Does Serious Music Belong in Pop?

Borrowings from Stravinsky in the Music of Frank Zappa

Andre Mount

Abstract:

Crossover music, from Paul Simor@sacelandto Gunther Schuller’'s Third Stream, is generally
presented as dismantling socio-musical boundarFigis.understanding, however, is incomplete.
Even as it achieves a sense of stylistic hybrigitgssover music simultaneously reinforces
longstanding musical barriers. In this vein, Fr&iappa’s quotations of music by modernist
composers in pop-centric contexts—often presergead“aissing link” between cultivated and
vernacular traditions—ultimately depend on the wasttof stylistic juxtaposition. This paper
explores various types of borrowing that appeatappa’s music, and shows that, depending on
the structural significance of the borrowing, tlEguire meanings that confront perceived
barriers between “high” and “low” art.

From Zappa’s borrowing-rich repertoire, this paisefates quotations of music by Igor
Stravinsky. “Status Back Baby” (1966) forms thetegpiece of my analysis. An intentionally
mundane pop song, “Status Back Baby” integratesdnefragments from the first tableau of
Petrushkaand bases its harmonic structure on Stravinskgtatonic/diatonic schema. By
integrating the quotation in this manner, Zappadaively appropriates the very technique of his
modernist forbears.

| supplement this examination with discussionstbkopieces by Zappa that draw from
Stravinsky in different ways: “In-A-Gadda-Straviysland “Fountain of Love.” Each of these
pieces highlight the musical contrast of mid-cepfuwp music with Stravinsky’s avant-garde
modernism. But Zappa repeatedly claimed that seskuges were philanthropic, intended to
bring “serious music” to a lay audience—Iloss leadeeant to seduce the listener into
appreciating more challenging repertoire.

Despite the disparate means of conception and aaacthe effect of these quotations relies on
the contrast between musical traditions. Althodghdpecific implications of each depend on
their structural integration, in both cases bouisgaare reinforced as much as blurred.



Frank Zappa regarded the division between art narsicpop music as a social
construction and, as such, an arbitrary obstadhéstareative authenticity. He regarded the
music from both categories as equally valid—andalg@enjoyable—and claimed to want to
share his experience with whoever would listen.ohgpanying this motivation was a perennial
desire for the social cachet that comes with baingspected composer of “serious” music.
While never escaping the reputation of a populasioian, he pursued productions of his
orchestral compositions, even when most turnedmbé financially disastrous.

In an effort to bring culturally edifying music sowider audience—and to elevate the
status of his own work—Zappa allied himself withitaen twentieth-century composers.
Instances in which Zappa borrowed art-music mdtand inserted it into pop-music contexts
provide a particularly ripe venue for exploringgbkemotivations. In this paper, | direct my
attention to those moments in Zappa’'s composivamsre he himself explicitly acknowledges
the influence of the avant-garde by borrowing fnmmsic by Igor Stravinsky. | focus on
instances of direct musical borrowing: cases incWla source composition can be identified.
Isolating these explicit moments will inform ourderstanding of how this influence extends
more ambiguously to other contexts as well.

| highlight Zappa’s use of Stravinsky’'s music fewveral reasons. To begin with,
Stravinsky borrowings appear with greater frequancappa’s music than those from any other
source. Zappa drew from a number of compositionStbgvinsky and did so with remarkable
consistency throughout his career. He claimed v t@rrowed this music primarily as a means
of subversively promoting his own, less accessimek. As he explained to tHeew York

Times in 1966: [See Slide 2.]



Rock is the only living music in America today.sl@élive. I'm bringing music music to our rock
arrangements. Stravinsky in rock is like a get aaufed offer, a loss-leader. It's a gradual
progression to bring in my own “serious” music.

In this sense, Stravinsky’s music served as a gatéor Zappa and his listeners: a middle-
ground between rock and “serious” composition. Uldcargue that the influence also runs much
deeper, extending beyond Zappa’s compositionabiaictit informs his discourse and the
reputation he cultivated for himself as a compageespectable art music.

