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This paper addresses the role of music and music education in the perpetuation of 
settler colonialism (a particular colonial configuration predicated on the expulsion 
of indigenous people and occupation of indigenous land) within the United States.  
Using Baudrillard’s notion of simulacra, or “false truths,” to look at racialized 
depictions in John Philip Sousa’s 1910 suite, Dwellers of the Western World, this 
article identifies both the historic and ongoing discursive functions of such 
representations in the maintenance of a specific set of social relations.  Through 
such examination, we can engender conversations regarding music education’s roll 
within settler colonial society and work towards redressing the resulting inequities 
of this societal structure.  It is only through a resultant praxis that we can affect 
material change. 
Keywords: Settler Colonialism, John Philip Sousa, (Anti)colonialism 
 

uch theorizing has been done regarding the hegemonic role curriculum 
can (and often does) play in public instruction (e.g. Freire 1972; hooks 
1994; Apple 1996).  More specifically, there exists a dedicated and 

growing body of literature that discusses how schooling has served as a tool for the 
perpetuation of settler colonialism — a particular colonial configuration predicated 
on the expulsion of indigenous people and occupation of indigenous land (e.g. 
Sleeter 2010; Tuck and Gaztambide-Fernández 2013).  Though scholars have begun 
attending to music and music education’s role within colonial discourses (e.g. 
Westerlund 1999; Herbst 2005; Rosabal-Coto 2014), the existing literature has 
focused mainly on manifestations of colonialism better corresponding to modes of 
external control in which foreign powers expropriate resources and labor (i.e., 
exploitation colonialism, see Hixson 2013).  As the social configurations and 
mechanisms of control differ between these divergent forms of colonization, there 
exists a need for research that examines the role of music and music education 
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specifically within the context of settler colonialism in order to theorize how 
educators might respond. 

The analysis below addresses this gap in the music education literature and 
provides an entry-point into considering the interconnectedness of music, music 
education, and settler colonialism.  Through such examination, we can engender 
conversations regarding music education’s roll within settler colonial society and 
work towards redressing the resulting inequities of this social configuration.  It is 
only through a resultant praxis that we can affect material change. 

The first section of this paper provides a brief prologue introducing the site, 
framework, and philosophic concept utilized in this investigation.  The second 
section describes how music — as parts of a larger body of ontologies, epistemologies, 
and praxes — serve to perpetuate settler colonialism.  Specifically, this section 
provides a discursive analysis of John Phillip Sousa’s Dwellers of the Western World, 
using Baudrillard’s concept of the simulacrum (a false truth that “bears no relation to 
any reality whatsoever” [Baudrillard 1994, 6]).  The last section discusses how these 
insights can be leveraged within music education to push against the oppressive 
forces of settler colonialism and theorize curriculum that simultaneously utilizes this 
knowledge to affect change, while acknowledging the limitations and dangers of this 
curricular project itself. 
 
Prologue 
The first section of this prologue introduces the site of this examination, John Philip 
Sousa’s 1910 suite, Dwellers of the Western World, providing the historical 
background of both the composer and the suite and explaining why this less well-
known composition is a particularly useful site for our analysis.  The second section 
presents a specific theoretical framework for settler colonialism as articulated by Eve 
Tuck and K. Wayne Yang (2014).  The final section defines Baudrillard’s concept of 
simulacra and articulates the utility of this philosophic concept in analyzing music’s 
role in perpetuating settler colonial discourses. 
 
 
 

Baudrillard, Jean.  1994.  Simulacra and simulation.  Anna Arbor, MI: University of Michigan Press.


Tuck, Eve, and K. Wayne Yang.  2014.  R-Words: Refusing Research. Humanizing Research: 223–48.
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The Theatrical Sousa 
John Philip Sousa is one of the most influential wind composers in American history. 
Among his many well-known works are The Stars and Stripes Forever, the National 
March of the United States (Patriotic and National Observances, Ceremonies, and 
Organizations, 1987), and Semper Fidelis, the official march of the U.S. Marine 
Corps (Newsome 1983).  In all, Sousa composed over 330 original works and 322 
arrangements and transcriptions (Bierley 1973), many of which are still regularly 
performed.  In addition to being a prolific and esteemed composer, Sousa was also 
highly regarded as a conductor and bandleader.  In addition to leading the U.S. 
Marine Band for 12 years, he conducted his own ensemble in more than 15,000 
performances around the world from 1892 until his death in 1931 (Bierley 2006).  
Some aspects of Sousa’s lasting legacy are (1) introducing high-quality musical 
performances to both domestic and international general audiences, (2) the 
cultivation of an interest in and, ultimately, the formation of several amateur and 
professional bands, (3) increasing public opinion of the concert band as a musical 
ensemble and (4) the composition of several key works in the concert band musical 
canon (Church 1942).   

Perhaps one reason for the enduring appeal of Sousa’s music is his theatrical 
compositional style.  Trained as a pit musician, Sousa sought to channel the 
excitement of the theater in his writing by maximizing the narrative potential of the 
music he composed (Warfield 2013).  Although this ambition can be seen in Sousa’s 
many marches, it is particularly apparent in the 11 suites he wrote.  The use of 
programmatic effects in these suites, often coupled with Sousa’s own detailed 
program notes, evoked imagery and excitement in the audience (Warfield 2011). 

In the liner notes to the 2011 recording of one such suite, Dwellers of the 
Western World, Sousa scholar Keith Brion (2011) notes: 

The three-movement suite The Dwellers of the Western World depicts the three 
major races who occupied the Western World.  First American Indians, then 
white settlers from Western Europe and finally the great energy of the African 
population who followed.  Each is represented by music that would have been 
thought to be characteristic in 1910. (n.p.) 

Though not one of Sousa’s best known composition, Dwellers of the Western 
World is still performed and recorded as part of the Western concert band music 

Patriotic and National Observances, Ceremonies, and Organizations, Public Law 105-225, U.S. Statutes at Large 112. 1987: 1263.


Newsome, Jon, ed.  1983.  Perspectives on John Philip Sousa. Washington, D.C.: Library of Congress.


Bierley, Paul E.  1973.  John Philip Sousa: American phenomenon.  Van Nuys, CA: Alfred Music Publishing.


Bierley, Paul E.  2006.  The incredible band of John Philip Sousa.  Champagne, IL: University of Illinois Press. 


Church, Charles Fremont, Jr.  1942.  The life and influence of John Philip Sousa. PhD diss., The Ohio State University.


Warfield, Patrick.  2013.  Making the march king: John Philip Sousa’s Washington years, 1854-1893.  Champaign, IL: University of Illinois Press.
.


Warfield, Patrick.  2011.  The march as musical drama and the spectacle of John Philip Sousa.  Journal of the American Musicological Society 64 (2): 259–484.


Brion, Keith.  2011.  [Liner notes].  Vol. 9 of Sousa, J. P.: Music for wind band.  Hong Kong, China: Naxos Records.
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canon.  A suite in three movements, the piece was composed in anticipation of the 
Sousa Band’s 1910-1911 international tour (Bierley 1973).  The ensemble was met by 
enthusiastic audiences in concerts across Europe, Africa, and Oceana before 
returning to the western United States and performing numerous engagements as 
they traveled back to New York City.  Dwellers of the Western World, one of the most 
notable works performed on the tour (Bierley 1973), was particularly well received by 
both critics and the general public (Pisani 2006).  The three movements of the work, 
titled The Red Man, The White Man, and The Black Man, were intended as 
caricature portraits (in the traditional sense), written “to introduce American 
diversity to the world” (Brion 2011).  Given the theatrical stylization of the work, its 
racial content, and the general acceptance an audience of “sympathetic listeners” 
(Pisani 2006, 75), Dwellers of the Western World is a particularly useful setting for 
introducing and examining issues in settler colonial discourses.   
 
