casual observer as more specialized than, say, the
analysis of films, books, plays, and newspapers, and while to the
political historian’s eye, a musical score may look less accessible
than a cable in Record Group 59 of the National Archives, in essence
music fulfills the same purpose: it is a tool of communication reflect-
ing a relationship between a producer/performer and the audience,
possibly conditioned by a mediator such as a moderator (for exam-
ple, a conductor), or through mediation by performance, broadcast,
or recording.!!

Recently historians have turned to sources and theories of mu-
sical creativity, performance, and audio records in the context of in-
ternational relations. In this context, popular music—notably jazz,
rock, and hip-hop—has received considerable attention. A number
of scholars, such as Frederick Starr, have written on American jazz
musicians’ visits to the Soviet Union and other Warsaw Pact coun-
tries during the 1920s and 1930s and discussed Stalin’s repression of
popular music.'? Others have highlighted the potential of folk music
in borderland areas, such as the US-Mexico border, to accentuate the
go-between nature of culture among nations and the emergence of a
transnational culture.

A considerable body of work has focused on the meaning of
jazz in the context of the Cold War. Christian Schmidt-Rost’s histoire
croisée of Poland and the German Democratic Republic reveals that
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to many artists and consumers, jazz provided a space of interac-
tion that was appealing precisely because it seemed to be removed
from politics. Lisa Davenport’s study on the meaning of jazz exports,
in turn, shows that US-funded jazz protagonists such as Louis Arm-
strong, Dave Brubeck, Duke Ellington, Dizzy Gillespie, and Benny
Goodman shaped foreign perceptions of the United States and cap-
italism in the Cold War. In all of these cases, US intentions always
focused on winning the Cold War, an intention that shaped the
United States’ relationships with new postcolonial nations around
the world.!

Likewise, the history of rock music has inspired quite a few in-
ternational historians. Eric Zolov has investigated the development
of Mexican counterculture, especially in relation to the impact of
rock music, US influences, and foreign hippies. Zolov stresses Mex-
ican resistance to perceived “musical imperialism,” concerts, the
crackdown on rock, and the activities of record companies in Mex-
ico. In Mexico, Zolov contends, Elvis was “refried” to support the
emergence of a new and young national identity.’> A very important
book, and early in recognizing the role of music in Cold War poli-
tics, Uta Poiger’s Jazz, Rock, and Rebels analyzes the impact of jazz
and rock in East Germany. As she shows, the perception of popular
music genres differed tremendously in East and West; while the West
German government understood popular music as a private affair,
the East German government interpreted it, along with fashion and
taste, as part of the class struggle threat to communism that needed
to be repressed.’®

Quite a few authors have investigated the instrumental charac-
ter of jazz and rock music, that is, music as an instrument of political
influence. Historians such as Penny Von Eschen, among others, have
stressed the malleable character of particular genres of music, which
made them perfect, if volatile, tools of cultural diplomacy in the pro-
paganda between East and West. First, artists went off-message, such
as Duke Ellington in 1963 in Baghdad, where he took a stroll with his
unmarried companion and caused a storm of protest.!” Second, the
political briefings musicians did receive were often so vague that
there was no clear “message” in the first place.

By far the most recent international research has focused on hip-
hop (notably rap), covered by students of musicology, ethnology,
and media studies as well as cultural and regional studies, who in-
vestigate the global spread of this particular musical genre.!® Iden-
tifying the genre either as a form of protest against discrimination,
a way to assert regional identity (particularly on the part of youth),
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an avenue to hybrid cultural exchange, or all of the above, scholars
have looked at specific regions of the world to retrace peculiarities
and comparisons. For example, looking at the phenomenon of hip-
hop in Germany, Osman Durrani asks why Turkish minorities in the
state should take up an American musical form as a way of express-
ing their identity. Durrani’s essay addresses international relations
within a postmodern society; hip-hop, he argues, offers a variety of
senses of identity to an increasingly diverse group of citizens.?

Scholars of hip-hop “think” internationally and politically, but—
similar to Uta Poiger’s interpretation of rock 'n’ roll in East Germany—
they see music as a tool of identification, demarcation, and protest,
not state policy, and there is much that scholars of international
history can learn from these analyses.?’ For example, in crisis-ridden
Sierra Leone, local idioms merged with West African hip-hop to cre-
ate a music that presented young peoples’ “moral universe” as con-
trasting sharply with the world of their parents, teachers, and politi-
cians.?! In South Africa, as the works of Albert Grundlingh and Daniel
Kiinzler show, rap and Voélvry music emerged as a means to give a
voice to antiapartheid social protest.?

In Asia, transnational cultural flows, regionalism—a politically
and economically powerful policy—and local identities likewise
played a significant role in the development of popular music.
Thus, Stefan Fiol explores the emergence of subnational regional-
ism in postindependence India; vernacular popular music, he ar-
gues, often mixes manifestations of local cultural identity in order
to create a “space” for regional belonging and political change in a
globalized world.? Nationalism and regional self-identity articulated
through the medium of popular music likewise play a tremendous
role in Burma and South Korea, as Amporn Jirattikorn and Jeonsuk
Joo have shown. Transnational and intense recognition of Korean
pop, Joo finds, developed into a source of pride and distinctiveness
for South Koreans, thus merging regional policy and national self-
consciousness.? The emergence of a vibrant pop music scene has
also led to transcultural flows between Japanese and Korean mu-
sicians, after the South Korean government abandoned the ban on
Japanese culture in 1998, affecting the public debate regarding how
to go beyond postcolonial relations while at the same time remem-
bering the country’s tragic history.?

Research on Latin American hip-hop has likewise focused on
the context of identity and transnational/transcultural identities.
In Brazil, hip-hop’s “black identity” connected the composition and
themes of North and South American musicians,? and quite a num-
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ber of studies stress the genre’s significance in the context of pro-
test and mobilization. Thus, Paul Almeida and Ruben Urbizagastegui
have pointed to the growth of musical protest groups in small na-
tions that they believe played a vital role in the development of rev-
olutionary mobilization,?” while Hanna Klien, Tanya Saunders and
others have delineated the role of hip-hop in Havana as a form of
African American resistance against social discrimination, a sign of
“Afro-diasporic activism,” and a tool for transnational identity.?

Many historians and students of regional cultures have located
the emergence and influences of hip-hop squarely in terms of “na-
tional rhythms”; in this tale, popular music represents forms of race
mixture and transnational exchange between European, Latin Amer-
ican, African, and, recently, Asian compositions, giving way, in turn,
to core symbols and expressions of national identity and local con-
cerns over inequalities.? Tony Mitchell’s review of Aboriginal hip-
hop may thus apply to musicians around the world:

As an educational format, a vehicle to express anger at discrimination
and marginalization and pride in one’s heritage, a way of binding com-
munities together through dance and performance, a declamatory form
of storytelling set to music, and a means of expressing oral history, hop
hop’s affinities with aboriginal cultural forms make it an ideal means
for youth to get in touch with their tribal identity, history and cultural
background. It is also a vital means of articulating their place in today’s
world.?

Thus, hip-hop has been globalized but has also gone native since its
emergence in Jamaica in the 1970s. From Greenland—where it has
morphed English, Danish, and Greenlandic elements—to Australia,
from New Zealand to South America, it has highlighted forms of re-
gional expressions and subaltern discourses as much as transcul-
tural flows and global protest. There are varieties in the forms and
motivations of musicians and compositions, but specific character-
istics never change, notably the wish to express identity and the
readiness to seek transborder communication and exchange.?! This
research’s emphasis on nonstate or even antistate identity provides
a telling glimpse into the study of music in international relations at
large that we shall get back to further on.

Historians and Classical Music

Classical music is a latecomer in the debates on international rela-
tions and international history. The productions of (mostly) dead,
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white European males as well as concurrent notions of elitism and
refinement did not lend themselves easily to the investigation of so-
cial and cultural history at a time when race, class, and gender had
long ruled questions of how to analyze culture and how to interpret
the past. Furthermore, the tradition of thinking of music as “apolit-
ical,” which was strongly advocated after World War II, meant that
these readings were underplayed for a long time. Even the new in-
ternational history, which borrows heavily from neighboring fields
and disciplines, has been slow to pick up the pertinence of classical
music as an element of interaction beyond mere aestheticism.

One of the most enticing recent interpretations comes from Jir-
gen Osterhammel, who has delineated the emergence of a global
music scene during the five decades prior to 1930. During this pe-
riod, he argues, European classical (“serious”) and opera music
thrived on all five continents, while early forms of mechanical music
transmission “delocalized” the consumption of both European and
non-European music all over the world, leading to an expansion but
not a long-term mixture of both.?> Here, music emerges as a possibil-
ity of communication among territories that was, however, not al-
ways fully realized; while European composers like Claude Debussy
and Antonin Dvorak briefly flirted with non-European forms of music
for a few years, in the end such efforts remained just that, brief flir-
tations, never definitive characteristics of their work.

