
Abolition 
and the 
Nordic 
Transatlantic slavery 
and the traces of resistance 

Edited by 
Åsa Bharathi Larsson 
& Sam Holmqvist 

Södertörns högskola 



Creative Commons Attribution 4.0 Internationell (CC BY 4.0) 

Images may be subject to individual copyright 

Södertörns högskola 
(Södertörn University) 

Biblioteket 
SE-141 89 Huddinge 

www.sh.se/publications 

© The Authors 

Cover: Jonathan Robson  
Layout: Per Lindblom & Jonathan Robson 

Printed by E-Print, Stockholm 2026 

Södertörn Academic Studies 105 
ISSN 1650-433X 

ISBN 978-91-89962-78-1 (print) 
ISBN 978-91-89962-79-8 (digital) 



159 

Hearing Spirituals – Hearing Slavery? 
Marian Anderson’s Concerts in Finland 1930–1934 
and Interpretations of African American Spirituals  

in the Finnish Press1 

Marika Kivinen 

In this chapter I will discuss the implications of the African 
American classical singer Marian Anderson’s performances of 
African American spirituals2 in her concerts in Finland 
between 1930 and 1934. I will particularly focus on the fol-
lowing questions: How were the spirituals perceived in the 
press – especially in relation to images of slavery? Is it possible 
to see traces of abolitionism in the reception of Anderson’s 
performances?  

Marian Anderson (1897–1993) was an American contralto, 
who in the 1920s had become an established concert singer in 
the United States. In 1930 she travelled to Germany to launch 
her career, and to study German lieder.3 The Norwegian agent 
Rule Rasmussen and the Finnish pianist Kosti Vehanen heard 
her sing in Berlin, and shortly afterwards she was booked for a 
concert tour in the Nordic countries. She was to give concerts 
in Oslo, Stockholm, and Helsinki.4 The Swedish agent Helmer 
Enwall had expressed his vision that a singer who ‘did not look 

— 
1 This article is written as part of the project ‘Untold Stories’, which is funded by The 
Kone Foundation. 
2 At the time the songs were called ‘negro spirituals’, but today the terms spirituals, 
Black spirituals and African American spirituals are preferred. 
3 Allan Keiler, Marian Anderson: A Singer’s Journey (University of Illinois Press, 
2002), 50–114. 
4 Marian Anderson, My Lord, What a Morning: An autobiography (University of 
Illinois Press, 2002), 130–137 and 141. Anderson gave concerts in Stavanger and 
Bergen before her debut in Oslo. Marian Anderson is one of the African American 
artists that Erlend Hegdal studies in his seminal work on African American artists in 
Norway. Erlend Hegdal, Charleston i Grukkedalen (Nasjonal biblioteket, 2009). 
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in the least like a Scandinavian’ should be able to make a career 
in the Nordic countries.5 Anderson’s concerts with Vehanen 
consisted of classical music from different periods, including 
spirituals. The duo performed spirituals in all concerts and 
usually each concert ended with a section of three or four 
spirituals. The pieces were arrangements of traditional African 
American songs by Anderson’s contemporaries (and friends 
and colleagues), such as Harry T. Burleigh, Edward Boatner, 
Lawrence Brown, and Roland Hayes.6 

Anderson’s choice to perform spirituals can be seen as part 
of an African American cultural movement and as resistance 
to racism. The history of the spirituals and their reception by 
white audiences is closely connected to the American aboli-
tionist movement. In an American context the spirituals were 
understood to be directly linked to slavery and the spirituals 
were an important part of an African American struggle for 
recognition and citizenship. The music has direct links with 
plantation slavery in the United States and is an important part 
of the musical legacy of enslaved Black Americans.7 In the 
1870s, after the abolition of slavery, arrangements of these 
songs were performed and made widely known by vocal 
groups such as the Fisk Jubilee Singers (FJS). FJS and similar 
groups performed arrangements for usually a four-part choir, 
adjusting and rearranging the music for white audiences.8 