Settler Colonialism as a Structure 
Settler colonialism is a specific colonial configuration in which a substantial 
population immigrates into a foreign territory.  This invasion (Wolfe 2006) is not 
intended as a finite, temporary occupation, but rather a permanent settlement.  
Although colonizing forces often leverage the political and military might of an 
imperial state or homeland (and, for a time, might retain allegiances to that 
authority), the legitimacy of the occupation is ultimately justified from within the 
settler colony.  Whereas external modes of colonialization maintain a strong 
distinction between homeland and colony, settler colonialism operates through the 
reconfiguration of the latter into the former (Veracini 2013).  This metamorphosis is 
never totalizing or complete; it must be continually maintained and enforced.  Thus, 
settler colonialism is not an event but an omnipresent, oppressive social structure 
(Wolfe 1999, 2006; Glenn 2015).  Tuck and Yang (2012) offer a framework for 
understanding settler colonialism in the United States as a process entangling three 
groups; (1) the settler colonialists of Western European descent, (2) the indigenous 
people whose presence on the land precedes the settler colonialist, and (3) the 
African “chattel slave” forced laborers (6).  In this framework, the ongoing processes 

Brion, Keith.  2011.  [Liner notes].  Vol. 9 of Sousa, J. P.: Music for wind band.  Hong Kong, China: Naxos Records.


Bierley, Paul E.  1973.  John Philip Sousa: American phenomenon.  Van Nuys, CA: Alfred Music Publishing.


Bierley, Paul E.  1973.  John Philip Sousa: American phenomenon.  Van Nuys, CA: Alfred Music Publishing.


Pisani, Michael V.  2006.  John Philip Sousa’s ‘red Indians’: A case study of race in music.  Nineteenth-Century Music Review 3: 73-88.  doi:10.1017/S1479409800000355.


Pisani, Michael V.  2006.  John Philip Sousa’s ‘red Indians’: A case study of race in music.  Nineteenth-Century Music Review 3: 73-88.  doi:10.1017/S1479409800000355.


Wolfe, Patrick.  2006.  Settler colonialism and the elimination of the native. Journal of Genocide Research 8 (4): 387–409.


Wolfe, Patrick.  2006.  Settler colonialism and the elimination of the native. Journal of Genocide Research 8 (4): 387–409.


Veracini, Lorenzo.  2013.  Introducing.  Settler Colonial Studies 1 (1): 1–12.  doi:10.1080/2201473X.2011.10648799


Wolfe, Patrick.  1999.  Settler colonialism and the transformation of anthropology: The politics and poetics of an ethnographic event.  London, UK: Cassell.


Glenn, Evelyn Nakano.  2015.  Settler colonialism as structure: A framework for comparative studies of U.S. race and gender formation.  Sociology of race and ethnicity 1 (1/2): 54–74.  doi: 10.1177/2332649214560440.


Tuck, Eve, and K. Wayne Yang.  2012.  Decolonization is not a metaphor. Decolonization: Indigeneity, Education & Society 1 (1): 1-40.
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of disenfranchising indigenous people and exploiting black labor are necessary for 
the realization of the settler colonist’s capitalist interests. 

Settler colonialism can be seen in specific events (such as the massacre at 
Wounded Knee and the Dred Scott case) and legal institutions (like slavery and the 
reservation system).  Examining only discrete and overt manifestations, however, 
obfuscates the presuppositions through which the above atrocities could be justified.  
Therefore, we must examine the unspoken assumptions that allowed for the 
perpetration of these historic events as well as perpetuates current expressions of 
settler colonialism.  The generic depictions of indigenous people, settlers of 
European descent, and African slaves and their descendants are prime examples of 
such presuppositions.  Traditionally, these discursively assumed norms have been 
termed “stereotypes” (e.g. Stedman 1982; Mindiola, Niemann, and Rodriguez 2009); 
however, it has been argued that stereotypes are exaggerations of extant features and, 
thus, are grounded in reality and experience (Judd and Park 1993).  Within settler 
colonialism, this is not true; these depictions emerge not from experience but out of a 
need for mechanisms to maintain a specific societal configuration.  Baudrillard’s 
notion of simulacra offers a way to think about these depictions within settler 
colonialism, independent of the groups to whom the representations purport to 
correspond.  
 
Stereotypes and Simulacra  

The simulacrum is never that which conceals the truth—it is the truth which 
conceals that there is none.  The simulacrum is true.  (Ecclesiastes1, in 
Baudrillard 1994, 1) 

The eminent French philosopher Jean Baudrillard offers the simulacrum (and its 
plural, simulacra) as that which purports to serve as a representation of the real (or 
at least that-which-is-real in abstraction) but in fact precedes it, functioning without 
relationship to reality.  It is the evocation of an ideal type, a caricaturized 
generalization whose authenticity is derived solely from the discursive regimes inside 
of which it is embedded.  It is the ascription of a category that does not exist, hailed 
into existence by and as the simulacrum (Baudrillard 1994). 

The philosophic conception of “simulacra” can be traced to Plato’s dialogues 
(Childers and Hentzi 1995).  In Sophist, Plato cites the practice of exaggerating 

Judd, Charles M. and Bernadette Park.  1993.  Definition and assessment of accuracy in social stereotypes.  Psychological Review 100 (1): 109–28.


Stedman, Raymond William.  1982.  Shadows of the Indian: Stereotypes in American culture.  Norman, OK: University of Oklahoma Press.


Mindiola, Tatcho, Jr., Yolanda Flores Niemann, and Nestor Rodriguez.  2009.  Black-brown relations and stereotypes.  Austin, TX: University of Texas Press.


Baudrillard offers this quote in Simulacra and Simulations but later articulates it as an intentional and purposeful fabrication (Smith 2005).  


Baudrillard, Jean.  1994.  Simulacra and simulation.  Anna Arbor, MI: University of Michigan Press.


Baudrillard, Jean.  1994.  Simulacra and simulation.  Anna Arbor, MI: University of Michigan Press.


Childers, Joseph, and Gary Hentzi, eds.  1995.  The Columbia dictionary of modern literary and cultural criticism.  New York, NY: Columbia University Press.	
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certain features within an artistic composition in order for the overall work to appear 
correct to the viewer.  In order for the mammoth statues of antiquity (such as the 
Statue of Zeus at Olympia) to seem proportionate to an observer at its base, features 
such as the upper torso and head had to be shaped disproportionately large in 
comparison to the overall structure.  The veracity of this representation corresponds 
to artist’s conception of the intended audience’s engagement with the work rather 
than to reality.  Plato differentiates this corrupt representation from the authentic 
image: the simulacrum from an accurate reproduction of the real.  Plato likened this 
artistic practice to the philosophic tendency to distorting the truth in order to 
substantiate the validity of an example (Plato 2001).  Thus, it is the Platonic task to 
adjudicate representations as either “good” or “bad” (Deleuze 1983). 

