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Abstract: 
This article narrates the collaborative composition of a 
song in response to the fatal repression of protests in 
Cali, Colombia, in 2021, It simultaneously provides an 
analysis of both the final recording and the mediated in-
teractions of the people involved in its creation. I argue 
that such online musical collaboration can be a fitting re-
sponse to situations in which direct protest may put par-
ticipants at risk. The musical sounds of the song, incor-
porating elements from participatory practices, are not 
to be understood simply as representing some possible 
collaborative ethos. Rather, they are direct evidence of 
the collaboration among participants, as well as solidar-
ity and empathy with those directly involved in protest 
and the victims of its repression. 

Keywords: 
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Resumen:
Este artículo narra la composición colaborativa de una 
canción en respuesta a la represión letal de manifestacio-
nes ocurridas en Cali, Colombia, en 2021; se analizan de 
manera simultánea la grabación y las interacciones vir-
tuales de las personas que la crearon. Sostengo que este 
tipo de colaboración musical en línea puede constituir 
una respuesta apta a situaciones en las que la protesta 
directa podría perjudicar a los participantes. Los sonidos 
musicales de la canción, que incorporan elementos de 
prácticas participativas, no se deben entender solamen-
te como representaciones de una ética colaborativa, sino 
como evidencia directa de la colaboración entre los par-
ticipantes, así como de la solidaridad y empatía generada 
con los manifestantes y las víctimas de la represión.

Palabras clave:
Composición colaborativa, protesta, plunderphonics, solidaridad, 

justicia, música participativa.

Resumo:
Este artigo fala da composição colaborativa de uma can-
tiga composta como resposta à repressão letal da que 
foram vítima as manifestações sociais em Cali, Colôm-
bia, em 2021. Se analisam ao mesmo tempo a gravação 
e as interações virtuais das pessoas que a criaram. Min-
ha proposta é que colaborações em linha como esta 
podem constituir uma resposta idónea para situações 
nas que a protesta social direita poderia prejudicar aos 
participantes. Os sons musicais da cantiga, que incorpo-
ram elementos de práticas participativas, não se devem 
compreender somente como representações de uma 
ética colaborativa, mas como a evidencia direta da cola-
boração entre os participantes e, mesmo, como da soli-
dariedade e a empatia com os manifestantes e as vítimas 
da repressão. 

Palavras-chave: 
Composição colaborativa, protesta, plunderphonics, solidariedade, 

justiça, música participativa.
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Introductions
José Émilson Ambuila... 

—How do we respond musically to the illegal  

and fatally violent repression of peaceful protest? 

Kevin Antonio Agudelo Jiménez... 

—How can we support those who call for calm  

and conciliation amid the chaos? 

Hárold Antonio Rodríguez… 

—How can we collaborate during Covid? 

Neison Sánchez... 

—What musical sounds best fit this particular situation?

On 4th of May 2021 the Afro-Colombian leader Francia Márquez visited the 
working-class neighbourhood of Siloé in Cali, Southwest Colombia. She spoke 
publicly in response to the violence in which the young men named above had 
lost their lives (her speech is now available on YouTube1). According to some 
news sources the youths were killed in a coordinated operation led by State forces 
in response to largely peaceful protests in Siloé that formed part of a national 
strike.2 The questions interwoven with their names above guide the reflections 
that make up this essay, which focuses on a musical response, namely a collabo-
rative composition released on YouTube.3 I recommend listening to it closely to 
understand better how the argument presented here relates to different parts of 
the song.

I argue that, in times of restricted physical proximity, mediated collab-
orative composition can be a way of responding to injustice. Working together 
on a creative project helps increase understanding among participants by bring-
ing into sharp focus different approaches to music (and the underlying social 
tendencies they illuminate), while forcing us to negotiate those differences for 
the sake of realising a shared goal. In this case, a praxis of collaboration leads 
to increased empathy and trust between participants, but also to solidarity with 
people participating directly in the protest and with the victims of its repression.4 
Importantly, this occurs through the use of found and created sonic material, 
which can be understood as direct evidence of the collaborative process, com-
bined in a way that borrows heavily from plunderphonics and participatory5 

1.  Acumulado Paro Nacional, “Palabras de Francia 
Márquez, el 4 de mayo 2021 en Siloé, Cali, Colom- 
bia,” YouTube Video, 9:01, May 25, 2021, https://
www.youtube.com/watch?v=Pc3Drdmft-o.

2.  Andrés Felipe Carmona Barrero, “’Operación 
Siloé: la noche de terror del 3 de mayo,” Vorágine, June 
10, 2021, https://voragine.co/operacion-siloe-la- 
noche-de-terror-del-3-de-mayo/; Dicter Zúñiga 
Pardo and David Gómez Flórez, “Del 3 de mayo 
en Siloé,” Las 2 orillas, July 15, 2021, https://
www.las2orillas.co/del-3-de-mayo-en-siloe/; 
Angélica Bohórquez and Jhon Gamboa, “3M en 
Siloé: de velas a balas,” Manifiesta, August 3, 
2021, https://manifiesta.org/siloe-paro-nacional- 
especial-manifiesta/. 

3.  Ian Middleton, “Por la justicia (for justice),” 
YouTube Video, 6:41, May 23, 2021, https://www.
youtube.com/watch?v=vZgvmvnE7uM&t=32s. 
All time references in this text without an addi-
tional link refer to this recording.

4.  Juan Sebastián Rojas and Ian Middleton, 
“Músicas para una paz positiva: Empatía, confi-
anza y cooperación en la costa caribe colombiana,” 
forthcoming.
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musical practices. The eight sections of this essay roughly follow both the process 
of creation and the structure of the song, elucidating along the way participants’ 
intentions, difficulties, differences, and strategies for sounding solidarity. 

Parar para empezar (Stopping/ Striking to Start6)

This section introduces the initial collaborators and describes the conditions in 
which we began creating, as well as presenting a central theoretical framework 
to understand the process. First, let us try to clarify some potential confusion. 
Colombia’s most recent national strike began in April 2021 and is still ongoing, 
though through more sporadic manifestations, at the time of writing (August 
2021). Strikers are voicing many demands, and chief among them is an end to 
violent State repression of popular opposition. Human rights defenders believe 
this practice has long been outsourced to neo-paramilitaries who systematically 
assassinate community leaders. However, more recently, police, riot police (the 
Mobile Antidisturbances Squadron, known by its Spanish acronym ESMAD), 
and the State army have taken a more public role in the violence against citizens. 
The city of Cali has become a centre of State brutality, resistance, and count-
er-resistance by armed civilians. Despite the questionable morality of their racist 
and classist vigilante shootings and displays of force, the latter call themselves 
“gente de bien” (“honourable people”). They do so to distinguish themselves from 
protesters, who are commonly branded “vandals” and “delinquents” in the right-
wing mainstream media. 

