
De Boise sets out on an impossibly large project in Men, Masculinity, Music and
Emotions. He provides an excellent overview of current research across disciplines,
and pulls them together in ways others have not. However, a lack of nuance in dis-
cussion of race, sexual orientation and non-cis-gendered, intersex and non-binary
masculinities significantly narrows the project’s frame. Consultation with texts in
the hip hop literature, such as Miles White’s From Jim Crow to Jay-Z: Race, Rap, and
the Performance of Masculinity or Patricia Hills Collins’s From Black Power to Hip
Hop: Racism, Nationalism, and Feminism, might have provided a more well-rounded
approach to racialised masculinity.
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Seung-Ah Lee. New York: Routledge, 2016. 262 pp., ISBN 978-1-138-79303-3
doi:10.1017/S0261143018000144

During the recent decade, popular music from South Korea has left an unprece-
dented mark on the global pop market through the digital spread of its highly
polished K-Pop idols. English literature on Korean popular music has been steadily
rising ever since, and while focusing on the most recent K-Pop phenomenon, it has
paid less attention to the rich diversity of popular music styles that has prevailed on
the Korean peninsula throughout the greater part of the past century. A highly valu-
able account of the latter, this edited volume offers a multifaceted overview of popu-
lar music made in Korea, past and present, and thus makes another important
contribution (after Japan, the second volume covering popular music from Asia) to
Routledge’s Global Popular Music book series, co-edited by Franco Fabbri and
Goffredo Plastino. About a decade after the publication of Keith Howard’s edited
Korean Pop Music: Riding the Wave, this book can be read as a long-awaited follow-up
with up-to-date research, although with its own nuanced shifts, partly owing to the
book series’ deliberate choice to represent only the perspectives of ‘local’ (i.e. ‘ethnic
Korean’) scholars. Written by scholars who have been affiliated with the Korean
branch of the International Association for the Study of Popular Music, this collection
is not only fpenned rom different academic backgrounds, but also covers a wide
range of topics and approaches. At the same time, it also reflects the work of
Hyunjoon Shin and his colleagues, who have been highly engaged in institutionalis-
ing, developing and internationalising Korean popular music studies for more than
10 years.

The body of the book consists of a total of 16 chapters, which are grouped into
four sections, titled ‘Histories’, ‘Genres’, ‘Artists’ and ‘Issues’, each preceded by brief
introductory remarks and framed by the editors’ ‘Introduction’ and a ‘Coda’, which
discusses the more recent circulation and reception of Korean pop music outside of
Korea. The ‘Afterword’ is provided in the form of an interview with Shin Hae-Chul,
vocalist and leader of the legendary 1990s Korean prog-rock band N.E.X.T. As in
many other countries of the non-Anglophone world, the definitions and histories
of popular music in Korea are closely entwined with the politics and discourses of
modernity, locality, colonisation and decolonisation. The authors thus situate
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Korean popular music in its changing political and cultural contexts from the early
20th century and during ‘colonial modernity’ (1910–45) to ‘militarized modernity’
(1961–87) to today.

Three broader thematic strands cut across the chapters, although with some
overlap: the historicisation of local(ised) musical forms and genres, the local appro-
priation of global styles and the globalisation of genres such as K-Pop. The first
and second strands are most evident in the two middle sections of the book: genres
and artists. The chapters in the genre section on modern folk song, group sound,
indie punk and hip hop are complemented by the portrayals of key figures in the art-
ist section covering rock musician Shin Joong-Hyun, singer-songwriter Kim Min-Ki
and Hip Hop pioneer Seo Taiji. Okon Hwang’s discussion of Kim Min-Ki’s songs,
‘Sangnoksu’ and ‘Ach’im isŭl’, notably tells about the polysemic nature of music
and how one song can be variously received and politicised by antagonistic cultural
groups at different times. The chapters on trot and ballad by Yu-Jeong Chang, on
Korean Black music by Jaeyoung Yang and on jazz composer and musician Kim
Hae-Song by Junhee Lee add new perspectives, which hardly could be found in
English publications before. Historical overviews of different systems of musical
transmission are provided in the book’s first section. While Hyunjoon Shin discusses
music’s mediation through stage performances in live music shows, including early
music drama troupe (akkŭktan) performances, US military base shows, music cafés
and go-go clubs, Keewong Lee looks at the history of recorded music, highlighting
the significance of the 12-inch LP in Korea, also known as the ‘double’ (in contrast
to the hardly existent 7-inch single record). Jung-Yup Lee notably reflects on the
changing role of broadcast media and demonstrates that radio and television as
national media have most directly influenced the formation and circulation of popu-
lar music from the Japanese colonial period through decades of military dictatorship
to the unleashed commercialism of the 1990s. That governmental control, censorship
and support have substantially shaped popular music history in Korea (as elsewhere)
and reveals music’s highly political dimension can be read in many chapters of this
book, including Soojin Kim’s chapter on cultural policies. Finally, another few chap-
ters discuss the more recent history of Korean pop’s musical globalisation, focusing
on various aspects of K-Pop: its capitalistic modes of production and emotional
labour; its digital distribution via social media; and its reception in China, Japan
and Austria.