The key distinction between Baudrillard’s application of the term simulacrum 
and its Platonic heritage stems from the relation of the image to reality.  In the 
Platonic sense, a simulacrum is a distortion or perversion of reality but retains 
connections to the real.  The question of authenticity is connected to considerations 
of intentionality and positionality; the distorted truth of the simulacrum is a result of 
the artist relating the object to its intended viewer rather than authentically 
reproducing the object.  Conversely, Baudrillard contends that the simulacrum itself 
becomes true through the societal function it fulfills.  A simulacrum is not a 
perversion of reality but rather a “truth" in its own right: not real, but true. 

The use of Baudrillard’s notion of the simulacrum to examine how indigenous 
peoples, settlers of European descent, and African slaves and their descendants are 
portrayed in Dwellers of the Western World has two key benefits.  First, considering 
these portrayals as simulacra decenters the representation from reality; the 
simulacrum of each group can be considered as independent from individuals within 
the group.  Second, untethering representation from reality and examining these 
portrayals as simulacra invites consideration of not what the depiction means, but 
rather, how the representation works; it stimulates a consideration of the discursive 
function of the representation.  Thus, the use of the Baudrillard’s concept of 
simulacra in the following analysis is not an interrogation of John Philip Sousa’s 
intention nor an examination of the intrinsic meaning of Dwellers of the Western 
World.  Instead, this analysis examines how the portrayal of indigenous people, 

Plato.  2001.  Sophist.  Translated by Benjamin Jowett.  South Bend, IN, USA: Infomotions, Inc.  ProQuest [OCLC 50743352].


Deleuze, Gilles.  1983.  Plato and the simulacrum.  Translated by Rosalind Krauss.  October 2: 45–56. 
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settlers of European descent, and African slaves and their descendants discursively 
function to perpetuate the structure of settler colonialism, both historical and 
present. 

 
Settler Colonialism in Dwellers of the Western World 
Before analyzing the racial discourses that can be read through Dwellers of the 
Western World, it is imperative that we attend to the gendered nature of these 
representations.   

The evocation of simulacra as masculine in each of the three movements (The 
Red Man, The White Man, and The Black Man) “promotes male privilege by being 
male dominated, male identified, and male centered” (Johnson 1997, 5).  This is not 
surprising as “colonization has always been a gendered process” (Lawrence 2003, 5); 
however, it highlights the intersectionality of the concurrent processes of 
racialization and gendering.  One key way in which settler colonialism operates is 
through the establishment of normative gender roles.  The heteropatriarchal 
organization of the “traditional family,” the policing of heteronormative sexuality, 
and the imposition of male-centric inheritance laws all operate to fracture 
indigenous identity through a denial of indigenous ontologies (Arvin, Tuck, and 
Morrill 2013).  Thus, the evocation of each group within the composition in 
masculine terms is a key and core aspect of how Dwellers of the Western World 
preserves and perpetuates settler colonialism. 

In the following discursive analysis of Dwellers of the Western World, the 
examination of each movement begins with a brief exposition regarding the societal 
function the simulacrum plays within settler colonialism.  Following the general 
description, this study then reviews how each simulacrum is generally evoked though 
and by music.  Finally, each section concludes with examine how the simulacrum is 
specifically heralded in Dwellers of the Western World. 
 
“The Red Man”2 and Simulacrum of Absence  
The simulacrum of ‘The Red Man’ may be contrarily depicted as either an 
emotionally explosive brute or a stoic barbarian.  He is almost always portrayed as 
primitive and backwards, juxtaposed against the supposed technological (and 

Johnson, Allan G.  1997.  The gender knot: Unraveling our patriarchal legacy.  Philadelphia, PA: Temple UP.	


Lawrence, Bonita.  2003.  Gender, race, and the regulation of Native identity in Canada and the United States: An overview.  Hypatia 18 (2): 3–31.


Arvin, Maile, Eve Tuck, and Angie Morrill.  2013.  Decolonizing feminism: Challenging connections between settler colonialism and heteropatriarchy.  Feminist formations 25 (1): 8-34.  doi:10.1353/ff.2013.0006


Drawing from the language of Sousa’s (1910) Dwellers of the Western World, this paper uses the term “The Red Man, ‘The White Man’ and ‘The Black Man’ in quotations reference to the discursively constructed simulacra and the italisized The Red Man, The White Man, and The Black Man to refer specifically to the three movements of Sousa’s Dwellers of the Western World.
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intellectual) advancement of the simulacrum of ‘The White Man’ (Bird 1996).  He is 
portrayed as a historicized “other,” a relic of the past.  Stereotypical depictions in 
“traditional” regalia serve to temporally distance him from the here and now (Ross 
and Lester 1996). 

The simulacrum of ‘The Red Man,’ as he is often portrayed in American culture, 
serves many purposes.  First, the simulacrum of ‘The Red Man’ provides justification 
for the policy “Kill the Indian, save the man” (Pratt 1973, 260).  This trope of the 
“ignorant savage” allows for Western thinkers to view themselves as great liberators, 
freeing ‘The Red Man’ from himself.  It is this Western notion of unrestrained 
freedom that has allows the settler colonial state to occupy indigenous lands and 
commit the genocide of indigenous peoples (Alfred 2005).  Secondly, the simulacrum 
serves as a mechanism for the erasure of indigenous people; those in search of the 
signified ‘Red Man’ will be unable to find him.  Current manifestations of indigeneity, 
in failing to correspond to the simulacrum of ‘The Red Man,’ are denied.  Settler 
colonial occupation of land, predicated on the assumed absence of the original 
inhabitants, is substantiated by this repudiation.  Thus, the immutable “authentic” 
ethnographic representation has destroyed ‘The Red Man’; the indigenous person 
“dying for having been ‘discovered’” (Baudrillard and Foss 1983, 13). 

Musically, the simulacrum of ‘The Red Man’ is heralded through the 
(mis)appropriation of indigenous music through a Western metaphysics of aesthetics.  
“That which is now described as dance, song and ceremony was (simplistically put) 
much more a way of passing on information including history, lore and law, than the 
recreational pursuits that are presently ascribed” (Immiboagurramilbun 2005 cited 
in Somerville 2012, 13).  This conceptualization of music is beyond a Western 
epistemology that considers music as a cultural byproduct rather than an 
ontologically inseparable part of the people and place from which it comes.  As a 
result, within a Western framework the “song” can be disentangled from its purpose 
and place and becomes knowable only as what the song is, not what it does, for 
whom, where.  Furthermore, additional violation occurs through the generation of an 
idealized form of generic pan-indigenous music through a process of aggregation.  
These generalized musical representations bear resemblance neither to the sonorities 
of any indigenous group, nor attend to the relationship of “song” to culture and, 

Bird, S. Elizabeth, ed.  1996.  Dressing in feathers: The construction of the Indian in American popular culture.  Boulder, CO: Westview Press.


Ross, Susan Dente, and Paul Martin Lester.  1996.  Images that injure: Pictorial stereotypes in the media. Santa Barbra, CA: ABC-CLIO.


Pratt, Richard Henry.  1973.  The advantages of mingling Indians with Whites.  Americanizing the American Indians: Writings by the “Friends of the Indian” 1880–1900.  Cambridge, MA: Harvard University Press: 260–71.