In my analytic writing I typically try to define terms clearly and avoid 
the kind of confusion that I feel arises from “postmodern” styling. At present, 
however, given my proximity to the situation, there are too many euphemisms, 
too little certainty, too much vagueness to be able to achieve a clear picture.7 
This is one reason why a musical response might be more apt in some cases than 
straightforward academic writing. Music can be bad for making unequivocal 
arguments, but far better at evoking feelings.8 As one of the collaborators in this 
song and essay puts it: “Music has an emotional power.”9 It was primarily this 
power that we aimed to harness to connect with residents of Siloé.

Siloé is a comuna (collection of neighbourhoods) on the literal and met-
aphorical margins of Cali. The hillside maze of streets has a local reputation 
for danger. Largely controlled by rival gangs who dispute “fronteras invisibles” 
(invisible borders that gang members, or those associated with them, should not 
cross), it is a no-go-area for most residents of the city. Outside Cali I doubt most 
Colombians had heard of it before the killings, but since then it has become a 
byword for resistance and tragedy—or for the violence of protesters and unfor-
tunate collateral damage, depending on one’s news sources. 

5  In El sonido que seremos: un rompecabezas impo-
sible de historias y prácticas musicales en Colombia, 
Sergio Ospina Romero y Rondy F. Torres (eds.), 
Bogotá: Universidad de los Andes (en prensa).

6.  In Colombia a strike is described with the term 
“paro”, in the sense of a stop, a halt, or a suspen-
sion of ordinary activities. The idiom “Parar para 
empezar” suggests that some social changes require 
bringing old ways to a complete stop through mass 
demonstration.

7.  Michael Taussig, Law in a Lawless Land: Diary 
of a Limpieza in Colombia (Chicago: University of 
Chicago Press, 2003). 

8.  Thomas Turino, “Peircean Thought as Core 
Theory for a Phenomenological Ethnomusicology.” 
Ethnomusicology 58, no. 2 (2014): 185-221.
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I have long collaborated with a musical group there called Tambores de 
Siloé.10 Since the end of 2020 I have been co-directing a project with Tambores 
called “Our Histories in the Music of the Barrio.”11 When the killings occurred, 
face-to-face sessions became impossible. Some participants and project leaders 
were too busy participating in protests, while others had their mobility lim-
ited by the gangs who had taken complete control of Siloé. Internet service in 
the area—perhaps in the entire city—was regularly collapsing or being cut off. 
Whatever my response to the killings might be in the immediate future, it would 
not involve the young participants in our project: I would have to find other 
collaborators.12 

I initially found out about the killings by an unlikely route. Martina 
Camargo, a friend and cantadora (singer of traditional music) who lives in 
Cartagena, sent me a video. It showed Afro-Colombian leader, human rights 
defender, and environmental activist Francia Márquez speaking near the round-
about that marks the intersection between Siloé and the rest of Cali.13 She was 
tearful but defiant, forceful in her condemnation of events, but calling for calm 
and conciliation between opposing groups. The first words captured on the video 
stayed with me: “Sé que estas palabras… tal vez no alivian el dolor” (“I know these 
words might not alleviate the pain”). I confess I could not force myself to watch 
the whole video at first. A quick online search led to a confused bombardment of 
information about the killings. I rarely use social media, but during the previous 
week, with a strong desire to stay up to date with developments of the protest, I 
had become “saturated”—as people say here—, overloaded by the intensity and 
amount of information. A day passed before I revisited the video and wrote to 
Martina to thank her: “I’m thinking of doing something musical in response to 
this, Marti.” Her rapid response— “Count on me, Iancito”—gave me my first 
collaborator. 

I knew that I wanted to use the recording of Márquez’ speech itself. The 
intonation of her words, the rhythm, the heartfelt message were all there already, 
and they were all hers. She had even spoken over a backing track of some uplifting 
evangelical guitar music. I did not know Márquez, and I did not want to bother 
my activist friends who might, but I tried to contact her through Facebook and 
email explaining my vague idea. Assuming she would be too busy with the strike 
and the victims’ families to respond, I was surprised when a few days later she 
wrote back, positive about the idea of getting her message to a wider audience 
through music. This felt like a special step; to have the blessing of the leader her-
self to use her words and voice. 

More collaborators joined the project from among my colleagues and 
students at the Universidad de los Andes (Uniandes). Some of us had been frus-
trated by stalled attempts to call a strike in solidarity with the protests in the 

9.  Gabriela Gallo, personal communication, Janua- 
ry 25, 2022. 

10.  My friends who work with the group run free 
music classes for local youth, teaching them to play 
a variety of music on “alternative” instruments as 
part of a Corporate Social Responsibility project 
funded by Fundación SIDOC.

11.  “Tambores de Siloé: Our Histories in the 
Music of the Barrio,” Agrigento: Advancing Music 
as Social Action, https://agrigentomusic.com/our- 
histories-in-the-music-of-the-barrio/.

12.  Only later would I be able to connect directly 
with Tambores and the victims’ families in Siloé 
(see below).

13.  Márquez is the most prominent among Afro-
Colombian leaders from the Pacific region who 
combine  activism on at least three fronts: human 
rights, the rights of Afro-Colombians, and envi-
ronmental sustainability. See Kiran Asher, Black 
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preceding weeks and wanted to do something to work against the university’s 
long-term reputation for having “its back turned to the country.” Gabriela Gallo, 
a member of the Uniandes Caribbean music ensemble, was keen to add her voice 
to the song. It felt right to have a wealth of female collaborators from the start. 
The manifesto on which Márquez is currently running her campaign for presi-
dent declares: “Without women, democracy is incomplete. Without feminism, 
Colombian history will find it difficult to stop looking in the broken mirror of 
its failures and absences.”14 Still, the question remained: What sort of musical 
action could we take?

My normal response to this question would be “participatory music.” 
Violence is perhaps most elegantly understood as exclusion in its various forms.15 
The best musical practices to combat exclusion are those in which we seek to 
increase participation in the practices themselves and, through their iteration, 
promote social inclusion in general.16 

Ethnomusicologist Thomas Turino divides all music into four or five 
“fields”:17 

1.	 Participatory live music, in which there is no distinction between “audi-
ence” and “musicians” but simply potential participants,

2.	 presentational live music (concerts and the like), where musicians per-
form for an audience,

3.	 hi-fidelity recordings, which aim to sound like (possible) performances, 
4.	 studio-audio art, which uses technology as an instrument to sound like 

no possible performance, and
5.	 telemusical performance, in which everybody’s participation—audience 

and musicians—is mediated by technology.18 

Successful participatory music provides both comfort and challenges 
to musicians of all levels. Its dense overall texture and open structures mask the 
contributions of individuals and facilitate on-the-go learning, reducing per-
formance anxiety while maintaining the interest of more practised core play-
ers through intense variation. Turino thinks all musical fields are important. 
However, he urges us to avoid neglecting participatory practices, or excluding 
them from our consideration of art, because they are often best for creating social 
synchrony in the moment and helping to forge and maintain strong social groups 
that resist toxic hierarchies. I knew the pandemic meant our musical project 
would necessarily sit mostly in the telemusical field, with aspects of hi-fidelity 
recording and studio-audio art, but I wanted to do everything possible to adopt 
elements from the participatory field, with the hope that this would augment our 
feelings of solidarity with each other and with those who were losing their loved 
ones in Cali. 

and Green: Afro-Colombians, Development, and 
Nature in the Pacific Lowlands (Durham: Duke 
University Press, 2009). 