— 
5 Anderson, My Lord, 142. 
6 See appendix for a list of the spirituals performed by Anderson in Finland. 
7 Paul Allen Anderson, Deep River: Music and Memory in Harlem Renaissance 
Thought (Duke University Press, 2001). See also Sandra Jean Graham, Spirituals and 
the Birth of a Black Entertainment Industry (Champaign: University of Illinois Press, 
2018); Kathleen A. Abromeit, Spirituals: A Multidisciplinary Bibliography for 
Research and Performance (Co-published by Music Library Association and A-R 
Editions, 2015). 
8 The classic in the field is J. B. T. Marsh, The Story of the Jubilee Singers with their 
Songs (Hodder and Staughton, 1875). More recent is Andrew Ward, Dark Midnight 
When I Rise: The Story of the Jubilee Singers Who Introduced the World to the Music 
of Black America (Farrar, Straus, and Giroux, 2000). The changes and adjustments 
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Around the turn of the century African American com-
posers of classical music arranged spirituals for a solo singer 
and pianist, reshaping the traditional call-and-response form 
of the songs. Although the music was religious in nature, many 
vocal groups, vocal soloists, and composers, shaped the spiri– 
tuals to fit a classical musical tradition. Devotional songs and 
work songs were formed into concert music, and they became 
part of an African American cultural movement for recogni-
tion and justice.9 

In focus in this article is the reception of Anderson’s per-
formances of spirituals in Finland. The reception of Marian 
Anderson and her concerts can be seen as part of a historical 
continuity of Blackness and anti-Blackness in the reception of 
African American singers and performers, including Fisk 
Jubilee Singers, in Finland from the 1870s.10 Generally, Ander-
son’s concerts were well-received, however, both marketing 
material and interviews and reviews focused on race and 
— 
are discussed, among others, by Ronald Radano, ‘Denoting Difference: The Writing 
of the Slave Spirituals’, Critical Inquiry, 22: 3 (Spring 1996): 506–544; Gabriel Milner, 
‘The Tenor of Belonging: The Fisk Jubilee Singers and the Popular Cultures of 
Postbellum Citizenship’, The Journal of the Gilded Age and Progressive Era, 15:4 
(2016): 399–417; and, Kelly Jakes, ‘‘Natural’ virtuosos: Paradoxical polysemy and the 
rhetoric of the Fisk Jubilee Singers’, Quarterly Journal of Speech, 108:3 (2022): 271– 
291. 
9 Anderson, Deep River, 59–111; Alain Locke, ‘The Negro Spirituals,’ 199–224 in The 
New Negro. An Interpretation. ed. Alain Locke (Albert and Charles Boni, 1925); 
W.E.B. Du Bois, The Souls of Black Folk, (Bedford Books, 1987, orig. 1903), 185–194; 
Samuel A. Floyd, Jr. (ed.), Black Music in the Harlem Renaissance. A collection of 
essays (The University of Tennessee Press, 1990), especially the articles by Floyd (p. 
1–28), Paul Burgett (p. 29–40), Rawn Spearman (p. 41–54). Also James Weldon 
Johnson, ‘Preface’, The Book of American Negro Spirituals (arr. J. Rosamond 
Johnson) (Da Capo Press, 1985, orig. 1925 and 1926), 11–50. 
10 See Marika Kivinen & Maren Joansson ‘Ambulerande svarta sångare i Finland 
circa 1880–1940’, Genus, arbete och landsbygd, eds. Anders Ahlbäck et al. (Svenska 
Litteratursällskapet 2025), 225–255; Maren Jonasson, ‘Exhibiting the Extraordinary 
Body’ in Encounters and Practices of Petty Trade in Northern Europe, 1820–1960, eds. 
Jutta Ahlbeck, Ann-Catrin Östman & Eija Stark (Palgrave Macmillan 2022), 171– 
197; Maren Jonasson, ‘Föreställningar, platser och rum. Två afroamerikanska 
marknadsartisters vistelse i Finland 1881–1883’ in Att mötas kring varor eds. Johanna 
Wassholm & Ann-Catrin Östman (Svenska Litteratursällskapet 2021), 181–208. 
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Blackness.11 The material in this chapter consists of newspaper 
articles, reviews, marketing material, and advertisements pub-
lished in both Finnish and Swedish language newspapers in 
Finland between 1930 and 1934. Among all the texts analysed 
in this chapter, around one hundred different items deal 
directly with Marian Anderson’s concert performances. Based 
on newspaper material, I have compiled a list of Anderson’s  
concerts and the spirituals that Anderson performed in 
Finland (see appendix). 