Alfred, Gerald R.  2005.  Wasase: Indigenous pathways of action and freedom. Calgary, Canada: Broadview Press.


Baudrillard, Jean, and Paul Foss.  1983.  Simulations.  New York, NY: Semiotext(e).


Somerville, Margaret.  2013.  Water in a dry land: Place-learning through art and story.  New York, NY: Routledge.
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more importantly, place.  Despite the fact that indigenous epistemologies, ontologies, 
and cosmologies are inexorably tied to land, musical generalizations serve as broad 
brush strokes painting all indigenous people the same shade of red.  This generic, 
pan-indigenous framework undermines the fundamental relation of people to 
country and instead offers a sonically abstracted sense of placeless commonality 
amongst disparate indigenous groups.  Detached from land and lumped together 
through this process of abstraction, the heralded “Red Man” becomes both 
homogenous and moveable.  Thus, atrocities such as the reservation system seem to 
be justifiable; indigenous peoples are assumed to possess neither uniqueness nor an 
attachment to place.  Furthermore, expressions of indigeneity that fail to correspond 
to abstracted pan-indigenous sonorities are denied their authenticity.  The heralded 
simulacrum of ‘The Red Man’ erases the indigenous person, and settler colonial 
occupation of land is tenable. 

The following quote from The Song of Hiawatha, an epic poem built upon 
misappropriated Anishinaabe narratives3, is offered in the opening of the first 
movement of Dwellers of the Western World: 

And they stood there on the meadow, 
With their weapons and their war-gear, 
Painted like the leaves of Autumn, 
Painted like the sky of morning, 
(Longfellow 1855, in Sousa 1910b, 2) 
 
“The Red Man” is a short work; a scant 182 bar moderato misterioso (2/2) “war 

dance” (Pisani 2006, 82).  A performance at tempo lasts a mere 3 minutes and 20 
seconds.  The work opens with a tonally ambiguous repetitive figure, first built 
around an ascending and descending perfect fourth (D, A, D) then around an 
ascending and descending tritone (E-flat, A, E-flat).  This brief introduction 
culminates with a pair of dissonant sforzando outbursts (see ex. 1).   

 

The anonymous and heavily critical review of Longfellow’s poem in the 28 December 1855 New York Times concedes that the poem “embalming pleasantly enough the monstrous traditions of an uninteresting, and, one may almost say, a justly exterminated race.” 

Sousa, John Philip.  1910b.  “The Red Man.”  In Dwellers of the Western World. Cincinnati, OH: The John Church Co.


Pisani, Michael V.  2006.  John Philip Sousa’s ‘red Indians’: A case study of race in music.  Nineteenth-Century Music Review 3: 73-88.  doi:10.1017/S1479409800000355.
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Example 1. Introduction to “The Red Man,” mm. 7-10 

 

The resultant tonal ambiguity, followed by sudden violent eruptions, fosters an 
atmosphere of uneasiness and tension.  This mood is perpetuated in the first section 
of the work as a G-minor melodic figure, accompanied by quick dynamic expansion 
and contraction, continues to be interrupted by quick crescendos and sforzando 
impacts.  In the second strain, beginning in bar 26, an ostinato of sharp, grace-noted 
quarter notes is introduced in the upper woodwinds (see ex. 2), evoking imagery of 
shouting voices or weird cries and howls (ibid., 83).   
 
Example 2.  Second Strain of “The Red Man,” mm. 26-31 

 
 
A wandering oboe and flute duet in G-minor dominates the third strand of “The Red 
Man,” offset by guttural downbeats every other bar in the lower winds, perpetuating 
the atmosphere of uneasiness and wildness established in the introduction and first 
two strains. 

The piece then modulates to a tonally deceptive trio section.  While the 
accompaniment initially seems to be grounding in E-flat-major, the melody and 
accompaniment ultimately settle into the relative key of c-minor.  The melodic motif 
introduced in this section consists of two long notes followed by a series of three 
quick descending notes (see ex. 3).   
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Example 3: Recapitulation of Trio Theme in “The Red Man,” mm. 154–61 

 

The accompaniment in this section, as throughout the piece, consists of a steady 
quarter note ostinato with heavy emphasis on the first of every group of four notes, a 
common motif used to represent the war drums of the simulacrum of ‘The Red Man.’   

The first movement of Dwellers of the Western World is a prime example of how 
the simulacrum of ‘The Red Man’ is heralded through musical representations.  “The 
Red Man” is composed rhythmically and melodically inferior to “The White Man.”  
At half the length, “The Red Man” serves the role as but a brief introduction to the 
main section of the suite; the simulacrum of ‘The Red Man’ marginalized and 
subordinated to the vastly superior simulacrum of ‘The White Man.’  The utilization 
of musical techniques that evoke imagery of war woops, war drums, and wild 
outburst (Pisani 2006) perpetuate the stereotypical depiction of the violent 
barbarian.  These misrepresentations are present in many other musical portrayals of 
indigeneity, from the infamous “Tomahawk Chop” deployed by Atlanta Braves fans 
(Cornel 1992) to the representation of Tiger Lily and Neverland Indians in the song 
“Ugg-a-Wugg” in the 1954 musical Peter Pan (Styne, Charlap, and Rittmann 1954).  
The utilization of stereotypical Western mischaracterizations of indigenous music 
and introducing them to new audiences further entrenches the authenticity of these 
representations.  The presumed legitimacy of rhythmic and melodic tropes utilized in 
“The Red Man” reinforce their ascription as accurate portrayals of indigenous music 
and allow for the dismissal of indigenous expressions that fail to conform to these 
Western expectations.  This act of heralding the simulacrum of ‘The Red Man’ serves 
as a mechanism of erasure for indigenous people. 
 

Pisani, Michael V.  2006.  John Philip Sousa’s ‘red Indians’: A case study of race in music.  Nineteenth-Century Music Review 3: 73-88.  doi:10.1017/S1479409800000355.


Cornel, Pewewardy D.  1992.  The “Tomahawk Chop”: The continuous struggle of unlearning “Indian” stereotypes.  Paper presented at the Annual Conference of the National Indian Education Association: Albuquerque, NM.
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‘“The White Man”’ and the Simulacrum of the Cowboy 
Considerable work has been done in the field of sociology and psychology to define 
“Americanism,” or that which makes Americans “truly American.”  Alexander Inkeles 
(1989) offers a psycho-social analysis of the core attributes that delineate the 
“American” from his European counterpart: patriotism, anti-authoritarianism, 
autonomy, voluntarism, optimism, innovativeness, and openness to new experiences. 
The sociologists Kleinfeld and Kleinfeld (2004) further elaborate the core tenets of 
Americanism as the spirits of free association, wildness, and enterprise.  The authors 
promote Americanism as an ideology of frontierism, embracing the visage of the 
cowboy as a symbol of nationalistic pride.  Though this framework purports a pan-
racial definition of Americanism, studies have shown that the American identity is 
often one of European whiteness (e.g. Devos and Banaji 2004; Huddy and Khatib 
2007).  Through a lens of “American = White” (Devos and Banaji 2004, 447), the 
simulacrum of ‘The White Man,’ the resourceful hyperindividual poised at the 
precipice of the empty expanses of the frontier (e.g. the cowboy) emerges. 