Stravinsky’s music held great resonance for Zaplgeenjoyed listening to it—claiming
at one point to have listenedTbe Rite of Springore than “any man in the world’He also
expressed a sincere desire to share this enthusiashe music with others. Of course, much
like Zappa’s own fans, who find their listening exignce swayed as much by his discourse as
by the experience of listening to his music, Zapgaéasure in listening to Stravinsky was
informed by similar extra-musical forces.

It is necessary here to distinguish between reahty perspective. Zappa'’s understanding
of Stravinsky, and the biography and receptioniginhusic, is often informed more by the
mythology surrounding the elder composer than kyysmier historical or analytical analysis.

For Zappa, the idea that the riot accompanyingtieenier ofThe Rite of Springvas incited by
bold dissonance and jarring rhythms, would havefaadreater resonance than an account
considering the performance space, the weathemast revealingly, the choreography. For

Zappa, such considerations would have watered dbevdefiant force of the music’s reputation.

! Robert Shelton, “Son of Suzy CreamcheeBkiv York TimesDecember 25, 1966, X12.

2 Rip Rense, “A Unique Musical Force or BlasphemBresak: Which Is Frank Zappa?he Valley News [Van
Nuys, CA](June 27, 1976): http://www.afka.net/Articles/190% The_Valley News.htm.
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In most cases, Zappa’s loyalty lies with what RichiBaruskin calls the “Stravinsky myth-
the legend, as understood by the non-historiarttedon-musicologist.

Exploring this relationship, | take, as my primaxample, Zappa’s “Status Back
Baby”—a short, doo-wop infused pop song, the briofgehich contains several melodic
fragments borrowed from the first tableau of Stnaly’s 1911 balletPetrushka[See Slide 3.]
Inspired by Zappa'’s self-professed modernist apgrda composition, an analysis of
correspondences between the fragments and theicomt@xt will demonstrate the
embeddedness of the borrowings and inform a nedingaf the text. The impetus for this
inquiry lies with Zappa'’s biography and his discgion the nature of his profession. His
formalist take on the act of composition seemswiteé such an approach.

We may, like Zappa, view the intertwining of pophwpre-existing art music as
dismantling socio-musical boundaries, but this usi@dading would be incomplete. Although it
achieves a sense of stylistic hybridity, it simaétausly reinforces longstanding musical barriers.
| will conclude with a more general discussion ofhattempts at cross-genre synthesis

ultimately depend on the contrast of stylistic ppasition.

* * *

On the surface, “Status Back Baby” is a relativshaightforward pop song. Each of its
four verses consists of an A section in G major adsection in the relative minor. [See Slide
4.] The B sections transition back to the openiragemal by altering the repeated melody and
ascending to D. The melody then steps down to Gghwik heard as tonic once again at the

beginning of the next verse.

% Richard Taruskin, “Stravinsky and Us,” Tine Danger of Music and Other Anti-Utopian Esséysiversity of
California Press, 2008), 424.



For the third verse, the vocals are replaced wistrumental solos: alto saxophonist
Bunk Gardener provides a solo for the A section|exbappa fills out the B section with a brief
guitar solo in the style of Johnny “Guitar” Wats@appa’s solo, however, does not lead back to
G major in the manner prescribed by the precederges. Rather, the concluding D, once
achieved, is sustained. This is followed by a l&idgction which continues the D pedal and
features a second Zappa solo made up of three métagments borrowed frofetrushka
Example 2 provides a transcription of the solo aeatifies the fragments throughc. [See
Slide 5.] After fragment, the guitar solo and the D pedal abruptly stop &edehsemble
presents a findPetrushkaborrowing: the “Easter Song.” As Petrushkathis melody is heard
here as an arrival—a climax in the case of “St&8ack Baby.” The bridge proceeds in G Dorian
until a B/D dyad inflects the key back to G major.