I approach music as a social practice that involves both per-
former and audience, as well as agents and marketing.12 Music 
is also seen as thought, as carrying affect and ideas or ideo-
logies.13 Theoretical understandings of race and racialisation in 
and through music are central to my understanding; although 
I will not be discussing understandings and interpretations of 
voice in relation to Marian Anderson in depth, the analysis is 
inspired by the idea that voice is malleable and unstable, and 
that racialising happens through voice and listening.14 

— 
11 Kivinen & Jonasson, ‘Ambulerande’, 225–228; 234–237; 242–245. Vehanen was a 
well-established pianist, who had an international reputation. The concerts in 
Finland were organised and promoted by Fazer’s concert bureau, the most influential 
agency in Finland. 
12 On music and social practices see for instance Christopher Small, Musicking: The 
Meanings of Performing and Listening (Wesleyan U.P, 1998) and Lawrence Kramer, 
Music as Cultural Practice, 1800–1900 (University of California Press, 1990). 
13 Sara Ahmed, ‘Happy Objects’ in The Affect Theory Reader, eds. Melissa Gregg & 
Gregory J. Seigworth (Duke University Press, 2010), 29–51 and Sara Ahmed, ‘The 
performativity of disgust’ in Sara Ahmed, The Cultural Politics of Emotion 
(Routledge, 2004;) and Sara Ahmed, ‘Affective Economies’, Social Text 22/2, 2004, 
117–139. 
14 Nina Sun Eidsheim, The Race of Sound: Listening, Timbre and Vocality in African 
American Music (Duke University Press, 2019); Jennifer Lynn Stoever, The Sonic 
Color Line: Race and the Cultural Politics of Listening (New York University Press, 
2016). 
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Abolitionist Arguments and the  
Cultural Politics of Spirituals 

In his autobiography published in 1845 Frederick Douglass 
asked readers to pause and listen to the songs of enslaved 
persons. They were a ‘tale of woe’ and a ‘testimony against 
slavery’.15 He wrote that contrary to common belief the songs 
were not evidence of the happiness of enslaved persons, but 
that ‘[s]laves sing most when they are most unhappy’. He 
continued: ‘The songs of the slave represent the sorrows of his 
heart; and he is relieved by them, only as an aching heart is 
relieved by its tears. At least, such is my experience’.16 

According to Jon Cruz, Black religious song making 
became a part of the abolitionist movement, sparking interest 
in collecting, transcribing, and publishing spirituals, thus 
transforming Black oral culture into written text. Cruz argues 
that Douglass called for an ‘interpretive ethos of pathos’, 
requiring a new mode of hearing.17 It required an ‘attentive and 
refined sensibility’. This new interest allowed slaves to be seen 
as ‘culturally expressive subjects’. According to Cruz, it was 
during the Civil War that the ‘Negro Spiritual’ became a ‘dis-
tinct, observable, and knowable element of black culture’, even 
the preferred form of Black cultural expression.18 

This form of interpreting and listening to spirituals very 
quickly became an international phenomenon. Kira Thurman, 
in her study of the reception of spirituals in Germany and 
Austria between the 1870s and 1930s, states that ‘listeners 
came to believe that African American spirituals – more than 

— 
15 Frederick Douglass, Narrative of the Life of Frederick Douglass, an American Slave 
(First Avenue Editions, 2014, orig. 1845), 25 and Jon Cruz, Culture on the Margins: 
The Black Spiritual and the Rise of American Cultural Interpretation (Princeton 
University Press, 1999), 3. 
16 Douglass, Narrative, 26. 
17 Cruz, Culture on the Margins, 3. 
18 Cruz, Culture on the Margins, 4. 
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any other form of ‘Black music’ or ‘Negro music’ – were capa-
ble of entering the realm of high art music’.19 

Spirituals had been in focus within African American dis-
cussions on African American cultural expression since the 
1870s. Fisk Jubilee Singers, and later other similar vocal 
groups, had promoted the transformation of the Black folk tra-
dition into performances for the (predominantly white) con-
cert stage and had increased the knowledge of this tradition 
world-wide. FJS began touring to fundraise for Fisk University. 
Between 1871 and 1878 the ensemble had performed in the 
United States, Great Britain, Germany, Holland, and Switzer-
land.20 In the 1890s they toured in the Nordic countries, 
including Finland in 1895.21 