This spirit of frontierism, the visage of the cowboy, is a product of righteous 
antonym and authority, the mettle of Manifest Destiny.  This notion of not only 
religious authority but of moral obligation drives the simulacrum of ‘The White Man.’ 
It is this conviction that drove settler colonial western expansion for the better part 
of the 19th century and served as the foundation of United States foreign policy in 
the 20th and 21st century (Stephanson 1995).  Key towards the evocation of the 
simulacrum of ‘The White Man’ is the reformation of indigenous homelands as 
settler colonial “empty frontier wilderness” ripe for occupation (McCoy 2014).  
Furthermore, the hyperindividualization of the simulacrum of ‘The White Man’ 
erases the historic inequities that exist between white European settler colonialists 
and other peoples.  

 “American” music is replete with portraits of rugged frontiersmanship and 
religiosity.  Specific examples can be pulled from many conical works, particularly in 
the imagery evoked by popular American composers like Aaron Copland (the “Dean 
of American Music” [Pollack 2000]) and Ferde Grofé, both of whom utilize open 
harmonic structures and sweeping melodies to educe an impression of untamed 

Kleinfeld, Judith, and Andrew Kleinfeld.  2004.  Cowboy nation and American character.  Society 41 (3): 43–50.


Devos, Thierry, and Mahzarin R. Banaji.  2004.  American = white?  Journal of Personality and Social Psychology 88 (3): 447–66.


Huddy, Leonie, and Nadia Khatib.  2007.  American patriotism, national identity, and political involvement.  American Journal of Political Science 51 (1): 63–77.


Devos, Thierry, and Mahzarin R. Banaji.  2004.  American = white?  Journal of Personality and Social Psychology 88 (3): 447–66.


Stephenson, Anders.  1995.  Manifest destiny: American exceptionalism and the empire of right.  New York, NY: Hill and Wang.


McCoy, Kate.  2014.  Manifest destiny: A land education analysis of settler colonialism in Jamestown, Virginia, USA.  Environmental education research 20 (1): 82–97.


Pollack, Howard.  2000.  Aaron Copland: The life and work of an uncommon man.  Champaign, IL: University of Illinois Press.
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wilderness.  These visages of heroic adventure and open prairie echo the Manifest 
Destiny of the cowboy sentiment. 

The following excerpt from Joaquin Miller’s Columbus is used to introduce the 
second movement of Dwellers of the Western World: 

They sailed, they sailed.  Then spoke the Mate, 
"This mad sea shows its teeth tonight, 
He curls his lips, he lies in wait, 
With lifted tusk, as if to bite." 

Ah!  that night! 
Of all dark nights!  And then a speck- 
A light! A light!  A light!  A light! 
It grew, a starlit flag unfurled; 
It grew to be Time's burst of dawn; 
He gained a world; he gave a world 
Its grandest lesson, "On! and on.”  
(Miller 1900, in Sousa 1910c, 2) 

At almost 300 measures “The White Man” is almost twice the length of “The Red 
Man,” and a third longer than “The Black Man.”  In performance, the movement lasts 
well over seven minutes.  The piece opens with a tranquil andante cantabile 6/8 
introduction in the key of C-major (see ex. 4) and employs techniques similar to 
those used by Copeland and Grofé (such as open harmonies and flowing melody) to 
evoke pastoral imagery of empty (absent of indigenous people) frontier. 

Example 4. Pastoral Introduction in “The White Man,” mm. 1-4

After this introduction, the brass lead a transition to a g-minor allegro molto 
strepitoso section in 3/4 time through a series of descending chromatic figures.  
After this brief G-minor interlude, the movement returns to the introductory theme 
in C-major, accompanied by additional flourishes in the woodwinds.   

Sousa, John Philip.  1910c.  “The White Man.”  In Dwellers of the Western World. Cincinnati, OH: The John Church Co.
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Following a brass fanfare, this pastoral, nature theme transitions to a moderato 
maestoso choral of the hymn “Oh thou American, Messiah of Nations” in F-major 
(see ex. 5), seemingly an appeal to righteous authority and Manifest Destiny of the 
simulacrum of ‘The White Man.’ 

Example 5. Hymn Theme in “The White Man,” mm. 139-142

 After this hymn, The White Man moves into an up-tempo, cut-time moderato 
section in the key of C-major.  This section evokes imagery of settler colonial Western 
expansion, heralded by the use of percussive effects such as “mallet striking wood 
imitating chopping of trees” (Sousa 1910c, 10).  The piece then modulates to the key 
of F-major as the sound of chopping trees is supplanted by the employment of other 
programmatic techniques (such as the use of a hammer striking an anvil) to signal 
the transition of Western expansion to industrialization.  The piece makes a final 
modulation back to the home key of C-major for a rousing recapitulation of the hymn 
theme, accompanied by ornate flourishes from the upper woodwinds, a return to 
righteous authority and superiority.  Thus, the simulacrum of ‘The White Man’ 
emerges, heralded as the rugged capitalist who is religiously empowered to 
industrialize the open and empty (absent of indigenous people) frontier. 

The three attributes, hyperindividuality, the capitalist spirit, and religious 
authority, are perpetuated through much of Western music.  The basic conception of 
Western music reinforces hyperindividualization through the celebration of 
individual accomplishments.  Modern music awards are bestowed on individuals or 
groups of individuals far more often than ensembles.  For example, a brief perusal of 
the 2015 Grammy Awards demonstrates that it is far more common for an award to 
go to an individual (e.g. Album of the Year to Beck for Morning Phase) or group of 
individuals (e.g. Best Traditional Pop Vocal Album to Tony Bennett and Lady Gaga 
for Cheek to Cheek) than to a ensemble (e.g. Best Country Duo/Group Performance 

Sousa, John Philip.  1910c.  “The White Man.”  In Dwellers of the Western World. Cincinnati, OH: The John Church Co.
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to The Band Perry for “Gentle on my Mind”) (Rolling Stone 2015).  World-class 
orchestra conductors enjoy a “cult of personality” (Levine 2010), and history is more 
apt to remember a composer such as Beethoven for his nine symphonies than any 
ensemble for their performance of those works.  A significant and growing body of 
research explores the relationship of music and capitalism (e.g. Taylor 2012; 
Anderson 2014) and the ways in which various musical forms perpetuate 
consumerism (Maróthy 1974; Buxton 1983).  American patriotic music is replete 
with religion and appeals to righteous authority (e.g. Mark 1977; Meizel 2006).  In 
combination with the erasure of indigenous peoples, this evocation of the 
simulacrum of ‘The White Man’ makes settler colonial occupation of land tenable. 

“The Black Man” and the Simulacrum of the Savage 
Following the repeal of slavery, settler colonialism needed new mechanisms of social 
control in order to maintain White supremacy.  Out of this desire was born a 
framework through which the simulacrum of ‘The Black Man’ was produced as the 
savage.  ‘Black’ culture became associated with vice and crime (Marable 2000).  This 
conflation of the simulacrum of ‘The Black Man’ and savagery can be read in many of 
the discourses around current social movements.  The Black Lives Matter 
demonstrations in Baltimore and St. Louis, a vehicle for articulating the systemic 
disenfranchisement of black people in America, has been read by many in the media 
and some of America’s top civil leaders as an expression of “thug violence” 
(Feuerherd and Fredericks 2015).  It is precisely the pivot from justifiable outrage 
towards rhetoric of savagery that demarcates the simulacrum of ‘The Black Man.’  
Although the discursive association of blackness with savagery is far from totalizing, 
social theorist Michel Foucault (1970) notes that hegemonic discourses exert 
dominance not only by being asserted as true but by also requiring counter-
hegemonic discourses to be defined as their antithesis.  