14.  Natalia Tamayo Gaviria, “El pacto para la con-
strucción de una política feminista,” El Espectador, 
April 6, 2021, https://www.elespectador.com/
politica/el-pacto-para-la-construccion-de-una-po-
litica-feminista-article/ Translation mine. 

15.  Julie Taylor, Paper Tangos (Durham: Duke Uni- 
versity Press, 1998), 70; Louise Meintjes, Sound 
of Africa! Making Music Zulu in a South African 
Studio (Durham: Duke University Press), 176.

16.  Ian Middleton, “Trust.” Music and Arts in 
Action 6, no. 2 (2018): 73-90.

17.  Thomas Turino, Music as Social Life: The Poli- 
tics of Participation (Chicago: Chicago University 
Press, 2008), 23-92.

18.  Thomas Turino, “Music, Social Change, and 
Alternative Forms of Citizenship,” in Artistic Citi- 
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Verse 1: Inspiration, Intentions, and Initiations

My primary musical influences include the mainly participatory traditions of 
Latin America that I research and teach, along with English-language guitar-based 
pop and rock. These informed the initial section of the recording (00:22-01:18), 
though the contributions of others revealed a variety of approaches, which 
required negotiation. 

Having decided to use the actual sounds of the recording of Francia 
Marquez’ speech, I had an immediate source of inspiration. As an undergradu-
ate student in Leeds, UK, I fell in love with an album by American-Dutch duo 
The Books. Lost and Safe is an experimental indie record which my friend Chris 
Derrick (better known as the musician Teawigs) describes as “the sound of a 
computer finding its soul.” If ever there was a time for technology to do spiritual 
work, it was now. Music produced using digital technology can sometimes feel 
“cold,” and this is especially true of recordings produced with no direct contact 
between musicians. Listeners can often hear both genuine interaction and its 
lack. Given that all the collaborators on this project would be working individ-
ually from home, I wanted to do everything I could to emulate genuine, “warm” 
human interaction. 

One song from Lost and Safe in particular provided a blueprint for how 
Gabriela and I approached the conversion of Márquez’ opening lines into verses 
of the song. “Be Good to Them Always” includes a verse in which Nick Zamutto 
sings over a series of samples, his voice perfectly matching the rhythm of the orig-
inal recordings but converting their inflections into more precise melodic lines19. 
These are accommodated over a simple ternary rhythmic pattern, including sam-
pled household sounds and a harmonic framework on harpsichord and heavily 
processed guitar over legato cello lines. 

With Márquez’ speech there was little initial work to be done to accom-
modate her words to a rhythmic pattern. I copied the audio into a simple editing 
programme and played the first few lines repeatedly. I felt they implied a pulse 
of 82 beats per minute. Adding a click track at this tempo, I sang along, trying to 
match Márquez’ speech patterns while accentuating her intonation into diatonic 
melodic contours. These mostly moved stepwise or by thirds, within about an 
octave near the bottom of my vocal range. This was in part because I was work-
ing at night and did not want to wake my sleeping family, but I think I was also 
emulating Márquez’ speech and the almost whispered singing style of Zamutto. 
I accompanied myself on guitar, searching for chords that supported the melo-
dies and the significance of the words. This was especially true on lines like “tan 
profunda para esas madres” (“[pain] so profound for those mothers”), which I 

zenship, Social Responsibility, and Ethical Praxis, 
edited by David Elliott, Marissa Silverman, and 
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punctuated with the subdominant minor chord, low in the guitar’s range. After 
four lines, I had to cut some gaps in Marquez’ speech to fit the lines into a regular 
metre, but her pace remained steady and the phrases fit neatly with the tempo 
and a simple, tonal chord progression (i, VII, iv, i, III, VI, VII). 

Once I had recorded about a minute of material, it felt like a natural place 
to stop the first verse. The line “por la justicia, por la dignidad” (“for justice, for 
dignity”) struck me as a strong, central message for the song (1:29). I exported 
the material and emailed an MP3 to Gabriela. 

The following day Gabriela added her vocals to the track. Singing an 
octave above my voice (she is panned to the right, and I to the left), she followed 
my melodic lines closely in some parts, but found slight variations at others (e.g., 
00:37). Here we were starting to include techniques commonly applied in partic-
ipatory musical practices. Charles Keil calls these slight deviations from absolute 
unison or abstract schema “participatory discrepancies.”20 In face-to-face perfor-
mance they help to promote participation by opening space for contributions, 
increasing the density of sonic texture and decreasing the anxiety of potential 
participants who might otherwise feel their sounds would have to match pre-
cisely those of others in order to be valid. In participatory traditions like Aymara 
sikuri ensembles in the Peruvian Andes and Shona bira ceremonies in Zimbabwe 
these discrepancies can include “wide” tuning–either of individual instruments 
or between different musicians–, buzzy timbres, and not playing precisely on the 
beat.21 In our recording we stuck to relatively clear timbres, as well as precise 
timing and tuning, to avoid the risk of passive listeners feeling it was “poorly 
recorded” or “out of tune.” However, Gabriela unreflexively sought out slight 
variations of the melody within the harmonic framework, providing moments of 
heterophony, just like many banjo and fiddle players do in old-time dance music 
in the USA.22 When I mentioned this to her, she was pleasantly surprised and 
sought to replicate these discrepancies when we came to recording the second 
verse (e.g., 4:29). 

At this point in the process, the harmony required a modification, which 
reveals the kinds of accommodations that often need to be made in a collabo-
rative process with an open format. Márquez had made her speech over a back-
ing track in the key of C# minor, a challenging key for some instruments. I had 
already spoken to my colleague Rondy Torres about adding some bandoneon to 
the track. He is an accomplished musician on many keyboard instruments, but 
feels he is just starting to explore the bandoneon, which is taxing enough even in 
keys with fewer sharps. The instrument was originally developed in Germany as a 
portable organ for religious services, and some of its buttons are ordered so as to 
facilitate common hymnal chords, while others were added later in its develop-
ment without any clear logic. This makes its adoption in the River Plate region as 

Wayne Bowman (Oxford: Oxford University 
Press, 2016), 297-311. 

19.  The Books - Topic, “Be Good to Them Always,” 
YouTube Video, 4:51, March 29, 2022, https://
www.youtube.com/watch?v=uv_u_5MwQcM.

20.  Charles Keil, “Participatory Discrepancies and 
the Power of Music.” Cultural Anthropology 2, no. 3 
(1987): 275-283. 