A number of musicologists and historians have studied the im-
pact of Cold War politics, divisions, and anxieties on the composition
of music. In her 2009 dissertation, Emily Abrams Ansari, one of the
authors in this book, examined the work of US composers—“mas-
ters of the president”—during the Cold War with a particular eye on
their cooperation with the federal government for the purposes of
US propaganda abroad. As Ansari points out in a related 2012 essay,
musical composers were not hapless pawns directed by a federal
state in the name of containment; rather, they were granted unprec-
edented power to shape the music (serious classical music, but no
serialism or experimentalism) and, with that, the image of the United
States exported to audiences worldwide.** Meanwhile, Danielle Fos-
ler-Lussier has investigated the reception of the United States Infor-
mation Agency’s musical programs in Asia and elsewhere, pointing
to the decisive impact of local demands for specific kinds and cali-
bers of musical programs. As Fosler-Lussier recounts, the chief com-
missioner and president of the Pakistan Arts Council, for example,
demanded in 1958 “that the U.S. Embassy provide an ice show ‘or
a really good jazz orchestra’ for a Pakistani arts festival” because
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he had heard that the US government had favored India with an ice
show.?* These are important findings because they shed light on
three of the most tantalizing questions of cultural propaganda—the
inner workings of the information machine, the politics of identity,
and the unforeseen tensions between audiences, organizers, and US
officials. Evidently, many countries tended to see a musical event
(including a visit by a US orchestra) as a political phenomenon, add-
ing to their own national and geopolitical status. Collectively, these
studies show that musicologists have already moved into the field of
international history, notably Cold War studies.

Yet, even among historians of the Cold War, the topic has typ-
ically been subordinated to power politics and cultural exchange.
Thus, David Caute, Hugh Wilford, and Francis Stonor Saunders have
highlighted the manipulative role of music as an art form in the hands
of secret services and cultural propagandists.®® Even though snip-
pets of information such as Van Cliburn’s triumph at the Interna-
tional Tchaikovsky Piano Competition in 1958 or Leonard Bernstein
and the New York Philharmonic’s tour to the Soviet Union during the
following year have been repeated endlessly in the respective schol-
arship dedicated to US cultural diplomacy,*® we have not spent much
time making sense of such moments besides stereotypical explana-
tions referring to the arts as instruments of political power.

“Ah swear to goodness, ah just can’t believe all this is happenin’
to 1i’l ole Van Cliburn from the piney woods of East Texas!,” Time
magazine quoted the 23-year-old pianist on 19 May 1958, after he had
received the stellar Russian award with the explicit approval of Nikita
Khrushchev. Most Western observers at the time could not believe it
either, and we need to begin to wonder what it meant that different
forms of music, including classical music, played such a prominent
role in the Cold War. What does it mean that Khrushchev did not
seem to blink once before allowing the award to be presented to a
US artist? Did national and geopolitical interests subside, if just for a
moment? How did the engagement of soloists and entire orchestras
change the nature and perception of the Cold War as a geostrategic
and ideological battle? Was this a part of the Cold War we have not
considered before?

While it is tempting to subordinate music to an instrumental
function of power politics during the twentieth century, it is equally
deceiving to echo nineteenth-century sentiments of musical inter-
nationalism. In a recent online comment dedicated to a roundtable
on music in the Cold War featured in the journal Diplomatic His-
tory, Charles Maier argued that for all the classical topics of inter-
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national relations—power, hegemonic drive, self-performance—the
exchange of symphony orchestras in the Cold War may provide a
glimpse of those “Dionysian fields” of universal harmony that hu-
mankind has aspired to since the beginning of time (or, one may add,
has wanted to believe in for various, more worldly reasons). While
it may be a consolation to believe that President Eisenhower, along
with the chief organizers of US cultural and information programs,
were driven by visions of peace in an age of statements, policies, and
documents such as the National Security Council Report 68,*” we are
hard-pressed to make such arguments based on more than specula-
tion. The sources we know plead for mutual understanding, but not
for compromise. Whether liberal or conservative, at the end of the
day, the organizers of musical tours in the 1950s and 1960s were hop-
ing to win the Cold War, not to abandon it.*® The question is: how do
we make sense of the nexus of power and harmony, of politics and
sound? Emphasizing one in disregard of the other will not get us any
closer to understanding the link between the two.*

Clearly, the time and the scholarship are ripe for addressing
these and other questions linking the study of music to the study of
international history. There is even a surging debate: on both sides
of the Atlantic Ocean, in France, Germany, and the United States,
scholars are beginning to organize conferences, workshops, proj-
ects, and forums dedicated to the interplay of classical music and
international history.*” But why and how is music and all that is at-
tached to it—musicology, performance, reception theory, emotions,
and psychology—an attractive avenue for scholars interested in for-
eign relations? What can music tell us about international history
that we did not know before? And what can experts of international
relations and musicologists learn from each other?

Understanding Music and International Relations

Much of the scholarship on music as a historical phenomenon orig-
inates in the understanding that media—any kind of media—play
a significant role both in our understanding of the past and, even
more so, in historical actors’ modes of self-perception and self-per-
formance. Borrowing from communication studies, media theory, in
particular, is concerned with the nature and impact of specific forms
of communication tools—ranging from a show to a computer—on
particular groups or societies.** Media and communication schol-
ars point to any form of communication, ranging from face-to-face
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societies of the early modern type to online exchange, to ask how
humans employ particular modes of communications—"“symbols”—
to create “meaning” and “messages” and how, then, these meanings
meander into political, cultural, economic, and social dimensions of
their respective societies. Music, in this sense, can be understood
not merely as a “thing to bring” (such as in cultural diplomacy) but
as a medium, a transmitter, and a symbol for a message as well as a
reflector for identity and communication.*?

In a thought-provoking dissertation, Lauren Erin Brown has
looked at the interplay of US arts funding and the Cold War. Exam-
ining the introduction of Russian ballet to the United States and its
successive evolution into a US art form, Brown, first, questions the
existence of cultural hierarchy and status quo in the United States
and, second, argues that ballet’s new consecration as a US art form
legitimized what it meant to be an American both at home and
overseas.® Like ballet and like any form of media, music can be un-
derstood as a form of communication, either a reflection of social
conditions (identity, racism, nationalism, unity, collective purpose,
etc.) or an instrument of political and cultural aspirations (hege-
monic power, quest for rapprochement, display of ideals). In both
cases, historians are called upon to investigate music not simply as
a tool but as a forum of values, customs, and ideas.

In this book, we do not propose one or the other understanding.
Instead, we wish to highlight some of the most recent trends develop-
ing in the field. In accordance with these ideas, I asked the contribut-
ing authors to address the following queries in their essays: How have
authors “used” music to understand and narrate the (hi)story they
are telling? How does music help us to explain an international rela-
tion? More specifically, how does music highlight the nexus between
culture and international history? What can music tell us about in-
ternational history that other avenues of cultural inquiry cannot?
And where do authors see avenues for future questions and investi-
gations regarding the role of music in culture and international his-
tory? These are the questions addressed in the present book.

Contents of the Book

David Monod jump-starts the volume with an introduction to the
Barrison Sisters, an American family troupe that achieved fame and
notoriety in the 1890s. Dressed as children, the sisters sang about
sex, using voices that spectators described as peculiarly impassive
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and uncomprehending. Monod’s article documents the divergent
readings that the Barrisons received in Europe and the United States
and uncovers a shared transatlantic belief that the voice served as
a window to the soul. But as this chapter shows, while there was
agreement on both sides of the Atlantic on the voice as a window to
the soul, the wickedness of the Barrisons’ performances, and the ar-
tificiality of their singing, American and European critics drew very
different moral lessons from that shared understanding. Monod’s
study uses international comparisons to decipher what would be
otherwise unintelligible: the moral principles that drove shared aes-
thetic sensibilities apart. In the end, the Barrisons functioned less as
a highway of cultural exchange and more as a reflector of differing
ethical codes.