Music heralding the simulacrum of ‘The Black Man’ has a long history of 
discursive association with vice and violence.  Ongoing rhetoric regarding rap and 
hip-hop music alludes to a dominate discourse heralding the simulacrum of ‘The 
Black Man’ as synonymous with criminal (e.g. Jones 1997; Johnson, Trawalter, and 
Dovidio 2000; Richardson and Scott 2002).  The conflation of “black” music and vice 

Rolling Stone.  2015.  Grammy Awards 2015: The complete winners list.  Rolling stone magazine (February 8).  http://www.rollingstone.com/music/news /grammy-awards-2015-the-complete-winners-list-20150208
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is not limited to modern iterations, however.  Similar arguments have been leveled at 
various forms of “black” music throughout history, from conflating Motown with 
excessive sexuality (Posner 2009) to the association of jazz music with sex and crime 
(Townsend 2000).  Furthermore, the evolutionary identification of black culture, as 
expressed in the discourses around various musical epochs, echoes the selective 
assumption of these styles by settler colonial society.  As each form gains popular 
acceptance within popular (white) culture, new musical styles become the assumed 
musical expression of “blackness” (Ziff and Rao 1997).  Thus, the simulacrum of ‘The 
Black Man’ as the savage remains even as the music that heralds him changes. 

The last stanza of Paul Laurence Dunbar’s poem “A Banjo Song” (1895) frames 
the final movement of Dwellers of the Western World: 

Now, de blessed little angels 
Up in heaben, we are told, 
Don’t do nothin’ all dere lifetime 
‘Ceptin’ play on ha’ps o’ gold. 
Now I think heaben ‘d be mo’ homelike 
Ef we ‘d hyeah some music fall 
F’om a real ol’–fashioned banjo, 
Like dat one upon de wall.  
(Dunbar 1895, in Sousa 1910a, 2) 

Dunbar was a popular 19th century African-American poet, playwright, and 
novelist known for his use of the “Negro dialect” in his works.  The popularity of his 
writings in this style is a reflection of his settler colonial audience’s eagerness to 
consume text in a “black vernacular” rather than Dunbar’s enthusiasm for the style, 
however.  In fact, Dunbar expressed concerns that his use of Negro dialect fixed black 
identity as incommensurable with the educated classes.  Despite both these 
expressed concerns and his extensive catalog of works writing in a more conventional 
English style, popular consumption has fixated on his dialect works (Nettels 1988).  
Furthermore, the affable section of Dunbar’s text used to introduce “The Black Man” 
is a mischaracterization of the overall work.  The stanza preceding the one presented 
here laments “Oh, de music o’ de banjo,/Quick an’ deb’lish, solemn, slow,/Is de 
greates’ joy an’ solace/Dat a weary slave kin know!”  Thus, this representation is both 
an expression of settler colonial desire for a specific depiction of blackness and, 
through the selective exploitation of Dunbar’s work, is an example of the selective 
assumption of black culture. 
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“The Black Man” is a 196-measure allegro brillante 2/4 ragtime march, just 
under four minutes in performance length.  The piece follows traditional ragtime 
form with an 8-bar introduction, followed by two repeated melodic motifs in F-major. 
As is traditional for rags, the melodic motifs of the first section are characterized by 
playfully syncopated rhythms (see ex. 6), echoing the affable selection of Dunbar’s 
poem used to introduce the work.   

Example 6:

The piece then moves to a development section in the dominant key of B♭-major, 

introducing many passing chromatisms in the melodic line.  The second strain of the 
development section is in the relative minor, g-minor, and is characterized by a quick 
sixteenth note melodic line in the upper woodwinds (see ex. 7).  

Example 7: Second Strain Sixteenth-note Melodic Line in “The Black 
Man,” mm. 70–7

Following a brief interlude, the movement returns to the key of F-major for reprise of 
the second melodic motif from the first section of the work.  The piece ends with a 
grandiose reprisal of the thematic material from the development section of the work, 
transposed to the home key of F-major.  
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The use of ragtime perpetuates the discursive construction of the simulacrum of 
‘The Black Man’ as the savage.  Ragtime music, a popular late 19th, early 20th 
musical form, met strong opposition for its association with violence and sexuality.  
As a musical form, it was perceived by some as the foil to traditional European music, 
“a music that represented to them [America’s cultural leaders] not the civilization 
and spiritual nobility of European art but its very antithesis - the sensual depravity of 
African savagery, embodied in the despised American Negro” (Berlin 2002, 32).  
Thus, the use of ragtime music to herald the simulacrum of ‘The Black Man’ can be 
read as evoking him concurrent with the “questionable resorts” (Johnson 1995, 102) 
and “saloons” (Harney 1924) from which the form supposedly originates.   

The assumption of the ragtime style also exemplifies the process of cultural 
appropriation as ragtime music transitions from an expression of “blackness” 
towards its assumption by settler colonial culture.  As settler colonialism subsumes 
and commodifies ragtime music into popular (white) culture, the simulacrum of ‘The 
Black Man’ transitions to being heralded through other musical mediums: the form 
may change, but the discursive attributes of the simulacrum of ‘The Black Man’ 
remains the same. 
 
Discussion 
The use of Baudrillard’s concept of the simulacrum in order to read racial discourses 
through Dwellers of the Western World opens up new learning opportunities for 
music educators and the students they serve.  The misrepresentations presented in 
Dwellers of the Western World provides a unique site for examining how music has 
been actively and tacitly complicit in the advancement of settler colonialism.  The 
work utilities styles and techniques that subjugate “The Red Man” and “The Black 
Man” to “The White Man”; however, these sonic representations are only effective in 
collaboration with accepted musical practices (e.g. the presumed validity and 
veracity of the representations) and when consumed by a receptive audience.  Thus, 
the issue is imbedded neither in the intrinsic meaning of the piece nor in the 
intentions of the composer, but rather in how Dwellers of the Western World taps 
into and maintains extant discourses.  The above analysis can be used to sensitize 
teachers and students to the normalizing function of music within settler colonial 
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society.  Unfortunately, troubled works such as this are often addressed either as 
relics of a historical past or avoided altogether due to their problematic nature rather 
than leveraged to affect change.  Although these acts of historicization and erasure 
may stem from moral and ethical concerns, both perpetuate “settler futurity” and 
ensure the continuation of settler colonialism (Tuck and Gaztambide-Fernández 
2013). 

When acknowledged, troubled works like Dwellers of the Western World are 
sometimes accompanied by apologetic program notes that situate the work within 
“antiquated” discourses.  Such a move allows the composition to be seen as part of a 
lamentable past: a relic of a sad chapter in the annals of Western culture.  This action 
is predicated on a failure to understand the ways in which the discourses that can be 
read through Dwellers of the Western World permeate Western society and continue 
to perpetuate settler colonialism.  This violence is not in the past but is read in the 
present; the damage is not just historical but ongoing.  To dismiss this damage as 
historical or born of a historical legacy is a failure to comprehend how settler colonial 
discourses serve as the foundation of Western society. 