21.  Turino, Music as Social Life, 36-65. Such 
sonic “discrepancies” can be heard on the follow-
ing audiovisual recordings: Juliaca TV, “Sikuris 
QHANTATI URURI de Conima Candelaria 
Puno PERU 2020,” YouTube Video, 16:06, Februa- 
ry 11, 2020, https://www.youtube.com/watch?v= 
B0XQr5bzdUg; Yuji Matsuhira, “The Mbira Cere- 

https://www.youtube.com/watch?v=uv_u_5MwQcM
https://www.youtube.com/watch?v=uv_u_5MwQcM
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the central sound of tango perhaps even more surprising and impressive. Playing 
melodies in unusual keys can be bafflingly complex. I wanted to include the nos-
talgic poignancy that the bandoneon’s wheezy timbre suggests for tango lovers, 
so a new key had to be found. Shifting the pitch of the track too far from the 
original tonal centre made Márquez’ voice sound unnatural, so we settled for the 
slightly easier key of C minor. 

With the key decided, other colleagues could build the texture of the first 
verse by inventing complementary parts. Rondy added intriguing countermelo-
dies, including some chromatic runs reminiscent of bandoneon greats like Aníbal 
Troilo, which complemented the legato cello notes contributed by another col-
league, Gibelly Parra. Gibelly was quick to suggest numerous ideas throughout 
the song, exploring the timbric range of her instrument so often associated with 
lament. Gibelly’s playing, with little vibrato, added a visceral sense of drawn-out 
pain and longing, but also a constancy and solidity. She is a mother of two and 
she emphasised in our discussions during the creative process how she wanted to 
drive home the messages of certain lines. I interpreted her performance as enact-
ing empathy with the pain of mothers who had lost their sons (“tan profunda 
para esas madres…”). However, Gibelly stressed the multiplicity of emotions we 
all might feel in relation to such events. As she put it: “The timbric range of the 
cello, with its similarity to the human voice, lends it the capacity to emulate the 
versatility of humans. So, for me it has strong connections with a range of emo-
tions and facets of identity.”23 By emphasising multiplicity, Gibelly goes beyond 
dyadic ways of viewing (protest) music—as solidary or complicit, for example—
integrating some of the “messiness” and performativity called for by recent schol-
ars of music, conflict, and protest.24 

The creative and recording processes of Rondy and Gibelly revealed an 
interesting difference in musical praxis. While Gibelly is a fan of contemporary 
academic music and was most comfortable thinking in terms of tone colour and 
repetitive phrases in relation to time cues (“I think I’ll repeat this phrase from 
01:40 onwards”), Rondy is much more centred in rehearsed presentational per-
formance with a highly fixed and fixing score, and a conductor who determines 
the tempo, in the style of European or Euro-American art music from the 19th 
century. He had fundamental questions about how to record his part. Although I 
tried to write a basic score, it was easier in the end to guide him towards hi-fidel-
ity practices of recording over the backing track, a completely novel experience 
for him. 

The electric piano (audible at 00:58; 01:21) was recorded by a friend 
from the USA, Jud Wellington. He was a fellow PhD student during my time at 
the University of Illinois, so his formation is similar to mine. He struck a balance 
between adding interest and simply supporting the main melodic ideas, and used 

mony,” YouTube Video, 15:34, May 18, 2012, https:// 
www.youtube.com/watch?v=OXBQbn6wZeQ.

22.  Turino, Music as Social Life, 176; as an example: 
Tim Mace, “EUPHOR ContraDance/OldTime 
Band,” YouTube Video, 4:11, March 22, 2012, 
https://www.youtube.com/watch?v=Srko8H 
T2T4Y.
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a deep understanding of marimba music from the Black Pacific to complement 
later sections. Working with him reminded me of participatory and presenta-
tional performances we had realised together. His geographical position, across 
various borders to the North, mirrored the way in which marimba music crosses 
the Colombia-Ecuador border to the South. 

The key change was the first of many accommodations to other people’s 
strengths and restrictions during the process, which I did not perceive as com-
promises of some previously set “artistic vision”—bluntly put: I did not have one. 
Rather, they were part of the natural process of collaboration, like the pauses 
and changes in topics one makes in good, flowing conversation. While Jud and 
I speak the same languages both literally and figuratively, “conversation” with 
Rondy required more patience. Again, this is a feature of participatory music 
making, which Turino describes in terms of constraint and responsibility to the 
enjoyment of others.25 Even highly skilled musicians cannot simply do what they 
like, or demonstrate the full range of their virtuosity, if this goes against the cen-
tral aim of maintaining and increasing participation. Everyone present has an 
obligation to the successful interaction and enjoyment of all present. 

Cueing the Chorus like Cosmopolitan Afro-Colombians

Another source of inspiration came when I revisited the material recorded thus 
far and began to think more about structure. As mentioned above, the line “por 
la justicia, por la dignidad” felt like a strong central idea. I decided to form a 
responsorial chorus using this as the refrain sung by multiple voices, and later 
snippets of the Márquez recording as the changing lead lines. Here we were bor-
rowing from Afro-diasporic musical practices, and specifically from two styles 
from Colombia’s Black Atlantic and Pacific. 

I wanted to include Martina Camargo in the recording, in part because 
she had been the one who shared the video with me in the first place, but also 
because I love her voice and enjoy collaborating with her. She is a cantadora 
(traditional singer) from a region known as La Depresión Momposina in the 
Colombian Caribbean. She sings tambora music,26 but has also collaborated 
with a range of artists, generating a sense of connection with the capital, Bogotá, 
and the Pacific, in particular Cali.27 This kind of connectivity is often underrep-
resented in folkloric discourses that emphasise regionality. 

“Tambora” here does not just refer to the double-headed bass drum 
played with sticks, but to a collection of styles distinguished mainly by their 
rhythmic feel, played historically in La Depresión Momposina for celebrations, 
especially at Christmas. One of the tambora styles, guacherna, has a twelve-beat 
feel (O-OOO-XX-XOO)28 which leant itself to the chorus. I programmed a 

23.  Personal communication, January 22, 2022.

24.  Joshua D. Pilzer, “Music and Dance in Japanese 
Military ‘Comfort Women’ System: A Case Study 
in the Performing Arts, War, and Sexual Violence.” 
Women and Music: A Journal of Gender and 
Culture 18, no. 1 (2014): 1-23; David McDonald, 
My Voice is My Weapon (Durham: Duke University 
Press, 2013).

25.  Turino, Music as Social Life, 54-57. 

26.  Ian Middleton, “Trust in Music: Musical 
Projects Against Violence in Northern Colombia,” 
PhD dissertation, University of Illinois, 2018.
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digital version of this pattern, which enters in the preceding instrumental section 
(01:19). This would not only make Martina more comfortable participating and 
serve as a sonic sign of the presence of her region in this song, but it would also 
permit the incorporation of a style from the Colombian Pacific, which would 
in turn help increase the number of collaborators and generate a stronger sense 
of connection with Cali and Márquez. Realising these steps, however, would 
require yet another collaborator.