Anne C. Shreffler then turns to the link between modern music
and the Popular Front. Specifically, she investigates the International
Society for Contemporary Music (ISCM) and its transnational polit-
ical context in the mid-1930s. Like the League of Nations and the
other international organizations conceived in its spirit after World
War [, the ISCM found its very survival threatened by the political
turbulence that arose between the Nazi seizure of power in 1933 and
the outbreak of war in 1939. As the European new music scene was
drawn into the political whirlwinds in the summer of 1935, groups
whose squabbles had been mainly of the familiar, internal “artistic
politics” kind were suddenly confronted with actual state politics.
The exiled Austrian composer Hanns Eisler, representing the Sovi-
et-led Popular Front, worked during the summer of 1935 to bring
the ISCM into the fold, while the Nazi government set up its own
alternative to the ISCM, the Permanent Council for the International
Cooperation of Composers. The president of the ISCM, the English
musicologist Edward Dent, fended off both sides and articulated a
vision for the organization that uncannily anticipated later Cold War
notions of a politically “neutral” art. Larger questions about whether
music could express a “national spirit” and still have international
validity, music’s role in creating social change, the link between con-
temporary music and its audience, and even the definition of “con-
temporary music” itself emerged from these confrontations. This
moment of upheaval in the new music scene, Shreffler argues, pro-
vides an excellent opportunity to measure and evaluate the interac-
tions between music and international affairs.

Toby Thacker casts new light on critical aspects of international
relations in the occupation of Germany between 1945 and 1949. He
argues that music—of different types—can highlight the tension
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in this occupation between military coercion and cultural persua-
sion, and demonstrates how the balance between these two central
modes of relationship between Allied occupiers and occupied Ger-
mans shifted between the end of World War Il in May 1945 and the
emergence of two nominally independent German states in 1949.
The chapter then explores how music illuminates the competition
that developed between the separate occupying powers as they
sought to win over German hearts and minds in the embryonic Cold
War. Finally, Thacker argues that a consideration of the role of music
in this complex play of international relations enables us to recon-
sider the role of German agency in a situation in which control of
the traditional structures of power—military, economic, and politi-
cal—lay firmly with the occupying powers. The chapter concludes
that an analysis of the role of music in this occupation does not lead
to a fundamental reappraisal of the international relations involved,
but to a much more nuanced understanding, one that recognizes the
ways in which cultural phenomena can “develop a life of their own”
in these relations.

Danielle Fosler-Lussier, in turn, considers music as an instru-
ment of diplomacy. She argues that music should not necessarily
be treated as a by-product that merely reflects political conditions,
but as an integral part of the mix of human activity humans seek to
describe when they write history. Her chapter offers evidence from
the history of cultural diplomacy to demonstrate that Cold War mu-
sical activity as it was contested on the ground allows historians
an important perspective on the history of Cold War propaganda.
Viewed from the top down, US musical propaganda in the Third
World appeared to be a project of imperial cultural transmission. Yet
the recipients were far from passive participants. In many cases, US
cultural programs were drawn into a local rivalry and conditioned
by local demands. Because embassy staff served as mediators of in-
formation to the State Department, they were also vulnerable to ad-
vice that served the locals’ interests sometimes more than those of
the United States. The outcomes of these cultural diplomacy events
were not primarily about transmitting ideas; instead, these perfor-
mances and the negotiations surrounding them built relationships
in which demands could be made upon the United States and the
connection with the United States could be deployed in local power
relations. Understanding how cultural propaganda was contested on
alocal scale, among nonstate actors, Fosler-Lussier argues, admits a
new perspective on Cold War propaganda as a global practice.

Jonathan Rosenberg sharpens our understanding of US sym-
phony tours during the Cold War. His chapter explores the intersec-
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tion between classical music and international politics during the
Cold War; it probes the story of a key cultural export program initi-
ated by the US government in the 1950s, which sent leading US sym-
phony orchestras to perform around the world. The program’s aim
was to advance the political and ideological objectives of the United
States during a time when the East-West competition dominated the
attention of policy makers. More specifically, the chapter examines
the practice of cultural diplomacy, in which the United States de-
ployed symphony orchestras to Asia and Latin America to present
American cultural achievements to allies in both regions in an effort
to advance the idea that the United States was capable of impressive
attainments in the realm of high culture. The chapter thus highlights
three perspectives related to the nexus between music and interna-
tional history: First, it considers the US government’s reasons for
initiating the program. Second, it considers the journeys from the
perspectives of the performing musicians. And third, it assesses the
reception of the tours by examining local press coverage. As Rosen-
berg shows, the tours by the Symphony of the Air in 1955 and the
New York Philharmonic under Leonard Bernstein in 1958 showcased
the accomplishments of liberal capitalism, which, it was argued, was
not limited to producing Hollywood blockbusters, oversized auto-
mobiles, or nuclear weapons.

Emily Abrams Ansari likewise looks at musicians as rhetorical
surrogates in US president Dwight Eisenhower’s Cold War planning,
this time for Iceland. Through an examination of US musical diplo-
macy to Iceland during the crisis in relations of the mid-1950s, she
demonstrates that Eisenhower considered music and musicians a
particularly potent tool of psychological warfare, capable of carry-
ing clear messages to foreign nations without the need for words.
In Iceland, Eisenhower and his staff used classical musicians in re-
sponse to negative Icelandic reaction to perceived cultural imperial-
ism occurring via the US Air Force base on the island. Eisenhower’s
use of music in Iceland demonstrates that his principle objective in
that nation was to build prestige for the United States. He and his
staff considered classical music an ideal vehicle for building such
prestige while also, intriguingly, devoid of imperialistic features, and
thus the ideal way to downplay perceptions of an American cultural
invasion. In this case study, the story of a musical mission to win
friends reveals new insights into Eisenhower’s foreign policy and
strategy toward this nation, a model that Ansari believes might use-
fully be employed in assessing US relations with other nations.

Peter J. Schmelz introduces us to what he and others call “inti-
mate diplomacy.” He examines the unpublished correspondence of
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Ukrainian conductor Igor Blazhkov and West German music writer
Fred K. Prieberg. Their correspondence, carried out mainly from the
1960s into the 1970s, presents a new perspective on music and in-
ternational relations during the Cold War, and, as Schmelz argues,
the type of history it exemplifies: an intimate history. The author
believes that the public side of Cold War exchanges has received
much recent scrutiny, but the intimate side remains understudied.
In particular, unofficial, personal transnational networks between
the USSR and the West have received little examination. Yet, as the
Blazhkov-Prieberg correspondence demonstrates, they formed a
critical nexus for information exchange during the 1950s and 1960s,
especially for music. Their exchange, independent of any official
channels, preserves a snapshot of crucial moments from the 1960s,
including the various freezes and thaws of official Soviet artistic pol-
icy, the politics of tamizdat, and the role of unofficial spaces (whether
virtual or actual) within Soviet musical life. As Schmelz demonstrates,
exchanges such as Blazhkov’s formed a significant type of interna-
tional relation. They framed each side’s opinion of the other on a
personal level, producing significant and tangible results, alongside
more diffuse changes in perspective and behavior. For both histo-
rians and musicologists, intimate history promises discerning the
enormous in the miniature by offering models for tracing similar dy-
namic intersections of music and society, both close and vast.
Andrea F. Bohlman investigates Polish-Belarusian musical rela-
tions shortly before the fall of the Berlin Wall. In 1987, the govern-
ments of the Soviet Union and the Polish People’s Republic issued
a declaration urging Polish-Soviet cultural exchange. Building upon
recent successes touring Moscow, Poland’s Department of Culture
set out to connect the Polish stage with that of a neighboring Soviet
Socialist Republic (SSR) where the language barrier was minimal:
Belarus. The Polish-Belarusian collaboration’s most ambitious en-
deavor, as Bohlman shows, was the staging of a popular song festi-
val, itself modeled on the Festival of Soviet Song in Zielona Géra, a
vital event on the landscape of Polish festival culture. The program
of the July 1988 Festival of Polish Song in Vitebsk performed the
constructive and reciprocal influences of Soviet and Polish popular
music cultures upon each other through the twentieth century at
its gala concert. An analysis of the performance of international his-
tory on the stage and through music, Bohlman contends, sheds new
light on the diplomatic relations between Poland and its neighboring
SSR. Stars of the Polish stage sang Soviet songs in Russian, and there
was even a tribute to one of the great voices of Soviet estrada, Anna
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German, who was Polish. Bohlman argues that the effort to connect
Poland with the Soviet Union culturally interpreted popular music
previously assumed to be national as hybrid. This musical party line
provides an important and underexplicated counterpoint to narra-
tives of Polish postwar history because it emphasizes Poland’s di-
vergence from other Warsaw Pact nations on both the musical and
the political level.

Concept and Theory

There is much that a thoughtful inclusion of music into the repertory
of international history can tell us. Stylistic choices can sometimes
convey allegiances. Concert reviews can be as revealing as some
government documents, depending on circumstantial factors such
as the reviewer and the context. Musical contexts can provide po-
litical clues. Musicians and audiences are both national and inter-
national. Musical performances can have—and have had—political
significance. Collectively, the chapters presented in this book high-
light five points.