On the whole, the readers of this collection benefit from the broad range and the
heterogeneity of topics, as they can delve into the plethora of musical examples and
references given in each chapter, comprising artist names, labels, album and song
titles. Some chapters may appear too brief to fully capture the depth and significance
of its subjects and may be somewhat limited in scope as discussions on genre forma-
tion and genealogy are dominant while other aspects remain a lacuna (e.g. gender
issues, music in North Korea, and more specifically, music as cultural practice/
musicking). It is, however, one of the volume’s strengths that it emphasises popular
music’s historical dimension in 20th century Korea and considers the musical genres
and expressions in their respective sociocultural and (geo-)political contexts. In her
analysis of Korean pop vocal styles and techniques, Haekyung Um provides a con-
clusion that applies to this book and to Korean popular music at large: ‘Influenced by
changing social contexts, audience expectations, industries and technologies, the con-
cept and boundaries of genre for Korean popular music have also undergone major
transformations. It is this dynamic force that will continue to shape the voice of
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popular Korea, its aesthetics and its meanings’ (p.199). I highly recommend Made in
Korea to students and scholars of global popular music, and to those interested in
contemporary East Asian popular culture and Korean culture and history.

Michael Fuhr
University of Hildesheim
fuhr.michael@googlemail.com
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Whether reflecting on the music of Barack Obama’s presidency, the soundtracks to
mainstream films such as Selma or the Civil Rights-era gospel currently opening
Rev. Dr William Barber’s revitalised Poor People’s Campaign, what could be termed
‘civil rights music’ is inescapably recognisable to the ear, yet difficult to define. These
sounds of freedom are made ever more poignant, at the time of writing, by recent
violent manifestations of racial tensions in Charlottesville, Virginia, and across the
USA, and as scholars and activists rightly question the very notion of a ‘post-civil
rights-era’. All of which makes studies such as Reiland Rabaka’s latest monograph
both timely and necessary.

Civil Rights Music firstly explores some of the theoretical underpinnings of
Rabaka’s sociology and musicology of ‘civil rights music’. Rabaka borrows concepts
from Africana theory, Michel Foucault, and W.E.B. Du Bois, the latter undoubtedly
Rabaka’s most profound inspiration, preparing the reader for a much more complex
study than the reasonably penetrable text that actually follows. The monograph is
then divided into three chapters arguing, reasonably, but hardly originally, that
much black popular music can, and should, be considered ‘civil rights music’.
Each chapter shines a light on a particular genre – namely gospel, rhythm and
blues and rock ’n’ roll– and discusses a selection of musicians from these fields
whose careers and music have special resonance in the context of the struggle for
civil rights. By focusing on these genres and musicians collectively, Rabaka aims
to foreground the ‘often inexplicable place where black popular music and black
popular movements meet and merge’ (p. 2). Inspired in large part by his own grand-
mother, Rabaka argues that music for African Americans always means more than
simply music and, as he reiterates several times, that there existed a ‘we can impli-
citly sing what we cannot explicitly say’ aesthetic in black popular music between
1954 and 1965, a standard, if simplistic, periodisation of the Civil Rights
Movement from Brown vs Board of Education to the passage of the Voting Rights Act.

Rabaka’s text sits well with other Movement scholars who have turned to the
cultural front and aesthetics of civil rights activism, and he should be applauded
for his multidisciplinary and bottom-up approach to the soundtracks to the
African American freedom struggle. However, there are many issues with his
work. Firstly, historians will question how the political, cultural and social meaning
of ‘civil rights music’ has changed over time and place, as well as for different audi-
ences. Little is said on the trajectory, for example, of gospel music and freedom songs
from the March on Washington to their performance inside the White House during
Obama’s presidency. The transition of such music from act of protest to canonical
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