Influenced by the preceding material in G majoe, listener will likely hear the sustained
D throughout the bridge as a dominant pedal. TheoledPetrushkafragments will therefore
be heard as either conforming to or rubbing agdivestistener’s sense of tonality. Fragmant
fits in G major, but is retroactively reinterpretasl a tonicization of D major with the
introduction of € in fragment. Fragment, however, upsets the tonal stability of this D-onaj
hearing. With its Bs, C naturals, and F naturals, fragmeimtitiates an abrupt modulation to G
Dorian with a pedal D.

To experience the fragments in this way—as occgiinira decidedly tonal context—
indicates a departure from their sourceP#trushkathe listener’s sense of tonality is fleeting,
or at least undermined by the harmonic stasisefrdmolos that accompany each of the
fragments in question. In the opening gesturegkample, the flutes seem to imply D major, but

the lack of harmonic motion and the conspicuougmbes of the third scale degree prevent any



confirmation of this suspicion. In “Status Back Bgdlon the other hand, the initial three verses
establish a sense of tonality which, once estaduisls difficult to shake.

Examples 3 through 5 show the sources of eachedirdigments through c. [See Slides
6-8.] In their original context, each of the fragmeappears with the same harmonic support: D,
E, G, and A, a (0257) tetrachord. [See Slide Stati&s Back Baby” presents a similar case: all of
the borrowed fragments are presented at theirraigitch level over a consistent D pedal—
which we may think of as an abbreviated simulabb(DEGA). UnlikePPetrushkahowever, the
overall context of “Status Back Baby” is decidettipal. The relocation of the fragments to this
new setting has a direct influence on the effe¢hefborrowing: specifically, the jarring
modulation to G Dorian brought on by fragmeni the bridge. Lest one hear the borrowed
fragments as tacked on or superficial because®fiiteruption, Zappa compensates for the
effects of re-contextualization by integrating eartset-class characteristics of the borrowed
material elsewhere in the song.

The accompanimental figures in each A section tdttis Back Baby” behave similarly,
though here the music is more heavily weighted tdg/¢onality. [See Slide 10.] While the vocal
and alto saxophone parts derive exclusively frotohgis belonging to G major, the bass guitar’s
F natural subtly thwarts the listener’s sense gf Eemultaneously, the alto saxophone
arpeggiates a minor seventh chord on E. This ceasés the transition between the G-major A
sections and E-minor B sections of each verse mbaang the pitches of both tonic triads.
More importantly, the bass arpeggiation (CDFG) bg#oto the same set class as the tremolos
accompanying each of the borrowed fragments i tr@inal setting. In other words, the bass
part presents a linearization of the ubiquitous{Qzaetrachord fronfPetrushkés first tableau. In

the bridge, this accompaniment is reduced to despitch class (D). Here, the entire set class is



found intact. [See Slide 11.] Furthermore, thecatétion of the bass line is an exact
transposition of the triplet eighth notes descegdiiom the high A. Zappa even retains the
triplet rhythm; though here it is offset to begim the beat.

The vocal melody in the first measure of Exampie &lso built from the (0257)
tetrachord. In this case, it shares the same pilads content as the tremolos fr@®trushkaD,
E, G, and A. [See Slide 12.] None of the (0257attords in “Status Back Baby” present an
immediately audible connection Retrushka Given that both the bass arpeggiation and the
vocal line conform to the melodic idioms of thistsof pop music, these set-class correlations
may constitute an intentionally concealed borrowihgo, this wouldn’t be a unique case in
Zappa’s repertoire.

Another example is “Fountain of Love,” the tenthdk on Zappa’'s 1968ruising With
Ruben & The Jetsvhich fades out with a typical doo-wop vamp repegathe titular phrase with
background vocal “00"-ing. Zappa points out that thelody is partly derived from “Sincerely,”
a 1954 doo-wop hit by The Moonglow§See Slide 13.] But among the many musical
borrowings to be found on the album, this one isjum for it also derives from the opening
bassoon gesture dhe Rite of Spring-a borrowing that Zappa proudly revealed in numsrou
interviews.