1. Genres. Much of this book is dedicated to what the Germans
call ernste Musik (serious music). At the same time, “music” in this
book covers a wide range of genres. While the focus is on classical
music, it also includes gestures to burlesque, ballet, folk, new music
and other genres. We deliberately opted for this diversity to stress
that our remarks are not limited to art music or to the kind of music
that educators once declared to be “educational,” “uplifting,” or “ro-
mantic.” Classical music has recently experienced a surge of interest
among researchers, a movement that deserves attention. But the
principal demands and convictions—music as a reflector, music as
a transmitter, music as a sounding board— can easily be transferred
to other sorts of music as well. Indeed, ethnomusicologists have done
just that since the 1960s; here, historians and musicologists are pre-
sented with a stellar opportunity to cooperate..

2. Cold War. As musicologists such as Danielle Fosler-Lusier have
argued, the impact of the Cold War on modern twentieth-century
music was immense, but there remains a giant hole in the foreign re-
lations literature on the role of music. Certain governments favored,
pushed, and pulled specific kinds of music (like jazz and classical
music) while others—such as experimentalism or modernism—were
more selectively supported or even shunned by governments, univer-
sities, and cultural diplomats.* The East-West conflict manipulated,
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isolated, ridiculed, exiled, and channeled prewar musical trends. For
composers, depending on their expertise and their standing, the bi-
polar conflict offered either opportunity or relentless discrimination.
The freedom to compose left much time and room for creativity, but
not necessarily an outlet for public performance, while state control
often entailed the necessity to compromise artistic inspiration with
popular appeal. Under communism, in particular, composers often
had little time for creativity as they were frequently required to take
on other work, such as conducting choirs or student ensembles and
writing commissioned works in a state-approved style for grand pub-
lic events. There is already a strong body of work on other aspects of
cultural diplomacy, yet the component of music is a novel facet and
should receive much more attention than it currently does.

3. Manipulation. The impact of music on international relations
is equally influential, and on this general level, at least three possi-
bilities of cooperation between the two fields are obvious. First, the
most evident approach is to treat music as an instrument of diplo-
macy. This is the story that Emily Abrams Ansari, Jonathan Rosen-
berg, Andrea F. Bohlman, Toby Thacker, and Danielle Fosler-Lussier
tell. In international history, music can function as a transporter of
ideas as much as messages of hegemony. Second, music can serve
as a reflector of international debates, anxieties, strength, and re-
sistance. Anne C. Shreffler’s and Peter J. Schmelz’s analyses of the
political plight experienced by modern musicians in the face of total-
itarianism demonstrate that in situations where musical production
is heavily controlled and politicized, striving for freedom of expres-
sion takes on larger significance—standing in/substituting for free-
doms absent in other areas of life. Third, as David Monod reminds
us, music can be analyzed as a relation all by itself, a forum of shared
experiences but also opposing assessments, and a canvas for mutual
national perceptions. Combined, these three approaches underline
that rational decision-making processes, power schemes, and grand
strategy may or may not be at play in an international relation. Fur-
thermore, incoming students to the field may start to think about
the circumstances under which music as an international relation
operates in a specific way.

4. Communication. In a similar vein, music can be a mode of com-
munication, including conflict and consensus where emotions are
being played out in a manner otherwise invisible. Jonathan Rosen-
berg, Emily Abrams Ansari, and Danielle Fosler-Lussier all show how,
in different contexts, foreign audiences perceived US music perfor-
mances as a measuring stick for emotional commitment and high ex-
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pectations as well as cultural frustrations: if a prestigious musician
or orchestra visited one country in a region, other countries also
desired to have that honor to increase their national prestige. Their
chapters highlight questions about the status of music as a histor-
ical document as well as the relation between music and language.
Today, even in the Western world, musicologists admit multiple defi-
nitions of multimedia, and they also point out that sound influences
and directs sight (for example, costumes, scenery), language (such
as programs, words), and associations (genre definition, etc.). Future
researchers should ask how specific musical choices were supposed
to influence diplomacy. Even if we cannot retrace the political agenda
for an individual musical program, we still need to make sense of the
fact that government officials made or agreed to particular programs
for particular audiences in particular settings—or not.*

5. The state. Most importantly, music can help us understand the
extent to which the state assumes control of international cultural
venues. Chronologically, nearly every chapter in this book shows
how the state, from World War I on, developed an increasing interest
in the use and manipulation of music for political means. As such,
music becomes an indicator for both state and nonstate activities.
This observation does not mean that the production, performance,
and reception of music as such became exclusive instruments of
state policy; Anne C. Shreffler and Peter J. Schmelz show, clearly,
how musical activities constituted a realm designed to subvert or
resist state policy. Schmelz even contends that an investigation of
musical relations reveals a cultural link across the Iron Curtain at the
height of the Cold War, when most such contacts were unpalatable.

There is something surprising, even paradoxical, in the fact that
the state included music in its move toward “total diplomacy.” After
all, such policy ran counter to ideas of increased formalism and apo-
litism/internationalism, especially in “classical” and “contemporary”
music. This paradox, it seems to me, is an issue worthy of investiga-
tion for future research.

In conclusion, in the twentieth century music seemingly be-
came an effective instrument of state diplomacy precisely because
it seemed apolitical. At the same time, nonstate actors and institu-
tions, including some German conductors in the United States, had
already perceived and used music as a tool of political power during
the nineteenth century. When the administration of music as an in-
strument of diplomacy switched hands from nonstate promoters to
diplomatic agencies after World War 1, it was a change in structure,
but not in thought.
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These, it seems, are the most trying questions for students of
music and international history in the twentieth century: How and
why did this transformation of musical diplomacy from nonstate to
state control happen? And how does it relate to ideas and percep-
tions of music as increasingly apolitical and international? When and
how does the national, the geopolitical, and the international come
into play? Do Asian audiences listening to a European concert con-
sider themselves national beings? Or do they forget their regional
identities during a musical experience? Do listeners, musicians, and
organizers switch identities according to their actions, identifying
themselves as national and at other times as nonnational? We need
to examine to what extent music and musical events became targets
of state control while, at the same time, contributing to the decen-
tering of the state and the transformation of international relations
since the 1970s.

This book urges scholars of international history to consider
music—classical, folk, modern, popular, and other genres—as an
instrument of hegemony and resistance; a reflection of identity and
protest; a means of communication; a forum of encounter; but most
of all, as a transporter for atmosphere, mood, and emotion in the
making of international affairs. True, music cannot tell us precisely
what people said, thought, or believed. It cannot address many of the
traditional questions of international history such as those dealing
with rational decision-making processes, power schemes, and grand
strategy. Nor can we read scores and reviews like cables and gov-
ernment documents. But at the end of the day, geopolitics come and
go on a much more rapid scale than cultural developments. In this
sense, culture—including music—proves more enduring than power.

Acknowledgments

I wish to thank Peter Schmelz, Anne Shreffler, Danielle Fosler-Lussier, Re-
bekah Ahrendt, and Damian Mahlet, the participants of the Friday Lunch
Talks in the Department of Music at Harvard University, and the anonymous
reviewers from Berghahn Books for their time and thoughtful comments.

Notes

1. Petra Meyer, ed., Acoustic Turn (Munich: Fink, 2008).
2. See, for example, Susan McClary, Feminine Endings: Music, Gender, and Sexu-
ality (Minneapolis: University of Minnesota Press, 1991); McClary, Desire and



10.

11.

12.

Introduction 21

Pleasure in Seventeenth-Century Music (Berkeley: University of California Press,
2012); Philip Brett, Music and Sexuality in Britten (Berkeley: University of Cal-
ifornia Press, 2006); Bonnie Wade, Thinking Musically: Experiencing Music, Ex-
pressing Culture (New York: Oxford University Press, 2009); Suzanna Clark and
Alexander Rehding, Music Theory and Natural Order from the Renaissance to the
Early Twentieth Century (Cambridge and New York: Cambridge University Press,
2001); Mark Slobin, ed., Global Soundtracks: Worlds in Film Music (Middletown,
CT: Wesleyan University Press, 2008).

Daniel Beller-McKenna, Brahms and the German Spirit (Cambridge, MA, and Lon-
don: Harvard University Press, 2004). See also Philip Bohlman, Focus: Music, Na-
tionalism, and the Making of the New Europe, 2nd ed. (London: Routledge, 2011).
Esteban Buch, La neuvieme de Beethoven: Une histoire politique (Paris: Galli-
mard, 1999); Jessica C. E. Gienow-Hecht, “Trumpeting Down the Walls of Jer-
icho: The Politics of Art, Music and Emotion in German-American Relations,
1870-1920,” Journal of Social History 36, 3 (Spring 2003): 585-613; Gienow-Hecht,
Sound Diplomacy: Music, Emotions, and Politics in the Transatlantic Relations
since 1850 (Chicago: University of Chicago Press, 2009).