Moisés Zamora has been the main music teacher of Tambores de Siloé for 
over a decade and is the musical director of the “Our Histories” project. When 
it became clear that it would be impossible to involve the young members of 
Tambores in the collaboration, he volunteered to take on the musical roles of 
marimba, percussion and clarinets himself (entering with the chorus at 1:40). 
Here he plays in a style known as currulao, or bambuco viejo, its six-beat cycle 
complementing that of guacherna. The bombo pattern in particular articulates 
nicely (X-XXO-). Music originating from the Afro-Colombian communities 
in the Pacific coastal region has become increasingly important in Cali since 
the foundation of the Petronio Álvarez Festival in the mid 1990s, reflecting the 
increased migration of Afro-Colombians to Cali during this time—the same 
Afro-Colombians who were so central to the longevity of the 2021 strike in Cali. 
For some people marimba music in particular has come to supersede salsa as 
Cali’s most characteristic style. Seeing as Francia Márquez comes from Yolombo 
in the department of Cauca, it felt important to include musical sounds that 
many listeners would identify as “representative” of both her region and Cali, 
where the killings and her speech took place. However, the sounds most listeners 
are accustomed to are not those of participatory currulao dances, but rather the 
more highly scripted staged and recorded versions of these practices by groups 
such as Herencia de Timbiquí and artists like Nidia Góngora. 

The sound we sought for the chorus was close to that of a song that had 
become famous after a previous massacre. “¿Quién los mató?” (“Who Killed 
Them?”) unites various artists from Colombia’s Pacific region that navigate “tra-
ditional” and “contemporary urban” music.29 Its contrasting sections combine 
the singer-songwriter sensibilities of Hendrix B with raps from Hendrix, Alexis 
Play, and Junior Jein (R.I.P.) respectively, and presentational currulao led by the 
voice of Nídia Góngora. These elements are combined seamlessly by producer 
and one-time Herencia keyboardist Cristian Salgado into a profoundly moving 
denouncement of the killing of five adolescents in Cali in August 2020.30 When 
I realised “Por la justicia’’ was likely to end up resembling “¿Quién los mató?,” I 
wrote to Cristian and Nidia to explain; I wanted them to understand their influ-
ence on what we were trying to achieve and get their blessing. I was pleased to 
receive a positive comment from Góngora when we eventually published the 

27.  Facultad de Artes y Humanidades Uniandes, 
“Ian Middleton entrevista a la cantadora Martina 
Camargo,” YouTube Video, 14:08, April 3, 2020, 
https://www.youtube.com/watch?v=RTQO67f-
NrAg, 08:00.

28.  Here I use an abbreviated form of percussion 
notation in which O signifies a bass drum beat on 
the skin, X signifies a beat on the wooden shell, 
and - signifies a beat of silence.
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video. Although I lived in Cali for many years and count many members of its 
musical community as friends or constructed family members, I am aware that 
many of my colleagues and I are, in many ways, outsiders to that musical-social 
world, especially insofar as it constitutes a site of the African Diaspora. It was 
important to me that its leaders understood our solidary intentions. 

A Chorus of Unity and Differences

Repetitive chorus refrains are perfect for increasing participation in live contexts, 
providing as they do “security in consistency.”31 People can learn them on the 
fly as their repetition simultaneously drives home the message of the lyrics and 
allows the mind to quiet, permitting our focus to pass to our body, or the col-
lective body of participants, minimising ego. As listeners, when we hear chorus 
refrains sung by many voices we can often feel that the lead singer’s sentiments are 
widely shared.32 Our telemusical recording process drew on these facets, but cre-
ating unity required further negotiations which revealed fundamental cultural 
and personal differences regarding music, lifeways, and protest. 

Lennin Martínez and Andrés Giraldo, student members of the Uniandes 
Caribbean ensemble, joined in, sending me their unison sung chorus lines 
(01:40-04:10). Martina Camargo also added her voice here. The responsorial 
form we were now using echoed the way in which audience members react to 
Márquez’ speech at this point: “Tenemos que seguir sosteniendo la mobilización 
pacífica.” —”¡Así es!” (“We have to maintain peaceful protests.” —”That’s right!”) 
(01:40-01:47).

Introducing further instrumental elements in the form of clarinets and 
saxophones revealed contrasting attitudes to participation in the strike and 
the musical project. Two further members of the ensemble, Miguel Hoyos and 
Santiago Prada, had had positive experiences participating in demonstrations in 
Bogotá and joined in the composition and recording immediately. In contrast, 
a friend and mentor from Cali, Joaquín Salcedo, was reluctant to record at first. 
He had been too close for comfort to some of the violent oppression of protests 
by State forces: A fellow protester at one march had been abducted and beaten 
by police. I avoided applying pressure, encouraging him to participate only if it 
would help him feel better. He eventually added his parts (e.g., 02:51-03:00), but 
without his normal creative vigour. 

Another timbric layer came in the form of a string section, the devel-
opment of which revealed interesting differences in musical praxis and episte-
mology among the participants. Pedro Ramírez is a composer and lecturer at 
Uniandes who specialises in neo-classical styles, some of which incorporate pop-
ular elements. As a caleño he was also keen to participate. In discussions with him 

29.  Hendrixb.oficial, “¿Quién los mató? [video 
oficial] - Hendrix, Nidia Góngora, Alexis Play 
& Junior Jein,” YouTube Video, 5:51, September 11, 
2020, https://www.youtube.com/watch?v=i7vBV 
vvHBYY.
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about what he could contribute we settled on a string-quartet idea that would 
repeat incessantly through and beyond the chorus, to be faded in and out as 
needed. He remembered a song by Alejandro Sanz called “Me iré” (“I Will Go”) 
as a reference33, but before he could start to develop his ideas he wanted to be 
absolutely sure of the metric and harmonic structure. 

As a percussionist I tend to think of metre and rhythm slightly differ-
ently from many other musicians. I had felt a pulse in the intro and grouped 
them in fours. This could easily be translated into bars of 4/4 for Pedro and oth-
ers. Nonetheless, the chorus section definitely had a ternary subdivision of this 
pulse. It was easy to convey this to Moisés in terms of genre-defining patterns 
that we were both familiar with: guacherna and currulao. However, talking in 
terms of Western art music in order to communicate with Pedro was more tax-
ing for me. Had the metre changed to 6/8? Was it still in 4/4 with a triplet 
subdivision? Furthermore, the bass drum beats of the guacherna pattern can be 
misleading, perhaps suggesting a duple subdivision and a different start point 
to those accustomed to hearing a strong bass drum beat as the beginning of a 
bar: |OOO-|OOO-|XX-X| as opposed to the “real” grouping of: |O-OOO-
|XX-XOO|. We eventually settled on understanding the metre in terms of 12/8, 
which allowed for the ternary, or “compound,” feel, but also accommodated the 
harmonic movement. This latter was much clearer for Pedro, but he confirmed 
it with me emphatically before writing the string lines (|Cm| |Aьmaj9| Bь6|). 

Pedro’s contribution came in the form of a fully developed score for 
five stringed instruments—two violins, viola and two cellos—complete with 
dynamic markings, as well as a midi rendering. With his melodies he sought 
to highlight melodic intervals of ascending minor seconds to build the tension 
throughout the loop. Gibelly was happy to replace the part she had suggested for 
the chorus with that which Pedro had written. Lennin Martínez took on one of 
the violin parts. 