In “Status Back Baby,” however, Zappa meant faehers to recognize the borrowings.
He was aware that the reference might go by unedind at times felt compelled to
compensate in live performances by announcing dneing at the beginning of his solo. Even

if the specifics of the borrowings are not recogdiby the audience, Zappa makes his intentions

* Frank Zappa and Richard Blackburn, “’50s Teenageis’'50s Rock, Evergreen Reviewo. 81 (August 1970):
http://www.afka.net/Articles/1970-08_Evergreen.htm.
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clear. The borrowings may be structurally embed@eattheir effect relies on listener
recognition.

Zappa saw Stravinsky as one of the most complexpabticly controversial composers
of the twentieth century. | would suggest thatuoiing Stravinsky’s music Zappa is also
attempting to invoke the same sense of provocatitich had been associated with composer
since 1913 with the notorious debutldfe Rite of SpringBorrowing fromPetrushkatherefore,
imbues a certain degree of rebelliousness on Zappasic. The quality was one that Zappa
surely relished. In “Status Back Baby,” howeversitmpossible to know if listeners would have
interpreted the Stravinsky borrowings as a sighahdical insubordination or simply as a
reference to a composer of popular and unthreajeratiets. To some listeners, Stravinsky’s
music—having long since been canonized—would havencanded a certain degree of
reverence. Subjectir@etrushkao the low-brow pop context of “Status Back Babyight be
seen as intentional sacrilege.

Juxtaposition of this sort is common in Zappa’'srboaings from Stravinsky. He seems to
have delighted in the apparent irony of high awd éot being forced together. A striking
example can be found on the 1988 alb@uitar.’ The track “In-A-Gadda-Stravinsky” makes its
content clear from the title. The piece begins i highly recognizable bass riff of Iron
Butterfly’s “In-A-Gadda-Da-Vida.” [See Slide 14.]riQop of this, the rhythm guitarist plays
regularly-spaced, syncopated chords that rub aigdiesstablished meter. Shortly thereafter,
Zappa’s electric guitar solo commences with thenopemelody ofThe Rite of Springrhe
effect is striking, but was it planned? Did Zappstiuct his bassist to use the Iron Butterfly riff?

Or was Zappa'’s reference to Stravinsky inspirethieymetrical contrast between the other

® Frank ZappaGuitar, Barking Pumpkin D1 74212, 1988.
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musicians? Given the improvisatory nature of thekwone can only speculate as to Zappa’'s
intentions. Nonetheless, the juxtaposition of tHeseborrowings has an immediacy that is hard
to ignore.

As in “Fountain of Love” or “In-A-Gadda-Stravinskythe borrowed materials in “Status
Back Baby” have a complex relationship with theirgical surroundings—characterized by both
integration and contrast. On the one hand, Zapegrates harmonic material frofetrushka
throughout the song in order to blunt the edge betwthe borrowed fragments and their new
setting. On the other, the intended effect of therdwing relies on an ironic contrast of art and
pop; of Stravinsky and doo-wop. The fragments shi@tbe there, and yet, perhaps, that is why
they work.

This relationship is closely reflected in the tekthe song. [See Slide 15.] The narrator
expresses frustration at the social expectatiommssgbeers and struggles to fit in. He finds
himself at the whim of forces beyond his contrdieTparallel with the eponymous puppet in
Stravinsky’'sPetrushkas obvious. In this reading, the Charlatan’s oppiee influence over
Petrushka mirrors the ingrained social structura tfpical American high school, and Zappa’s
decision to borrow fronPetrushkasuggests the inevitability of social conformity.d typical
ballet, dancers are restricted to the specificatmiithe choreographfetrushkaakes the
concept one step further through its depiction plippet. In reality, the movements of both
characters, Petrushka and the Charlatan, areetichgt Michel Fokine’s choreography. But the
appearance of heightened submissiveness remaitisitmpnetheless.