See, in particular, works by Richard Taruskin, whose writings on the link be-
tween music and have been among the most referenced: The Danger of Music
and Other Anti-Utopian Essays (Berkley: University of California Press, 2009);
Taruskin, “Introduction: The History of What?,” in Music from the Earliest No-
tations to the Sixteenth Century, vol. 1, Oxford History of Western Music (Oxford:
Oxford University Press, 2009), xiii-xxii. See also Christopher Small, Musicking:
The Meanings of Performing and Listening (Hanover, NH: University Press of New
England, 1998); Lawrence Kramer, Interpreting Music (Berkeley: University of Cal-
ifornia Press, 2011); Gary Tomlinson, Music and Historical Critique (Aldershot,
UK: Ashgate, 2007).

Carl Dahlhaus, Nineteenth-Century Music (Berkeley: University of California
Press, 1989); Tia DeNora, Music in Everyday Life (Cambridge: Cambridge Uni-
versity Press, 2000); DeNora, Beethoven and the Construction of Genius.: Musical
Politics in Vienna, 1792-1803 (Berkeley: University of Berkeley Press, 1995). See
also Melanie Wald-Fuhrmann, Ein Mittel wider sich selbst: Melancholie in der In-
strumentalmusik um 1800 (Kassel and New York: Barenreiter, 2010).

Peter Schmelz, Such Freedom, If Only Musical: Unofficial Soviet Music During the
Thaw (Oxford: Oxford University Press, 2009). See also the essays in The Journal
of Musicology, vol. 26.

Celia Applegate and Pamela Potter, “Germans as the ‘People of Music’: Geneal-
ogy of an Identity,” in Music and German National Identity, ed. Celia Applegate
and Pamela Potter (Chicago: University of Chicago Press, 2003), 13, 15, 31; Ap-
plegate, Bach in Berlin: Nation and Culture in Mendelssohn’s Revival of the St.

Matthews Passion (Ithaca, NY: Cornell University Press, 2005).
Jirgen Osterhammel and Sven Oliver Miiller, “Geschichtswissenschaft und

Musik,” Geschichte und Gesellschaft 38, 1 (2012): 5-20; Osterhammel, “Classical
Music in a Global Context, 1860-1930,” Geschichte und Gesellschaft 38, 1 (2012):
86-132.

Kelly Askew, Performing the Nation: Swahili Music and Cultural Politics in Tanza-
nia (Chicago: University of Chicago Press, 2002).

Jessica C. E. Gienow-Hecht, “The World Is Ready to Listen: Symphony Orches-
tras and the Global Performance of America,” Diplomatic History 36, 1 (January
2012): 17-28.

Amy Nelson, Music for the Revolution: Musicians and Power in Early Soviet Rus-
sia (Philadelphia: Penn State University Press, 2004); Walter Ojakaar, “Jazz in



22

13.

14.

15.

16.

17.
18.

19.

20.

Jessica C. E. Gienow-Hecht

Estland,” in Jazz in Europa, ed. Wolfram Knauer, Darmstédter Beitrage zur Jazz-
forschung 3 (Hofheim: Wolke, 1994), 95-106; Mark Edele, “Strange Young Men
in Stalin’s Moscow: The Birth and Life of the Stiliagi, 1945-1953,” Jahrbiicher fiir
Geschichte Osteuropas 50, 1 (2002): 37-61; Frederick S. Starr, Red and Hot (Vi-
enna: Hannibal-Verlag, 1990); Gertrud Pickhan and Rudiger Ritter, Jazz Behind
the Iron Curtain (Frankfurt: Peter Lang, 2010); Penny Von Eschen, Satchmo Blows
Up the World: Jazz Ambassadors Play the Cold War (Cambridge, MA: Harvard
University Press, 2004).

John Koegel, “Crossing Borders: Mexican Popular Music in the United States,” in
From Tejano to Tango: Latin American Popular Music, ed. Walter Aaron Clark (New
York: Routledge, 2002). Guadalupe San Miguel, Tejano Proud: Tex-Mex Music in
the Twentieth Century (College Station: Texas A&M University Press, 2002); Josh
Kun, Audiotopia: Music and Race in America (Berkeley: University of California
Press, 2005); Alejandro L. Madrid, ed., Transnational Encounters: Music and Per-
formance at the U.S.-Mexico Border (New York: Oxford University Press, 2011). For
a perspective on US-Latin American relations in classical music, see Carol Hess,
“Ginastera’s Bomarzo in the United States and the Impotence of the Pan-Ameri-
can Dream,” The Opera Quarterly 22, nos. 3-4 (Summer-Autumn 2006): 459-76.
Christian Schmidt-Rost, “Verflochtene Kommunikation: Die Jazzszenen in der
SBZ/DDR und der VR Polen” (PhD diss., Free University Berlin, 2012); Lisa Dav-
enport, Jazz Diplomacy: Promoting America in the Cold War Era (Jackson: Univer-
sity of Mississippi Press, 2009).

Eric Zolov, Refried Elvis: The Rise of the Mexican Counterculture (Berkeley: Uni-
versity of California Press, 1999).

Uta Poiger, Jazz, Rock, and Rebels: Cold War Politics and American Culture in a
Divided Germany (Berkeley: University of California Press, 2000).

Von Eschen, Satchmo Blows Up the World.

Tanya L. Saunders, “Black Thoughts, Black Activism: Cuban Underground Hip-
Hop and Afro-Latino Countercultures of Modernity,” Latin American Perspectives
39, 2 (2012): 42-60; Tony Mitchell, “Blackfellas Rapping, Breaking and Writing: A
Short History of Aboriginal Hip Hop,” Aboriginal History 30 (2006): 124-37; Andy
Wood, “Original London Style: London Posse and the Birth of British Hip Hop,”
Atlantic Studies 6, 2 (2009): 175-90; Susanne Stemmler, ed., Hip-Hop und Rap in
romanischen Sprachwelten: Stationen einer globalen Musikkultur (Frankfurt: Lang
2007); Hanna Klien, Hip-Hop in Havanna: Afroamerikanische Musik im Widerstand
(Vienna: Lit, 2009).

Osman Durrani, “Popular Music in the German-Speaking World,” in Contempo-
rary German Cultural Studies, ed. Alison Phipps (London: Arnold, 2002), 197-218.
For Africa, see Albert Grundlingh, “‘Rocking the Boat’ in South Africa? Voélvry
Music and Afrikaans Anti-Apartheid Social Protest in the 1980s,” International
Journal of African Historical Studies 37, 3 (2004): 483-514; Moses Chikowero,
“‘Our People Father, They Haven't Learned Yet’: Music and Postcolonial Iden-
tities in Zimbabwe, 1980-2000,” Journal of Southern African Studies 34, no. 1
(March 2008): 145-60; Rekopantswe Mate, “Youth Lyrics, Street Language and
the Politics of Age: Contextualising the Youth Question in the Third Chimurenga
in Zimbabwe,” Journal of Southern African Studies 38, no. 1 (March 2012): 107-27;
Winston Mano, “Popular Music as Journalism in Zimbabwe,” Journalism Stud-
ies 8, no. 1 (February 2007): 61-78; Mark Lamont, “Lip-synch Gospel: Christian
Music and the Ethnopoetics of Identity in Kenya,” Africa (Edinburgh University
Press) 80, no. 3 (2010): 473-96; Anne Schumann, “A Generation of Orphans: The
Socio-Economic Crisis in Cote D’Ivoire as Seen Through Popular Music,” Africa
(Cambridge University Press) 2011 (November 2012): 535-555.



21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33.

Introduction 23

Susan Shepler, “Youth Music and Politics in Post-war Sierra Leone,” Journal of
Modern African Studies 48, no. 4 (December 2010): 627-42.

Grundlingh, “‘Rocking the Boat’ in South Africa?”; Daniel Kiinzler, “South Afri-
can Rap Music, Counter Discourses, Identity, and Commodification Beyond the
Prophets of Da City,” Journal of Southern African Studies 37, no. 1 (March 2011):
27-43.

Stefan Fiol, “Articulating Regionalism through Popular Music: The Case of Nau-
chami Narayana in the Uttarakhand Himalayas,” Journal of Asian Studies 71, no.
2 (May 2012): 447-73; Sender Dovchin, “Performing Identity through Language:
The Local Practices of Urban Youth Populations in Post-Socialist Mongolia,” In-
ner Asia 13, no. 2 (2011): 315-33.