Another possible response in the face of overtly racist representations such as 
those expressed in Dwellers of the Western World is expurgation.  Such a move 
could be theorized as a moral response, avoiding the perpetuation of oppressive 
discourses.  Unfortunately, simply removing explicit presentations of racism from 
curricula fails to address the substructures that provided the foundation upon which 
such representations could be founded.  This erasure of offensive content, though 
appealing to the settler colonialists’ sense of morality, serves an insular function and 
prevents a substantive transformation (Tuck and Gaztambide-Fernández 2013).  
Though it is imperative that offensive displaces be redressed, simply removing them 
(particularly when unaccompanied by a critique of current social relations) cannot 
meaningfully affect change. 

Conversely, Dwellers of the Western World can be used to stimulate 
conversations regarding the discourses that continue to allow for the perpetuation of 
settler colonialism.  Whether the work ought to be performed is an important 
question; however, what must be addressed is the enduring manner in which music 
continues to aid in the perpetuation of a hierarchical social configuration.  The 

Tuck Eve, and Rubén A. Gaztambide-Fernández.  2013.  Curriculum, replacement, and settler futurity.  Journal of Curriculum Theorizing 29 (1): 72–89.




Action, Criticism, and Theory for Music Education 15(2)        
 

 

Graham, Matthew C.  2016.  Heralding the other: Sousa, simulacra, and settler colonialism.  Action, 
Criticism, and Theory for Music Education 15 (2): 146–77.  
act.maydaygroup.org/articles/Graham15_2.pdf 

165 

simulacrum of ‘The Red Man’, ‘The White Man’ and ‘The Black Man’ continue to be 
heralded and it is this ongoing violence, maintained by (mis)representation, which 
must be confronted.  Rather than an artifact of a lamentable past, Dwellers of the 
Western World can be used as a window into our racist present.  By attending to the 
manner in which these portrayals serve as part of the foundation of settler 
colonialism, we can work with educators and students to promote the formation of a 
different subjectivity, one in tune with the intrinsic violence of such representations.   

Fostering a sensitivity and awareness of music and music education’s role in 
settler colonialism is an important and necessary step in decolonization; however, it 
is only a beginning.  This work cannot simply be epistemic in nature; changes in 
subjectivity must be accompanied by changes in being and praxis.  The following 
sections address both the potential and limitations of developing curriculum 
predicated on redressing systemic modes of oppression. 
 
(Anti)colonial Curriculum 
Eve Tuck and K. Wayne Yang (2012) underscore the limitations of anti-oppressive 
curriculum predicated solely on elucidating the ongoing violence of settler 
colonialism: 

We agree that curricula, literature, and pedagogy can be crafted to aid people in 
learning to see settler colonialism, to articulate critiques of settler epistemology, 
and set aside settler histories and values in search of ethics that reject 
domination and exploitation; this is not unimportant work. However, the front-
loading of critical consciousness building can waylay decolonization, even 
though the experience of teaching and learning to be critical of settler 
colonialism can be so powerful it can feel like it is indeed making change.  Until 
stolen land is relinquished, critical consciousness does not translate into action 
that disrupts settler colonialism.  (Tuck and Yang 2012, 19) 
 
As Tuck and Yang articulate, key to any discussion of an anti-colonial curriculum 

is the insistence that creating the possibility for the formation of a different 
subjectivity is only a small step towards upsetting settler colonialism.  Knowledge 
must not be seen as an end in and of itself but rather as one necessary part of 
decolonization; it must be intertwined with transformative praxes.  In the United 
States, public education has been deployed as a knowledge-production project built 
around Herbert Spencer’s (1860) famous question: “what knowledge is of most 
worth?”  (quoted in Broudy 1982)4.  Through this disaggregation of knowing from 

Tuck, Eve, and K. Wayne Yang.  2012.  Decolonization is not a metaphor. Decolonization: Indigeneity, Education & Society 1 (1): 1-40.
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Interestingly, Spencer’s article talks at length regarding the relationship between “knowledge of most worth” and the ontological question “how to live.”  Only the former question has driven curriculum theory and education policy for the past 150 years.
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being, an artifact of Western metaphysics, education can simultaneously espouse 
critical philosophy while dogmatically adhering to Western ways of being.  Thus, an 
omnipresent danger exists as long as ontology remains estranged from epistemology 
(Watts 2013); settler futurity is maintained as an ontological state through epistemic 
“moves to innocence” (Tuck and Gaztambide-Fernández 2013).  Any curriculum that 
fails to acknowledge that settler colonialism is, at its core, about the occupation of 
land is doomed to perpetuating the very systems it wishes to disrupt. 

Anti-colonialism is a project to “dismantle the colonial project in all of its 
current manifestations” (Simpson 2004, 381, emphasis added).  To posit an anti-
colonial curriculum from within the settler colonial institution of public instruction is 
to begin with an unresolvable paradox; settler colonialism cannot dismantle itself 
(Lorde 2003).  Those of us embedded in such a system are in an untenable position, 
as neither action nor inaction is entirely morally defensible.  When faced with the 
atrocities of settler colonialism, situated individuals must decide how to act.  One 
possible move is to push against oppression from within the system, even if the tools 
wielded towards this end reify aspects of the oppressive regime.  It is a move of 
(anti)colonialism; a push against settler colonialism while acknowledging that these 
actions may reinforce aspects of the very system they purport to disrupt.  The parens 
are an acknowledgement of limitation, a caution from under-considered action, and 
a disruption of the totalizing authority of (anti)colonialism as a praxis intertwined 
with new ways of knowing and being.  Knowledge may be the means of this endeavor, 
but its material change that is the ultimate aim; public education is not only an 
epistemic project but also an ontological one (Packer and Goicoechea 2000).    
 
(Anti)colonial Music Education 
Core in theorizing an (anti)colonial music curriculum is attending to the limitations 
and dangers of this project.  Two such concerns are that (1) ameliorative efforts may 
be subsumed by the oppressive systems they aim to disrupt and (2) attempts to 
redress inequity may inadvertently support unforeseen modes of oppression.  
Consider the tandem example of Irving Berlin’s “God Bless America” and Woody 
Guthrie’s “This Land is Your Land,” two pieces commonly used in elementary 

Watts, Vanessa.  2013.  Indigenous place-thought and agency amongst humans and non humans (First Woman and Sky Woman go on a European world tour!).  Decolonization: Indigeneity, Education & Society 2 (1): 20-34.
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classrooms (both are included as part of the National Association for Music 
Education’s [NAfME] Get America Singing ... Again! Campaign [Seeger 1993]). 

The exact genesis of “God Bless America” is something of a myth (Kanskowiz 
2013); however, it is generally accepted that composer Irving Berlin wrote the work 
as part of a musical revue6 while stationed at Camp Upton during the First World 
War (Colins 2003).  The work was ultimately cut from that show and relegated to 
Berlin’s archives until 1938.  At the precipice of the Second World War, Berlin 
rediscovered the work and offered it Kate Smith, a popular vocalist and radio 
personality.  The song was included in her show, The Kate Smith Hour, on the eve of 
Armistice Day, 10 November 1938.  The performance was a resounding success and 
led to calls for additional presentations, copies of the sheet music, and recordings 
(Kanskowiz 2013).  The song broached the Billboard music chart’s in both spring 
1939 and again summer 1940 (Hayes 1995).  The lyrics of the song can read as a plea 
for religious support and guidance (“God bless America, land that I love/Stand 
beside her and guide her/through the night with a light from above” [Berlin 1939]), a 
song of unity and peace in the face of rising fascist sentiments abroad. 