The majority of Zappa’'s commentators have tenddtetr “Status Back Baby” as
autobiographical, equating Zappa’s voice with tbee of its estranged narrator. My reading of

the song also refers to Zappa’'s biography but naeas explicitly. | see a parallel between the



act of musical borrowing and the thematic contérthe song. Musically, Zappa transforms both
the borrowedPetrushkadragments and the context in which they appeared@ntier version of
“Status Back Baby” from 1964—included on a demardimg of an unfinished rock opera
entitledl Was a Teenage Maltshegid not include any borrowings from Stravinsky.atihey
appear in the later version of the song suggeatsatterations to the verse sections were required
in order to accommodate the newly ad@atrushkadragments. The set-class correlations
between the fragments’ source and the newly congpasangement of the song secure the
structural embeddedness of the borrowing, but kireately unable to subdue the audible
contrast. Meanwhile, the narrator of “Status Baehy8 feels oppressed—a sentiment with
which Zappa sympathized and projected dPétrushka Anxious to boost his spirits, he “tries
like mad to get his status back” but cannot helieaéing his true self via Zappa'’s guitar solo.

ThePetrushkaragments are as foreign to the pop context asdhetor is to his peers.

In this sense, they represent the narrator’s itleasi a unique individual. The narrator and the
borrowings retain an abrasive relationship withrtearroundings despite the ultimately
superficial manipulation of social status or muktcansformation.

This interpretation correlates with Zappa’'s aminisido secure his reputation as a serious
composer. Zappa revealed a deep-set desire t&de sariously as a composer of art music,
largely because of the compositional constrainterfeuntered in the world of pop. The textual
implications of “Status Back Baby” reflect his unskanding of social elevation. The presence of
the Stravinsky borrowings establishes him as a @isseur. But more importantly, Zappa
mimics the very technique of those whom he ideggifis his forbears. Borrowing from

established borrowers seems an attempt at gainemgb@rship within the modernist avant-



garde. The act of musical borrowing, in other woslsiultaneously facilitates and embodies the

pedestal which Zappa built beneath himself.

* * *

Zappa’s Stravinsky borrowings, like all of his appriations from the avant-garde,
confront socio-musical barriers and attempt to distie these obstacles to creative expression.
This antagonistic sentiment runs throughout muchagipa’s work and is shared by a number of
other composers and musicians. Artists as diverddike Patton, David Byrne, Kate Bush, and
Paul Simon have all shown similar ambitions. | &femring here to the phenomena which the
music industry callsrossover musja term that has its origins in record sales shavthen
music that is generally considered to reside ingerae gains popularity elsewhere, it is said to
“cross over” from one chart to another. Of couthese categorizations are highly problematic.
Although alleged to be rooted in concrete musibalkracteristics, they are highly dependent on a
number of socio-cultural influences.

In hopes of avoiding the slippery issue of how sgehres are defined, | use the term
“crossover music” as a marker of artistic interdni concerned with cases where the artist
actively and knowingly combines aspects of distmasical traditions. Crossover music in this
regard is often said to be motivated by a desiengure the creative freedom of the artist. On a
localized level, producers of crossover music arecerned with achieving a sort of personal
musical utopia. Crossover artists want to brea frem the socially imposed constraints that
hinder their artistic freedom.

On a larger scale, crossover music often carrieéimner of peaceful interpersonal
relations—social harmony through musical collaboratind cooperation. Consider the case of
Paul Simon’s 1986 albu@raceland which generated a marked degree of notorietyhfese

very reasons. The participation of South Africarsioians orGracelandled to accusations that
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Simon had violated cultural boycotts levied agathstapartheid government. Concerns about
cultural imperialism and accusations taacelandupholds harmful racial stereotypes
complicate the reception of the album even furtBet, as Louise Meintjes points out in her
detailed analysis dbracelandand its circumstances, Simon carefully avoids aention of the
apartheid government in his music and discoursejrig the album politically ambiguodg§See
Slide 16.] Through all the accusations, Simon asdpologists have maintained that the record
was simply meant to portray a positive exampleaitaborative music making.

It is not my intention to rekindle the controvemyroundingGraceland but rather to
consider the motivations of the musicians involv@&non approaches his music with a certain
predisposition towards aesthetic autonomy. Whecdldims that he “just fell in love with the
music and wanted to play,” he implies that musit loa isolated from its socio-political
circumstances. But music and context cannot bercieb In her writings oraceland
Meintjes demonstrates the strength of this conaedubr listeners and critics. | argue that the
same holds true for the musicians, even if theynatehemselves aware of it. Writing on the
collaborative processes Giracelands genesis, Simon notes how South African elements
became intertwined with his own musical ideas astet® He describes the backgrounds and
social circumstances of his collaborators, themtinowledging the cultural and political
implications of their music.