Amporn Jirattikorn, “Shan Noises, Burmese Sound: Crafting Selves through Pop
Music,” South East Asia Research 18, no. 1 (March 2010): 161-89; Jeonsuk Joo,
“Transnationalization of Korean Popular Culture and the Rise of ‘Pop National-
ism’ in Korea,” Journal of Popular Culture 44, no. 3 (June 2011): 489-504.
Hyunjoon Shin, “Reconsidering Transnational Cultural Flows of Popular Music in
East Asia: Transbordering Musicians in Japan and Korea Searching for ‘Asia,”” Ko-
rean Studies 33 (January 2009): 101-23. See also Craig A. Lockard, Dance of Life:
Popular Music and Politics in Southeast Asia (Honolulu: University of Hawaii Press,
1998); Edgar Wright Pope, Songs of the Empire: Continental Asia in Japanese War-
time Popular Music (PhD diss., University of Washington, 2003). For Indonesia,
see Andrew Noah Weintraub, Dangdut Stories: A Social and Musical History of
Indonesia’s Most Popular Music (Oxford: Oxford University Press, 2010).

Paulina L. Alberto, “When Rio Was Black: Soul Music, National Culture, and the
Politics of Racial Comparison in 1970s Brazil,” Hispanic American Historical Re-
view 89, no. 1 (February 2009): 3-40; Antonio Barrenechea and Heidrun Moertl,
“Hemispheric Indigenous Studies: Introduction,” Comparative American Studies
11, no. 2 (June 2013): 109-23; Monika Fiirst-Heidtmann, “Francisco Curt Lange:
Pionier, Mittler, Nestor der Musikwissenschaft in Lateinamerika,” Ibero-Ameri-
kanisches Archiv 17, nos. 2-3 (1991): 245-258; Kariann Goldschmitt, “Doing the
Bossa Nova,” Luso-Brazilian Review 48, no. 1 (2011): 61-78.

Paul Almeida and Ruben Urbizagastegui, “Cutumay Camones,” Latin American
Perspectives 26, no. 2 (March 1999): 13-42.

Klien, Hip-Hop in Havanna; Saunders, “Cuban Underground Hip-hop,” Tamara
Elena Livingston-Isenhour and Thomas George Caracas Garcia, Choro: A Social
History of a Brazilian Popular Music (Bloomington: Indiana University Press,
2005).

George Reid Andrews, “Remembering Africa, Inventing Uruguay: Sociedades de
Negros in the Montevideo Carnival, 1865-1930,” Hispanic American Historical
Review 87, 4 (November 2007): 693-726.

Mitchell, “Blackfellas Rapping, Breaking and Writing”; Saunders, “Black
Thoughts, Black Activism.”

Ali Colleen Neff, “The New Masters of Eloquence,” Southern Cultures 19, 1 (Spring
2013): 7-25; Steven Salm, “Globalization and West African Music,” History Com-
pass 8, 12 (December 2010): 1328-39.

Osterhammel and Miiller, “Geschichtswissenschaft und Musik”; Osterhammel,
“Classical Music in a Global Context.”

Emily Abrams Ansari, ““Masters of the President’s Music’: Cold War Compos-
ers and the United States Government” (PhD diss., Harvard University, 2009);
Ansari, “Shaping the Policies of Cold War Diplomacy: An Epistemic Community
of American Composers,” Diplomatic History 36, 1 (January 2012): 41-52; Jenni-
fer Campbell, “Creating Something Out of Nothing: The Office of Inter-American



24

34.
35.

36.

37.

38.

39.

40.

Jessica C. E. Gienow-Hecht

Affairs Music Committees (1940-41) and the Inception of a Policy for Musical
Diplomacy,” Diplomatic History 36, 1 (January 2012): 29-39; Campbell, “Shap-
ing Solidarity: Music, Diplomacy, and Inter-American Relations, 1936-1946"
(PhD diss., University of Connecticut, 2010), on the early history of US-Latin
American music programs; Lisa Jakelski, “The Changing Seasons of the Warsaw
Autumn: Contemporary Music in Poland, 1960-1990” (PhD diss., University of
California at Berkeley, 2009); Schmelz, Such Freedom, If Only Musical; Danielle
Fosler-Lussier, “Music Pushed, Music Pulled: Cultural Diplomacy, Globalization,
and Imperialism,” Diplomatic History 36, 1 (January 2012): 53—-64; Fosler-Lussier,
“The Tradition of Communism and the Legacy of Béla Barték, 1945-1956” (PhD
diss., University of California at Berkeley, 1999); Fosler-Lussier, Music Divided:
Bartok’s Legacy in Cold War Culture (Berkeley: University of California Press, 2007).
Fosler-Lussier, “Music Pushed, Music Pulled.”

Hugh Wilford, The Mighty Wurlitzer: How the CIA Played America (Cambridge,
MA: Harvard University Press, 2008); Frances Stonor Saunders, The Cultural Cold
War: The CIA and the World of Arts and Letters (New York: New Press, 2000).
David Caute, The Dancer Defects: The Struggle for Cultural Supremacy During the
Cold War (Oxford: Oxford University Press, 2003); Stephen J. Whitfield, The Cul-
ture of the Cold War (Baltimore: Johns Hopkins University Press, 1991). On Van
Cliburn, see also Joseph Horowitz, The Ivory Trade: Music and the Business of Mu-
sic at the Van Cliburn International Piano Competition (New York: Summit Books,
1990).

National Security Council Report 68 (NSC-68) was a top secret policy paper
signed by US president Harry Truman in September 1950 and arguably among
the most definitive US foreign policy statements during the first twenty years of
the Cold War. NSC-68 outlined a strategy focusing on the containment of commu-
nist expansion until the collapse of the USSR and, consequently, the emergence
of a new world order of liberal-capitalist values. Steven Casey, “Selling NSC-68:
The Truman Administration, Public Opinion, and the Politics of Mobilization,
1950-51,” Diplomatic History 29, 4 (2005): 655-90; David T. Fautua, “The ‘Long
Pull’ Army: NSC 68, the Korean War, and the Creation of the Cold War U.S. Army,”
Journal of Military History 61, 1 (1997): 93-120; Paul Nitze, “The Development of
NSC-68,” International Security 4, 4 (Spring 1980): 170-76.

See Laura Belmonte, Selling the American Way: U.S. Propaganda and the Cold War
(Philadelphia: University of Pennsylvania Press, 2009); Andrew Justin Falk, Up-
staging the Cold War: American Dissent and Cultural Diplomacy, 1940-1960 (Am-
herst: University of Massachusetts Press, 2010); Sarah Nilsen, Film and Cultural
Diplomacy at the Brussels World Fair (Jefferson, NC: McFarland, 2011); Kenneth
Osgood, Total Cold War: Eisenhower’s Secret Propaganda Battle at Home and
Abroad (Lawrence: University of Kansas Press, 2006).

See the introductory essay by Richard Taruskin in Repercussions 5, nos. 1-2
(Spring-Fall 1996), 5-20, esp. 7-8. See also Jann Pasler, ed., Composing the Citi-
zen: Music as Public Utility in Third Republic (Berkeley: University of California
Press, 2009).

See, for example, “Theaters, Globalization, and the Cold War” (featuring several
contributions on music), organized at the Ludwig-Maximilian-Universitat Mu-
nich by Christopher Balme and Berenika Szymanski, May 2012; “The Cold War
and American Music, 1945-2000,” an international conference organized at the
University of Munich by Christof Mauch, Britta Waldschmidt-Nelson, and Mi-
chael Kimmage, May 2012; “Sound History,” a panel at the German Historikertag
in Mainz organized by Gernhard Paul, 28 September 2012; “Inklusion und Exklu-
sion: ‘Deutsche’ Musik in Europa und Nordamerika 1848-1945," a conference



Introduction 25

for historians and musicologists organized by Yvonne Wasserloos and Sabine
Mecking, Universitat Diisseldorf, December 2012; “Music and Diplomacy,” a con-
ference organized by Rebekah Ahrendt, Mark Ferraguto, and Damien Mabhiet,
Tufts and Harvard Universities, March 2013; “Musique et relations internatio-
nales,” a conference organized by Anais Fléchet, Université de Saint-Quentin en
Yvelines, May 2013.

41. Niklas Luhmann, Die Realitit der Massenmedien (Opladen: Westdeutscher Ver-
lag, 1996); Luhmann, Soziale Systeme (Frankfurt: Suhrkamp, 1984); Werner Faul-
stich, Die Mediengeschichte des 20. Jahrhunderts (Munich: Fink, 2012); Manfred
Faller, Was ist Kommunikation?, 2nd ed. (Munich: Fink, 2002).

42. Sven Oliver Miiller et al., eds., Die Oper im Wandel der Gesellschaft: Kulturtrans-
fers und Netzwerke des Musiktheaters im modernen Furopa (Munich: Oldenbourg,
2010).

43. Lauren Erin Brown, “‘Cultural Czars’: American Nationalism, Dance, and Cold
War Arts Funding” (PhD diss., Harvard University, 2008).