Although “God Bless America” was intended as a peace song and has been used 
in both civil rights movements and labor rallies (Kanskowiz 2013), the song also has 
a troubled history.  The work can be read as eliciting notions of religious authority 
and blind nationalistic allegiance, the mettle of Manifest Destiny.  In hearing the 
song on the radio, the popular folk singer Woody Gunthrie felt a strong sense of 
disconnect from this celebratory anthem and the gross iniquity and rampant 
suffering he experienced in his life and travels (Klein 1999).  Guthrie’s renown work, 
“This Land is Your Land,” was composed in 1940 as a response to “God Bless 
America” (Jackson 2002).  

In its original iteration, “This Land is Your Land” included several “protest 
verses” and celebrations of collectivism (Spivey 1996).  Over time, however, the 
intention and meaning (as well as the lyrics themselves) were softened.  “This Land is 
Your Land” is now often used to promote the very same blind allegiance Guthrie was 
criticizing in “God Bless America” (Jackson 2002).  In addition to the subsumption 
of “This Land is Your Land” by the blind patriotism it aimed to upset, the piece also 
can be read as advancing an equitable ideology in a manner that simultaneously 
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reifies other modes of oppression.  Consider the first phrase of the song: “This land is 
your land.  This land is my land” (Guthrie 1958).  These ten words overflow with 
meaning: the differentiation of “you/your” from “me/my,” the propertization of land, 
and land’s subordination to the “you/your” and “me/my.”5   Thus, even this 
ameliorative effort reifies unanticipated and unforeseen modes of oppression.  

The brief analyses of “This Land is Your Land” and “God Bless America” in this 
section and Dwellers of the Western World earlier are not intended as examinations 
of intrinsic meaning of each work nor interrogations of their respective composer’s 
intentions.  Instead, these analyses highlight how music and music education has 
been engaged in the advancement of settler colonialism, or — perhaps more simply 
— emphasizes that music and music education matters.  Like curriculum in general 
(Phillips and Hawthorne 1978), music curriculum is always political.  At times, 
aspects of these politics are overt.  In “This Land is Your Land” and “God Bless 
America,” the political aim can be read in the lyrics.  In Dwellers of the Western 
World, the politics can be read in the evocation of the simulacrum of ‘The Red Man,’ 
‘The White Man,’ and ‘The Black Man’.   

Politics in music and music education run deeper than these overt presentations, 
however.  There is a politics to instrumentation, a politics to harmonic, melodic, and 
rhythmic structures, and a politics to music’s purpose.  Through music curriculum, 
each of these are discursively established as norms; they come to define what is 
“True,” Absolute,” and “Natural” rather than be understood as cultural productions.  
(Anti)colonialism is a call to recognize and acknowledge that, at its core, what we 
teach is one of a multitude of possibilities (all equally “True,” “Absolute,” and 
“Natural” or not), and that the mode of being normalized through curriculum is, at 
the expense of others, ways of being in the world.  This pluralistic notion is 
fundamentally different from a naive “multiculturalism” in which the “other” 
remains the deviant, different from the norm.  Rather, it is a call for decentering the 
normalizing function of music curriculum, to question that which is considered 
“good” or “classical,” and acknowledge that our own positionality limits our purview 
for what music is and can be.  There exists the potentiality for other conceptions of 
music in other cultures and contexts.   
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(Anti)colonialism cannot only be about identifying the mechanisms for 
perpetuating certain social and material relations, however.  Fundamentally, it is our 
complacency within these systems of oppression that has allowed for their 
continuance.  An examination of these processes merely affords us a distraction from 
our culpability, allowing for the preservation of settler colonial privilege and 
occupation (“settler moves to innocence” [Tuck and Yang 2012, 1]).  
(Anti)colonialism is a call to examine how we are actively engaged in the political 
process of maintaining this systemic oppression.  It is not an absolution of our 
complacency within that system; there is no freedom from that guilt to be found.  
Rather, the hope is that through the creation of a space for the formation of a 
different subjectivity, there exists the possibility of affecting material changes.  Until 
this ontological shift, however, we, as music educators, music consumers, and 
participants in settler colonialism, remain culpable.  The simulacrum is heralded by 
and through us; we are the instruments of settler colonialism.  
 
Conclusions: Limitations and Concerns 
It is of great concern that by tacitly supporting the superstructures that allow for the 
perpetuation of the settler colonial state, (anti)colonialism may be antithetical to 
decolonization.  This concern must be weighed against the consequences of all other 
actions, as the possibility to affect change exists only in action.  The adoption of an 
(anti)colonial curriculum does not absolves an individual of his or her responsibility 
for the continuance of settler colonialism.  Instead, (anti)colonialism must be seen as 
one possible avenue of redressing inequity from within the inherently oppressive 
system we are all culpable for perpetuating.   

The analysis and discussion provide above identifies how settler colonialism has 
been perpetuated by music and music education in order to leverage this knowledge 
in order to reconceive an anti-oppressive music curriculum.  If the end goal of 
decolonization is reparation of indigenous land and recognition of native sovereignty, 
then this curricular project can only be one part of that larger project.  Through the 
adoption of an (anti)colonial curriculum, music education can become a site of 
disruption within settler colonialism and become a space for decolonization to begin. 
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Notes 

1 Baudrillard offers this quote in Simulacra and Simulations but later articulates it as 
an intentional and purposeful fabrication (Smith 2005).   

2 Drawing from the language of Sousa’s (1910) Dwellers of the Western World, this 
paper uses the term “The Red Man, ‘The White Man’ and ‘The Black Man’ in 
quotations reference to the discursively constructed simulacra and the italisized The 
Red Man, The White Man, and The Black Man to refer specifically to the three 
movements of Sousa’s Dwellers of the Western World. 

3 The anonymous and heavily critical review of Longfellow’s poem in the 28 
December 1855 New York Times concedes that the poem “embalming pleasantly 
enough the monstrous traditions of an uninteresting, and, one may almost say, a 
justly exterminated race.”  

4 Interestingly, Spencer’s article talks at length regarding the relationship between 
“knowledge of most worth” and the ontological question “how to live.”  Only the 
former question has driven curriculum theory and education policy for the past 150 
years. 

5 Singer and organizer Jimmy Collier was confronted regarding the meaning of the 
lyrics at a 1968 performance of This Land is Your Land by Henry Crowdog, a 
member of the Sioux Indian delegation.  This incident lead to the composition of a 
new verse by Cappy Israel 

This land is your land, but it once was my land 
Before we sold you Manhattan Island 
You pushed my nation to the reservation, 
This land was stole by you from me. 
(Seeger 1993, 145) 
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6 It is also important to note that the revue in which God Bless America was intended 
to be included, Yip, Yip Yaphank, as well as the 1943 film based on that review, This 
is the Army, also included a performance of Berlin’s classic song Mandy.  In this 
number, white male soldiers perform a chorus line in blackface, drag, and 
“demeaning costumes associated with servitude” (Culbert 2000, 47–8).  One can 
read gendered racial discourses in this evocation of this particular simulacrum. 
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