Regardless of intention, crossover music cannaesgelthe stylistic synthesis it attempts.

It relies on socio-cultural boundaries even agitfronts and attempts to dismantle them. In all

® Louise Meintjes, “Paul Simon’s Graceland, Southi@sf, and the Mediation of Musical Meaning,”
Ethnomusicologg4, no. 1 (Winter 1990):; 37-73.

" Charles Hamm, “Graceland Revisite®8pular Music8, no. 3 (October 1989): 299.

8 Liner notes foiGraceland
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of these cases, much of the purported value of sudic lies with its ability to bring together
disparate art forms. In the absence of othernegssover music would lose its value.

An equally influential motivation for producing @sover music concerns the
accumulation of economic and cultural capital. MBéhster, in his study of the hybridized
iconography of country music videos, notes the ¢eg of the music industry to expand into
new markets for financial gain. As Fenster writess typically occurs in three stages: 1) the
identification of a new promotional medium; 2) thevelopment of individual conventions; and
3) the establishment of new promotional tdolsvould argue that crossover music is always
mediated by these motivations, though the speaiiesot so straightforward. In the case of
country music videos, the potential for financialrgis obvious. But what of Zappa'’s attempts to
hybridize art and pop?

Surely Zappa did not expect a tremendous spikedard sales by introducing his work
to classical music audiences. It seems likely timdy the most open-minded of art-music
consumers would even give his music a chance.drctdse, the incentive is not to branch out
into a new market, but to achieve the lucrativeutapon of an innovator. With his borrowings
from the avant-garde, Zappa plays the pop musicaasaalor—collecting artifacts from the
world of art music and displaying them within a pmgmtext. By providing his audience with
exciting new sounds, Zappa promotes his fluendyoih types of music, establishing for himself
a reputation as a connoisseur and a trailblazer.

Herein lies the essential paradox. The succegssidjiation of these disparate streams
depends on his innovation and the conviction oflgighesis. But his connoisseurship would be

diminished were his music to hybridize its soursegond the point of recognition.

® Mark Fenster, “Country Music VideoPopular Music7, no. 3 (October 1988): 285.
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The Stravinsky borrowings discussed in this papeategpend on distinctions between art
and pop. As | have argued, one of Zappa’s mostinomg tools is the ironic juxtaposition of
“high” and “low” art. Despite their conception aeglecution, the effect of these borrowings
relies on the perceived contrast between musiaditions. Although the specific implications of
each borrowing depend on the degree of structatagjration, boundaries are always reinforced
even as they are blurred. Widraceland the music’s positive message has no convictioanvh
the listener is unable to distinguish the interedmusical streams and identify their respective
cultures. Likewise, with Zappa’s Stravinsky borrags, the irony of juxtaposition would
disappear if the opposing styles were blended b gastinction. In both cases, synthesis
through aesthetic autonomy is the goal, simultasigahwarted and supported by irremovable

socio-cultural associations.
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Slide 1:
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Borrowings from Stravinsky in the Music of Frank Zappa
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Slide 2:

Rock is the only living music in America today. It’s alive.
I'm bringing music music [serious or classical concepts]
to our rock arrangements. Stravinsky in rock is like a get
acquainted offer, a loss-leader. It’s a gradual pro-
gression to bring in my own “serious” music.

Frank Zappa (1966)

Robert Shelton, “Son of Suzy Creamcheese,” New York Times, December 25, 1966, X12.
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Slide 3:

this talk:

l.
“Status Back Baby” and its
borrowings from Igor
Stravinsky’s Petrushka

Il
a new reading of the text

1.
the dependence of crossover
music on the contrast of stylistic
juxtaposition

I am a composer in the grand
traditional sense of the word. |
take material and organize it.
Composition is like architecture,
you know. A person who designs
a building has to make sure
there are toilets in it, places for
the wires to go, doors, windows;
must slant the roof so the snow
falls off—all of these things;
structural problems for holding
different weights of floors. It’s
the same way when you’re
building o composition.