44. Amy Beal, New Music, New Allies (Berkeley: University of California Press, 2006);
Danielle Fosler-Lussier, “American Cultural Diplomacy and the Mediation of
Avant-garde Music,” in Sound Commitments: Avant-garde Music and the Sixties,
ed. Robert Adlington (Oxford: Oxford University Press, 2009), 232-53; Fosler-
Lussier, Music Divided; Schmelz, Such Freedom, If Only Musical.

45. [am indebted to Damien Mahiet for this point.

Bibliography

Alberto, Paulina L. “When Rio Was Black: Soul Music, National Culture, and
the Politics of Racial Comparison in 1970s Brazil.” Hispanic American
Historical Review 89, 1 (February 2009): 3-40.

Almeida, Paul, and Ruben Urbizagastegui. “Cutumay Camones,” Latin
American Perspectives 26, no. 2 (March 1999): 13-42.

Andrews, George Reid. “Remembering Africa, Inventing Uruguay: Socie-
dades de Negros in the Montevideo Carnival, 1865-1930.” Hispanic
American Historical Review 87, 4 (November 2007): 693-726.

Ansari, Emily Abrams. “‘Masters of the President’s Music’: Cold War Com-
posers and the United States Government.” PhD diss., Harvard Univer-
sity, 2009.

. “Shaping the Policies of Cold War Diplomacy: An Epistemic Com-
munity of American Composers.” Diplomatic History 36, no. 1 (January
2012): 41-52.

Applegate, Celia. Bach in Berlin: Nation and Culture in Mendelssohn’s Revival
of the St. Matthews Passion. Ithaca, NY: Cornell University Press, 2005.

Applegate, Celia, and Pamela Potter. “Germans as the ‘People of Music’:
Genealogy of an Identity.” In Music and German National Identity, ed.
Celia Applegate and Pamela Potter, 1-35. Chicago: University of Chi-

cago Press, 2003.
Askew, Kelly. Performing the Nation: Swahili Music and Cultural Politics in

Tanzania. Chicago: University of Chicago Press, 2002.




26 Jessica C. E. Gienow-Hecht

Barrenechea, Antonio, and Heidrun Moertl. “Hemispheric Indigenous
Studies: Introduction.” Comparative American Studies 11, 2 (June 2013):
109-23.

Beal, Amy. New Music, New Allies. Berkeley: University of California Press,
2006.

Beller-McKenna, Daniel. Brahms and the German Spirit. Cambridge, MA,
and London: Harvard University Press, 2004.

Belmonte, Laura. Selling the American Way: U.S. Propaganda and the Cold
War. Philadelphia: University of Pennsylvania Press, 2009.

Bohlman, Philip. Focus: Music, Nationalism, and the Making of the New
Europe. 2nd ed. London: Routledge, 2011.

Brett, Philip. Music and Sexuality in Britten. Berkeley: University of Califor-
nia Press, 2006.

Brown, Lauren Erin. ““Cultural Czars’: American Nationalism, Dance, and
Cold War Arts Funding.” PhD diss., Harvard University, 2008.

Buch, Esteban. La neuvieme de Beethoven: Une histoire politique. Paris:
Gallimard, 1999.

Campbell, Jennifer. “Creating Something Out of Nothing: The Office of Inter-
American Affairs Music Committees (1940-41) and the Inception of a
Policy for Musical Diplomacy.” Diplomatic History 36, no. 1 (January
2012): 29-39.

. “Shaping Solidarity: Music, Diplomacy, and Inter-American Rela-
tions, 1936-1946.” PhD diss., University of Connecticut, 2010.

Casey, Steven. “Selling NSC-68: The Truman Administration, Public Opin-
ion, and the Politics of Mobilization, 1950-51.” Diplomatic History 29,
no. 4 (2005): 655-90.

Caute, David. The Dancer Defects: The Struggle for Cultural Supremacy
During the Cold War. Oxford: Oxford University Press, 2003.

Chikowero, Moses. “‘Our People Father, They Haven’t Learned Yet’: Music
and Postcolonial Identities in Zimbabwe, 1980-2000.” Journal of South-
ern African Studies 34, no. 1 (March 2008): 145-60.

Clark, Suzanna, and Alexander Rehding. Music Theory and Natural Order
from the Renaissance to the Early Twentieth Century. Cambridge and
New York: Cambridge University Press, 2001.

Dahlhaus, Carl. Nineteenth-Century Music. Berkeley: University of California
Press, 1989.

Davenport, Lisa. Jazz Diplomacy: Promoting America in the Cold War Era.
Jackson: University of Mississippi Press, 2009.

DeNora, Tia. Beethoven and the Construction of Genius: Musical Politics in
Vienna, 1792-1803. Berkeley: University of Berkeley Press, 1995.

Dovchin, Sender. “Performing Identity through Language: The Local Prac-
tices of Urban Youth Populations in Post-Socialist Mongolia.” Inner
Asia 13, 2 (2011): 315-33.

. Music in Everyday Life. Cambridge: Cambridge University Press,

2000.




Introduction 27

Durrani, Osman. “Popular Music in the German-Speaking World.” In Con-
temporary German Cultural Studies, ed. Alison Phipps, 197-218. Lon-
don: Arnold, 2002.

Edele, Mark. “Strange Young Men in Stalin’s Moscow: The Birth and Life of
the Stiliagi, 1945-1953.” Jahrbiicher fiir Geschichte Osteuropas 50, no. 1
(2002): 37-61.

Falk, Andrew Justin. Upstaging the Cold War: American Dissent and Cultural
Diplomacy, 1940-1960. Amherst: University of Massachusetts Press,
2010.

Fafller, Manfred. Was ist Kommunikation? 2nd ed. Munich: Fink, 2002.

Faulstich, Werner. Die Mediengeschichte des 20. Jahrhunderts. Munich: Fink,
2012.

Fautua, David T. “The ‘Long Pull’ Army: NSC 68, the Korean War, and the
Creation of the Cold War U.S. Army.” Journal of Military History 61, no.
1 (1997): 93-120.

Fiol, Stefan Fiol. “Articulating Regionalism through Popular Music: The
Case of Nauchami Narayana in the Uttarakhand Himalayas,” Journal of
Asian Studies 71, 2 (May 2012): 447-73.

Fosler-Lussier, Danielle. “American Cultural Diplomacy and the Mediation
of Avant-garde Music.” In Sound Commitments: Avant-garde Music and
the Sixties, ed. Robert Adlington, 232-53. Oxford: Oxford University
Press, 2009, pp. 232-53.

. Music Divided: Bartoék’s Legacy in Cold War Culture. Berkeley: Uni-

versity of California Press, 2007.

. “Music Pushed, Music Pulled: Cultural Diplomacy, Globalization,

and Imperialism.” Diplomatic History 36, no. 1 (January 2012): 53-64.

. “The Tradition of Communism and the Legacy of Béla Bartok,
1945-1956.” PhD diss., University of California at Berkeley, 1999.

Flrst-Heidtmann, Monika. “Francisco Curt Lange: Pionier, Mittler, Nestor
der Musikwissenschaft in Lateinamerika.” Ibero-Amerikanisches Archiv
17, 2-3 (1991): 245-58.

Gienow-Hecht, Jessica C. E. Sound Diplomacy: Music, Emotions, and Politics
in the Transatlantic Relations since 1850. Chicago: University of Chi-
cago Press, 2009.

. “Trumpeting Down the Walls of Jericho: The Politics of Art, Music

and Emotion in German-American Relations, 1870-1920.” Journal of

Social History 36, no. 3 (Spring 2003): 585-613.

. “The World Is Ready to Listen: Symphony Orchestras and the
Global Performance of America.” Diplomatic History 36, no. 1 (January
2012): 17-28.

Goldschmitt, Kariann. “Doing the Bossa Nova,” Luso-Brazilian Review 48, 1
(2011): 61-78.

Grundlingh, Albert. “’Rocking the Boat’ in South Africa? Voélvry Music and
Afrikaans Anti-Apartheid Social Protest in the 1980s,” International
Journal of African Historical Studies 37, 3 (2004), 483-514.




28 Jessica C. E. Gienow-Hecht

Hess, Carol. “Ginastera’s Bomarzo in the United States and the Impotence of
the Pan-American Dream.” The Opera Quarterly 22, nos. 3-4 (Summer-
Autumn 2006): 459-76.

Horowitz, Joseph. The Ivory Trade: Music and the Business of Music at the Van
Cliburn International Piano Competition. New York: Summit Books, 1990.

Jakelski, Lisa. “The Changing Seasons of the Warsaw Autumn: Contempo-
rary Music in Poland, 1960-1990.” PhD diss., University of California at
Berkeley, 2009.