Another student, Fé Guarín, added their viola. Fé identifies as non-binary 
and understands their playing of the viola as an expression of that gender iden-
tity, the instrument avoiding archetypal characterization as either male or female. 
Including their sound chimed with the strong musical presence of LGBTQ+ 
protesters in the strike,34 even more admirable for the extent to which queerness 
has been marginalized in the country.

Finally, a graduate from our music programme and ex-ensemble mem-
ber, Estefanía “Pepa” Lopera, took on the remaining, and most complex, vio-
lin part. In English she would not say that she was a violinist, but a fiddler. 
Colombian Spanish does not accommodate this distinction, and she was slightly 
embarrassed to tell me of her struggles to read and execute the written part. She 
is far more accustomed to accompanying others by listening and developing 

30.  Semana, “Los cinco del cañaduzal,” Semana.
com, August 14, 2020. https://www.semana.com/
nacion/articulo/masacre-en-cali-detalles-del-ase-
sinato-de-cinco-jovenes--noticias-colombia- 
hoy/694571/. 

31.  Turino, Music as Social Life, 40. 



A Song for Justice: Collaborative Composition in Response to Brutality

150 H-ART. No. 11. Mayo-Agosto 2022, 302 pp. ISSN: 2953-2263 e-ISNN 2590-9126. pp. 137-158

countermelodies on the fly. My solfège is not sufficiently strong to help her 
much and the mediation and time delays of WhatsApp messages made this pro-
cess painful, but Pepa used the editing techniques developed in her production 
degree to piece together her part. 

Throughout the process I encouraged collaborators to send me whatever 
they felt would fit with the emerging song, but Martina was initially unsure: “Lo 
que no sé es qué puedo añadir yo” (“What I’m unsure about is what I can add”). I 
suggested she start by singing the chorus, but she found it difficult, which came 
somewhat as a shock to me. I had maintained the rhythmic pattern of guacherna 
in the programmed drum beat to help her feel at home. The melody was simple 
and not dissimilar to songs she knows well. What could the difficulty be? 

The problem was with the lead voice. In tambora music, whether participa-
tory, presentational, or hi-fidelity, the cantador(a) sings lines between the chorus 
refrains that vary in lyrical content but maintain the same melody. Importantly, 
the melody of this strophe resolves to the tonic centre, or a closely related tone, 
just before the chorus comes in. In fact, as I was discovering, Martina and other 
tambora singers may pay closer attention to this as a cue for their entrance than 
they do to any abstract metric scheme. In “Por la justicia” the chorus enters in a 
metrically regular fashion, just before every fourth repetition of the guacherna 
cycle. That is how I felt where to enter. Martina, however, was waiting for a tonal 
cue from the “cantadora”. We hadn’t created melodies for this part of Márquez’ 
speech, so Martina struggled to know where to come in. Nonetheless, after me 
singing through the part on WhatsApp messages and phone calls, she managed 
to locate her entrances and successfully record the part. 

In sum, writing and recording this section required the resolution of 
a series of fundamental tensions. In stark contrast to Pedro’s desire for a clear, 
abstracted, diagrammatic description of rhythmic and harmonic structure, Pepa 
would have liked the opportunity to listen repeatedly and develop her own com-
plementary part, while Martina would have preferred a clear, repeated sonic cue 
from a fellow participant to guide her input. These musical dispositions reflect 
broader cultural traits of social interaction. Pedro comes from a cosmopolitan, 
middle-class family in the city of Cali, and sought out the structured rigour of 
training in classical music in both France and Canada, where he appreciated the 
relative order of day-to-day life. The millennial Pepa combines “folk” and punk 
aesthetics in her music, dress sense, and social circles. Martina is the daughter 
of a campesino farmer from a small town accessible only by boat. Her formative 
years were spent combining formal schooling with the soaking up of oral tradi-
tions, which she now performs and teaches. Joaquín wondered whether to par-
ticipate at all because of his proximity to physical violence aimed at protesters. 
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Miguel and Santiago had no such doubts, as their experiences of protests had 
been peaceful. 

In a shared project we were all forced to mediate between these different 
approaches to music, people, and protest, edging out of our comfort zones to try 
different approaches and help each other adapt to the differences. We also had to 
find novel strategies for success within the restricted circumstances of mediated 
interaction due to geographical distance and the Covid lockdown. The musi-
cal compromises and new understandings we developed of one another were at 
different ends of a single spectrum of social specificity. We used musical com-
position, performance, recording, and editing to model and manifest peaceful 
relations based on “non-dominance, deliberation, and cooperation.”35 As such, 
the sonic elements of the song can be heard as “dicent indices” of collaboration.36 
That is to say, they do not merely represent possible collaboration, as a song like 
The Beatles’ “Come Together” might, but can be taken as evidence of genuine 
collaborative processes. 

Break it Down and Build Up the Female Voice

People listening passively to a recording need contrasts to avoid becoming bored 
and moments of surprise that connect them with the here and now. We aimed to 
achieve this with the second verse (04:15-04:30) and bridge (04:32-04:55), espe-
cially by punctuating the urgency of the lyrics beginning with “Nosotros no somos 
terrorristas” (“We are not terrorists”). The Colombian political left has been mar-
ginalised so thoroughly throughout the twentieth century that some, such as the 
Revolutionary Armed Forces of Colombia (FARC) or the National Liberation 
Army (ELN), have taken up arms. Many of these groups’ actions seem to belie a 
greater concern for maintaining armed domination of territory and (illicit) trade 
than for social change. People who wish to express progressive views without 
going to those extremes are constantly forced to distance themselves from mil-
itant groups, to avoid becoming military or paramilitary targets. In her speech, 
Márquez aligned herself with the protesters and spoke emphatically against their 
criminalization by the government, right-wing media, and reactionary public 
opinion. 

We wrote a unison break that matched the force of Márquez’ words 
(04:33-04:41). To accompany the declaration of her female positionality—”Como 
mujer, como hermana, como hija, como madre...” (“As a woman, as a sister, as a 
daughter, as a mother…”)—we added female voices to imply feminine solidarity. 
Gabriela created layers of harmonised sung vocals “as if [Francia’s words] were the 
voice of a multitude of people.”37 Martina added her harmony. Gibelly wanted to 
sing with her daughters “to highlight a voice that calls us to value the other and 

32.  Robert Walser, “Popular Music Analysis: Ten 
Apothegms and Four Instances,” in Analyzing Po- 
pular Music, edited by Alan F. Moore (Cambridge: 
Cambridge University Press, 2003), 28. 

33.  Alejandro Sanz, “Me iré,” YouTube Video, 
5:40, March 29, 2022, https://www.youtube.com/ 
watch?v=-pt2cfKGseM.

https://www.youtube.com/watch?v=-pt2cfKGseM
https://www.youtube.com/watch?v=-pt2cfKGseM
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listen,”38 though time restraints did not permit. Lina Zambrano, my wife, added 
both sung and spoken lines to increase the density. 