Frank Zappa (1976)

Rip Rense, “A Unique Musical Farce or Blasphemous Freak: Which Is Frank
Zappa?,” The Vol ‘an Muys, CA] June 27, 1976)
httpe vy, ks net/Article s/1976-0

6 The walley Mewshtm
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Slide 4:

example 1:
“Status Back Bahy”

Verse 3 Bridge

Intro Verse 1 Verse 2 (solos) (D pedal)

Asection B section transition
(“I'm losing status at the (" Iwas the king of every
high school...”) school activity...”)

melodyin G major melodyin E minor melody descends from
ascendsto D D towards G
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Slide 5:

example 2:
transcription of Zappa’sguitar solo from the bridge section of “Status Back Baby”

f _ﬁ: * v ;’J{.F' [ — "Pgt.P - —
rament a- A == = re s s s T m e s e Ern e m e
g o e e~ . = = - B
{D pedal —)
-
fragment b: =L :

fragmentc: <

“EasterSong”
(ensemble)
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Slide 6:

example 3:
source of fragment a

a. frogmenta
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Slide 7:

example 4:

source of fragment b

a. fragmenth

1%
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b. Stravinsky, Petrushka, First Tableau, “The Shrovetide Fair,” mm. 6-10
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Slide 8:

example5:

source of fragment ¢

a. fragmentc
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b. Stravinsky, Petrushka, First Tableau, “The Shrovetide Fair,” mm. 25-29
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Slide 9
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example6:
“StatusBack Baby”: verse A-section, showing alto sax and bass lines

Voice

Alto Saxophone

Electric Bass |-

e —8— r—3— r—a8— F—3— ]
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I'm lo sing sta = s at the high school.
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example7:
derivation of bass ostinato

a. “Status Back Baby” bass ostinato

—

—3—
3;#!. rJ ! } ]
S s B ™ |
% e ! 1
& g

b. Stravinsky, Petrushka, First Tableau, “The Shrovetide Fair,” mm. 2-3 {flute)
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example6:
“StatusBack Baby”: verse A-section, showing alto sax and bass lines
D, E, G, A{0257)
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example 8:
sources of “Fountain of Love” fadeoutvamp

a. “Fountain of Love,” fadeout vamp {my transcription)
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Y v v o 3 -
Foun-tainof  love__ Oo - 00-00-00-We - 00,
E £
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b. The Moonglows, “Sincerely,” background . Stravinsky, The Rite of Spring, mm. 1-2
vocals {(my transcription) {bassoon)
B ~ :
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3 £efe, Pafete, 2 af:teefla
3 3 8
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example9:
Iron Butterfly, “In-A-Gadda-Da-Vida,” bass ostinato

27



Slide 15:

“Status Back Baby” lyrics

10

15

I'mlosing status at the high school.
lused to think that it was my school.
I was the king of every school activity,
Butthat's no more, oh mama,

What will come of me?

The other night we painted posters.

They played some records by the Coasters.

A bunch of pom-pom girls looked down their nose at me.
They had painted tons of posters; | had painted three.

I hear the secret whisperseverywhere | go.

My school spirit is at an all-time low.

I'mlosing status at the high school.

lused to think that it was my school.

Everyone in town knows!'m a hand-some football star.
Ising and dance and spray my hair and drive a shiny car.
I'm friendly and I'm charming; | belong to De Molay.

I'm gonna try like mad to get my status back today!
Status back baby...
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I didn’t say “I'd love to bridge cultures somewhere in the
world, and mmm... where? Maybe South Africa.” No, |
just fell in love with the music and wanted to play.

Paul Simon (1990)

In Louise Meintjes, “Paul Simon’s Graceland, South Africa, and the Mediation of Musical
Meaning,” Ethnomusicology 34, no. 1 {Winter 1990): 39.
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