Jirattikorn, Amporn. “Shan Noises, Burmese Sound: Crafting Selves through
Pop Music.” South East Asia Research 18, 1 (March 2010): 161-89.

Joo, Jeonsuk. “Transnationalization of Korean Popular Culture and the Rise
of ‘Pop Nationalism’ in Korea.” Journal of Popular Culture 44, 3 (June
2011): 489-504.

Klien, Hanna. Hip-Hop in Havanna: Afroamerikanische Musik im Widerstand.
Vienna: Lit, 2009.

Koegel, John. “Crossing Borders: Mexican Popular Music in the United
States.” In From Tejano to Tango: Latin American Popular Music, ed.
Walter Aaron Clark. New York: Routledge, 2002, pp. 97-125.

Kramer, Lawrence. Interpreting Music. Berkeley: University of California
Press, 2011.

Kun, Josh. Audiotopia: Music and Race in America. Berkeley: University of
California Press, 2005.

Kiinzler, Daniel. “South African Rap Music, Counter Discourses, Identity,
and Commodification Beyond the Prophets of Da City.” Journal of
Southern African Studies 37, 1 (March 2011): 27-43.

Lamont, Mark. “Lip-synch Gospel: Christian Music and the Ethnopoetics
of Identity in Kenya.” Africa (Edinburgh University Press) 80, 3 (2010):
473-96.

Livingston-Isenhour, Tamara Elena, and Thomas George Caracas Garcia.
Choro: A Social History of a Brazilian Popular Music. Bloomington: Indi-
ana University Press, 2005.

Lockard, Craig A. Dance of Life: Popular Music and Politics in Southeast
Asia. Honolulu: University of Hawaii Press, 1998.

Luhmann, Niklas. Die Realitiit der Massenmedien. Opladen: Westdeutscher
Verlag, 1996.

. Soziale Systeme. Frankfurt: Suhrkamp, 1984.

Madrid, Alejandro L., ed. Transnational Encounters: Music and Performance
at the U.S.-Mexico Border. New York: Oxford University Press, 2011.

Mano, Winston. “Popular Music as Journalism in Zimbabwe.” Journalism
Studies 8, 1 (February 2007): 61-78.

Mate, Rekopantswe. “Youth Lyrics, Street Language and the Politics of
Age: Contextualising the Youth Question in the Third Chimurenga in
Zimbabwe.” Journal of Southern African Studies 38, no. 1 (March 2012):
107-27.




Introduction 29

McClary, Susan. Desire and Pleasure in Seventeenth-Century Music. Berke-
ley: University of California Press, 2012.

. Feminine Endings: Music, Gender, and Sexuality. Minneapolis: Uni-
versity of Minnesota Press, 1991.

Meyer, Petra, ed. Acoustic Turn. Munich: Fink, 2008.

Mitchell, Tony. “Blackfellas Rapping, Breaking and Writing: A Short History
of Aboriginal Hip Hop.” Aboriginal History 30 (2006): 124-37.

Miiller, Sven Oliver, Philipp Ther, Jutta Toelle, and Gesa for Nieden, eds.
Die Oper im Wandel der Gesellschaft: Kulturtransfers und Netzwerke des
Musiktheaters im modernen Europa. Munich: Oldenbourg, 2010.

Nelson, Amy. Music for the Revolution: Musicians and Power in Early Soviet
Russia. Philadelphia: Penn State University Press, 2004.

Nilsen, Sarah. Film and Cultural Diplomacy at the Brussels World Fair. Jeffer-
son, NC: McFarland, 2011.

Nitze, Paul. “The Development of NSC-68.” International Security 4, no. 4
(Spring 1980): 170-76.

Ojakaar, Walter. “Jazz in Estland.” In Jazz in Europa, ed. Wolfram Knauer, 95—
106. Darmstadter Beitrage zur Jazzforschung 3. Hofheim: Wolke, 1994.

Osgood, Kenneth. Total Cold War: Eisenhower’s Secret Propaganda Battle at
Home and Abroad. Lawrence: University of Kansas Press, 2006.

Osterhammel, Jirgen. “Classical Music in a Global Context, 1860-1930.”
Geschichte und Gesellschaft 38, no. 1 (2012): 86-132.

Osterhammel, Jirgen, and Sven Oliver Miiller. “Geschichtswissenschaft
und Musik.” Geschichte und Gesellschaft 38, no. 1 (2012): 5-20.

Pasler, Jann, ed. Composing the Citizen: Music as Public Utility in Third Re-
public. Berkeley: University of California Press, 2009.

Pickhan, Gertrud, and Riidiger Ritter. Jazz Behind the Iron Curtain. Frank-
furt: Peter Lang, 2010.

Poiger, Uta. Jazz, Rock, and Rebels: Cold War Politics and American Culture
in a Divided Germany. Berkeley: University of California Press, 2000.

Pope, Edgar Wright. Songs of the Empire: Continental Asia in Japanese War-
time Popular Music. PhD diss., University of Washington, 2003.

San Miguel, Guadalupe. Tejano Proud: Tex-Mex Music in the Twentieth Cen-
tury. College Station: Texas A&M University Press, 2002.

Saunders, Tanya L. “Black Thoughts, Black Activism: Cuban Underground
Hip-Hop and Afro-Latino Countercultures of Modernity.” Latin Ameri-
can Perspectives 39, 2 (2012): 42-60.

Schmelz, Peter. Such Freedom, If Only Musical: Unofficial Soviet Music
During the Thaw. Oxford: Oxford University Press, 2009.

Schmidt-Rost, Christian. “Verflochtene Kommunikation: Die Jazzszenen in
der SBZ/DDR und der VR Polen.” PhD diss., Free University Berlin, 2012.

Schumann, Anne. “A Generation of Orphans: The Socio-Economic Crisis
in Cote D’Ivoire as Seen Through Popular Music.” Africa (Cambridge
University Press) 2011 (November 2012): 535-55.




30 Jessica C. E. Gienow-Hecht

Shepler, Susan. “Youth Music and Politics in Post-war Sierra Leone.” Jour-
nal of Modern African Studies 48, no. 4 (December 2010): 627-42.

Shin, Hyunjoon Shin. “Reconsidering Transnational Cultural Flows of Pop-
ular Music in East Asia: Transbordering Musicians in Japan and Korea
Searching for ‘Asia,’”” Korean Studies 33 (January 2009): 101-23.

Slobin, Mark, ed. Global Soundtracks: Worlds in Film Music. Middletown, CT:
Wesleyan University Press, 2008.

Small, Christopher. Musicking: The Meanings of Performing and Listening.
Hanover, NH: University Press of New England, 1998.

Starr, Frederick S. Red and Hot. Vienna: Hannibal-Verlag, 1990.

Stemmler, Susanne, ed. Hip-Hop und Rap in romanischen Sprachwelten:
Stationen einer globalen Musikkultur. Frankfurt: Lang, 2007.

Stonor Saunders, Frances. The Cultural Cold War: The CIA and the World of
Arts and Letters. New York: New Press, 2000.

Taruskin, Richard. The Danger of Music and Other Anti-Utopian Essays. Berk-
ley: University of California Press, 2009.

. “Introduction,” in Music from the Earliest Notations to the Sixteenth

Century, vol. 1, Oxford History of Western Music. Oxford: Oxford Univer-

sity Press, 2005, 2010. pp. xiii-xxii.

. “Introduction.” Repercussions 5, nos. 1-2 (Spring-Fall 1996): 5-20.

Tomlinson, Gary. Music and Historical Critique. Aldershot, UK: Ashgate,
2007.

Von Eschen, Penny. Satchmo Blows Up the World: Jazz Ambassadors Play
the Cold War. Cambridge, MA: Harvard University Press, 2004.

Wade, Bonnie. Thinking Musically: Experiencing Music, Expressing Culture.
New York: Oxford University Press, 2009.

Wald-Fuhrmann, Melanie. Ein Mittel wider sich selbst: Melancholie in der
Instrumentalmusik um 1800. Kassel and New York: Barenreiter, 2010.

Weintraub, Andrew Noah. Dangdut Stories: A Social and Musical History of
Indonesia’s Most Popular Music. Oxford: Oxford University Press, 2010.

Whitfield, Stephen J. The Culture of the Cold War. Baltimore: Johns Hopkins
University Press, 1991.

Wilford, Hugh. The Mighty Waurlitzer: How the CIA Played America. Cam-
bridge, MA: Harvard University Press, 2008.

Wood, Andy. “Original London Style: London Posse and the Birth of British
Hip Hop.” Atlantic Studies 6, no. 2 (2009): 175-90.

Zolov, Eric. Refried Elvis: The Rise of the Mexican Counterculture. Berkeley:
University of California Press, 1999.