The way in which the last two lines of the bridge were fixed involved an 
intervention from Francia Márquez herself. When we had a rough edit of the 
whole song, I sent it to her, reiterating our intentions and asking for her com-
ments or suggestions. Although I worried she might reject what we had devel-
oped and leave us in a difficult situation, it was an important part of the process 
to include her in the decision making. She was happy with everything bar one 
word. In her original improvised speech, she had said “hago un llamado a la toler-
ancia” (“I call for tolerance”). In her email she said that, on reflection, she would 
prefer that the word “tolerancia” not be included in the song. She did not develop 
her reasons, but Lina helped me understand that Márquez likely wanted to avoid 
being misinterpreted as calling on protesters to tolerate police violence. I cut “a 
la tolerancia” leaving the “call” more open. 

Without “tolerancia” the following line, “Vamos a parar esto” (“Let’s 
stop this” [the killings]) (04:53-04:44) had a more commanding sound, which 
I attempted to amplify with editing techniques. It was the voice of a strong 
Afro-Colombian mother leading her matrifocal household39, painted large. It 
resonated with picket signs referring to the power of a mother’s word, or the 
physical and emotional strength of mothers who joined the protests, such 
as Teresa Montero Rendón.40 Underscoring the power of this idea required 
more than human voices. I used digital echo to repeat “parar esto” and shifted 
the echoed track down an octave, in a style I first heard in Outkast’s “Morris 
Brown,”41 which has since been adopted in much trap and pop music. I also 
reused part of a digital sound created for the introduction, the understanding of 
which highlights a further way of thinking about music, reframing, in turn, the 
whole collaborative project. 

How Many Seconds of Noise?

Returning to my initial ideas for this song, I was keen to use digital editing soft-
ware not simply to compile and “polish” the constituent sounds, but to reshape, 
mould, and contribute to the finished sonic product. My capacities for doing so 
are limited by know-how and access to software. For some of the digitally manip-
ulated sounds of the verses and choruses I felt able to take samples of the Márquez 
recording, edit, reverse, process, and recombine them to create sounds that 
highlighted certain phrases (02:03-02:06) or outlined an entire section (01:18-
01:39). However, in discussions with the collaborators we decided to begin the 
song with a growing mass of dissonant sound that could evoke for listeners the 

34.  La Disidencia, “Vogue en el Paro Nacional: 
¿Qué hay detrás,” YouTube Video, 7:01, May 5, 2021, 
https://www.youtube.com/watch?v=ZhtDpadjr 
Wo.

35.  Gillian Howell, “Harmonious Relations: 
A Framework for Studying Varieties of Peace in 
Music-Based Peacebuilding.” Journal of Peacebuil- 
ding and Development 16, no. 1 (2021): 87. 
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tumult of the protests, police repression, and popular reactions. Sculpting such a 
sound was beyond me. 

Jorge García is a composer in the Uniandes music department with 
classical formation, a love of heavy metal, and a PhD from the University of 
Birmingham, where he developed his interest in loud, spatialized electroacous-
tic music. He likes John Blacking’s oft-quoted description of music as “humanly 
organised sound,”42 and his compositional practice often involves sculpting 
found recordings.43 He was central in creating the swell of sound that introduces 
“Por la justicia” (00:12-00:29). 

When I spoke to Jorge about the idea, he asked for clear instructions, 
not in Perdo’s terms of metre and harmony, but in terms of how many seconds 
of “noise” were needed. Beginning with a search for open-source recordings, he 
first selected material which would immediately call to mind the national strike 
for (Colombian and Latin American) listeners: the sounds of cooking pots being 
bashed in cacophonic displays of inconformity as part of demonstrations known 
as “cacerolazos”; indistinct chanting; and the hoots of vuvuzelas. He then pro-
cessed these in such a way as to make any clear meaning questionable, playing 
with the possibility of understanding and misunderstanding. He also introduced 
a “boom” sound from a sample library, toying with the ways in which the combi-
nation related spatially through panning. 

García describes the creative process as a “double appropriation”44 in close 
dialogue with “plunderphonics” a concept introduced in a 1985 conference pre-
sentation by John Oswald, which implores us to question notions of sonic owner-
ship.45 It resonates with Turino’s category of studio-audio art,46 but delves deeper 
into the social repercussions of the practice. This concept struck me as useful in 
explaining what we had been doing throughout the project: the heavy sampling 
of recorded material not initially created as music, and its rearrangement and 
combination with other sonic material—found, new, inspired by existing music, 
or developed especially—to create a musical product that resists legalistic or aes-
thetic description as “original,” “derivative,” or “stolen”. It involves using sound 
technology (in the broadest sense) in ways that question distinctions between 
composing, (re)producing, and playing (in the sense of interpreting an instru-
ment). These questions both echo and answer Walter Benjamin’s concerns about 
creativity in the age of mechanical (and digital) reproduction.47 

Oswald’s and García’s responses to the philosophical knots of copyright 
and ownership in the age of sampling are at base optimistic. I believe they also 
indicate an optimistic response to the broader social question of how we can 
react musically to horrors the like of which Colombia currently faces, beyond 
the creative drive of a single composer. For Jorge, playing in the murky waters 

36.  Turino, “Peircean Thought.”

37.  Personal communication, January 25, 2022.

38.  Personal communication, January 27, 2022.

39  Whitten, Norman E. Jr.. Black Frontiersmen: 
Afro Hispanic Culture of Ecuador and Colombia. 
Illinois: Waveland Press Inc., 1974.

40.  Laura Rocco, “La historia de la fotografía que 
conmovió a Colombia en el Paro Nacional #28A,” 
Impacto News, April 29, 2021, http://impactone-
ws.co/la-historia-de-la-fotografia-que-conmovio-
a-colombia-en-el-paro-nacional-28a/.

41.  Outkast, “Morris Brown (Official HD Video),” 
YouTube Video, 4:24, October 25, 2009, https://
www.youtube.com/watch?v=VHNSmlZ9Rwo, 
02:10-02:14.

42.  John Blacking, How Musical is Man? (Seattle: 
University of Washington Press, 1973), 3-31. 
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of sampling and creativity is a means of moving away from discourses about the 
social “autonomy” of music: old, but still commonplace ideas that (the most 
valuable) musical sound, and its appreciation, should be “pure” and “transcend” 
social or political meaning or uses. Oswald advocated for “a state of music with-
out fences, but where, as in scholarship, acknowledgement is insisted upon.”48 
In “Por la justicia” we attempted to make a sound that would be “drenched in” 
and “rub up against” the social upheaval and political debate of its moment. 
We sought to remove some of the “fences” between students and faculty in our 
department, between the academy and the “real world” of traditional singers and 
activists, between bogotanos, people from “the regions,” and foreigners, between 
music and speech, composition and borrowed material. However, we always 
sought to acknowledge the creative and social debts we owe to others. 

One More Time: Iterating Participation to Counter Violence

The re-emergence of the chorus (5:00) allowed me to select lines from the sec-
ond half of Márquez’ speech to include as spoken interjections between refrains. 
One of these was long, but it allowed some “word painting” which we hoped 
would allow listeners to hear more analytically, while simultaneously conveying 
two messages about the power of music to resist violence: “Instead of the gun-
shots we have been hearing, we must ensure that tonight everyone hears guitars, 
drums, cununos, guasá shakers, marimbas, clarinets. Let those be the sounds that 
are heard” (05:45-06:05). 

While editing this section I adapted a technique commonly used by funk 
and soul bands during the 1960s and ‘70s49. This allows listeners to hear each part 
individually, understanding how each combines with the others to form a gestalt 
musical pattern. I took advantage of Márquez’ list of instruments to do similar. 
Though its impact on listeners’ understanding is perhaps limited, as the speech 
and groove quickly come to an end, it may provide an invitation to relisten to the 
whole song. 

Márquez’ words in this section suggest that musical sounds can be a 
means of blocking out, silencing, or replacing the sounds of violent conflict. This 
is an idea developed by academic literature on the peacebuilding power of music. 
Michael Daughtry writes of the sounds of war, such as the helicopters, gunshots, 
and sirens that were assaulting the ears of caleños in early May 2021, as the “bel-
liphonic.”50 His case studies show various ways in which music can resist them 
sonically and socially.51 

Márquez’ plea goes further, however, than just blocking out belliphony: 
She invites us, or at least the residents of neighbourhoods like Siloé, to join 
together in participatory practices, seeking social synchrony through music 

43.  See his Soundcloud page: https://sound-
cloud.com/jorge-garcia.

44.  Personal communication, May 20, 2021. In 
Spanish “apropiación” can refer to legitimate social 
uptake as well as more morally questionable prac-
tices as in the English “cultural appropriation.”

45.  John Oswald, “Plunderphonics, or Audio 
Piracy as a Compositional Prerogative,” presented 
to the Wired Society Electro-Acoustic Conference, 
Toronto, 1985, http://www.plunderphonics.com/
xhtml/xplunder.html.

46.  Turino, Music as Social Life, 66-92.

47.  Walter Benjamin, “The Work of Art in the Age 
of Mechanical Reproduction,” in Illuminations, 
edited by Hannah Arendt, translated by Harry 
Zohn (New York: Schocken Books, 1969), 1-26. 

48.  Oswald “Plunderphonics.” 

49.  When introducing new dance styles and 
densely textured grooves to audiences unfamiliar 
with their live act, bands like Archie Bell & The 
Drells would often have “breakdowns” in which 
most instruments dropped out, the lead singer an-
nouncing their reintegration one-by-one: Archie 
Bell & The Drells, “Tighten Up (1968),” YouTube 
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making, accommodating our desires to the needs of the group, participating in 
peaceful protest, and making material the social harmony that harmonious music 
can both represent and foment.52 This invitation went out to people on all sides 
of the conflict in a way that helped to nuance discourses that would otherwise 
glorify or vilify particular agents in the tumult. Those of us who participated 
in the song were unable to take part in the way Márquez’ lines imagine, but the 
reintroduction of a densely-textured chorus accompaniment aimed to evoke for 
listeners the kind of musical practice that she was calling for, after separating out 
clearly each of its multiple layers of repeating patterns, contrasting timbres, and 
interlocking phrases. 

Final Reflections

The song ends as the recording of Francia Márquez’ speech begins (06:10 - 
06:20): We remember that words, spoken or sung, might not help alleviate the 
pain of those who are suffering, but the echo of the sounds developed over the 
previous minutes (in recorded time), and days (in real time), might contribute to 
the efforts not just to relieve pain, but to construct societies that inflict less pain 
in the first place. 

In this essay I have argued that the act of making music with Márquez’ 
speech in the way we did was not simply a means of representing solidarity with 
her message and the families of victims, but was itself an act, however small, of 
solidarity, empathy, and collaboration. Regrettably, our collaborators did not 
include locals from Siloé, far less the families of victims. Such inclusion is just 
one way in which the process could have been strengthened, in order to aug-
ment further the empathy with those people. Working together in person, or 
with less centralised communication, and iterating our performances live would 
also help. However, the temporal immediacy of the project, and its technologi-
cally mediated nature, required various compromises. Nonetheless, the lessons of 
the process, and its narration here, include a deeper understanding of how each 
collaborator approaches musical praxis, and how these differences reflect broader 
cultural and personal diversity.53 

Working together to realise a project on an achievable scale is, I hope, 
the beginning of processes by which we can form broader social habits of col-
laboration. Such habits are part of the response necessary to break cycles of 
violence in places like Colombia. The sonic signs we recorded and manipulated 
that now form part of the whole recording are dicent indices of our collabora-
tion and increased solidarity with each other, and to some extent with Francia 
Márquez, José Ambuila, Kevin Agudelo, Hárold Rodríguez, Neison Sánchez, 
and the countless other victims of the current wave of violence. They borrow 

Video, 3:17, March 29, 2022, https://www.you-
tube.com/watch?v=Wro3bqi4Eb8.

50.  Martin Daughtry, Listening to War: Sound, 
Music, Trauma, and Survival in Wartime Iraq (Ox- 
ford: Oxford University Press, 2015). 

51.  See also: Ian Middleton, “Trust in Music”. 
One aspect I have documented in Colombia is the 
use of loud musical sounds, such as drumming, to 
create sonic spaces of what Clemencia Rodríguez 
calls “parallel peace” (Clemencia Rodríguez, 
Citizens’ Media Against Armed Conflict: Disrup- 
ting Violence in Colombia [Minnesota: University 
of Minnesota Press, 2011], 73-90. During bomb-
ing raids against guerrillas in the countryside of 
Montes de María, gaita teachers in nearby towns 
maintained practice sessions for local children. 
They did so in part so the young people involved 
would not hear the sounds of war.

52.  Felicity Laurence, “Music and Empathy,” in 
Music and Conflict Transformation: Harmonies 
and Dissonances in Geopolitics, edited by Olivier 
Urbain (London: I.B. Taurus, 2008), 13-25. 

53.  In October 2021, Miguel Hoyos and I had 
the opportunity to travel to Siloé and take part in 
a march of solidarity with families of the victims. 
We played bombos and cowbells with members of 
Tambores de Siloé to accompany the chants of the 
march leaders. Miguel notes that participating in 
the march “helped me feel much more connected 
to the families and the inhabitants of Siloé,” but 
also that “Por la justicia” gains its power “from the 
strong presence of each collaborator,” more notable 
than in the milieu of a march. Personal communi-
cation, January 26, 2022.

https://www.youtube.com/watch?v=Wro3bqi4Eb8
https://www.youtube.com/watch?v=Wro3bqi4Eb8
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from participatory practices, especially Afro-Colombian ones, even as they show 
plainly their mediated, and largely “outsider,” nature. We enacted a plunder-
phonic philosophy to minimise frontiers while acknowledging influences. I hope 
these sounds and interactions are also understood as an invitation to dialogue 
among all those involved (victims, perpetrators, observers, activists, musicians) 
as we struggle to find a way of moving beyond belliphony, via the harmonious 
relations made manifest in our musical practices, towards a society characterised 
by more justice and dignity for all.
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