Performances by Black singers of spirituals were always 
interpreted in relation to stereotypical assumptions of Black 
persons in general and Black performers in particular.22 Thus, 
the performers were by necessity always involved in different 
types of cultural resistance to racist assumptions. Kira Thur-
man writes on the reception of spirituals in Austria and Ger-
many from the 1870s to the 1930s that by ‘performing in cus-
tom gowns and tuxedos on some of Europe’s most famous 
concert stages, they strove to elevate African American culture 
specifically and the Black Diaspora more generally in the eyes 

— 
19 Thurman, Kira, ‘“Africa in European Evening Attire”: Defining African Ameri-
can Spirituals and Western Art Music in Central Europe, 1870s–1930s’ in Rethinking 
Black German Studies: Approaches, Interventions, and Histories, edited by Tiffany 
Florvil & Vanessa Plumly (Peter Lang: 2018), 200. 
20 Jakes, ‘‘Natural’ virtuosos’, 272. 
21 Kivinen & Jonasson, ‘Ambulerande’, 225–229; 231–234 and 239–242. 
22 On historical representations of Blackness in Sweden and Finland see Åsa Bharathi 
Larsson, Colonizing Fever: Race and Media Cultures in Late Nineteenth-century 
Sweden (Lund University, 2016); Leena-Maija Rossi, ‘Licorice boys and female coffee 
beans: representations of colonial complicity in Finnish visual culture’ in Complying 
with Colonialism, eds. Suvi Keskinen et al. (Ashgate, 2009), 189–204; and Marika 
Kivinen, ‘Bröllopsresa i Kongo – ras, kön och makt i en finländsk reseskildring’, 
Naistutkimus-Kvinnoforskning 2003:4, 31–44.  
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and ears of the white societies in which they participated’.23 

Thurman asserts that Black musicians and singers performed 
respectability both on and off stage, appealing to their audi-
ences. She writes: 

Much like the Fisk Jubilee Singers, African American perfor-
mers of spirituals sought out European high art spaces in which 
to perform, thus legitimizing spirituals as art music. […] Audi-
ences arrived to the concert hall already expecting or assuming 
that they would be hearing cultivated, serious music. By the  
nature of their performance spaces alone, these musicians were 
able to differentiate themselves from jazz performers in cabaret 
clubs or Black entertainers in dance halls.24 

Spirituals can be seen to have become a nexus for cultural 
struggles around understandings of the musical traditions of 
enslaved persons. White cultural understandings of spirituals 
were intertwined with stereotypes of formerly enslaved and/or 
Black persons as singers and performers. Since spirituals are 
songs with a religious content, they had the potential to raise 
sympathy for abolitionism, and performances of them could 
be seen as a specific kind of soul-making, or rehumanising, ser-
ving as a post-abolitionist argument for citizenship for Black 
persons. On the other hand, spirituals formed an important 
part of Black self-expression and were a vehicle for resistance 
to slavery and the dehumanising and devaluing of Black 
persons and Black music. 

Since the late 19th century, African American composers 
had made musical arrangements of spirituals that were similar 
to classical art-songs and resembled folk song arrangements. 
The international music publisher Ricordi had in 1917 pub-
lished a collection of spirituals arranged by the baritone, com-

— 
23 Thurman, ‘‘Africa in European’’, 203. 
24 Thurman, ‘‘Africa in European’’, 214. 
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poser, and music editor Harry T. Burleigh.25 These were per-
formed and promoted by many singers. 

In the 1920s the tenor Roland Hayes had performed these 
songs in concerts in Germany and Austria. In a similar fashion, 
Marian Anderson ended all her concerts of classical art songs 
with a section of spirituals in arrangements by her contem-
poraries Burleigh, Edward Boatner, Roland Hayes, J. Rosa-
mond Johnson, and others.26 In addition to Hayes and Ander-
son, Kira Thurman also cites Abbie Mitchell, Paul Robeson, 
Aubrey Pankey, and Lilian Evanti as singers who travelled to 
Germany and Austria in the 1920s and 1930s. They came to 
study classical music, but also offered song recitals, including 
spirituals.27 

Spirituals had since the late 19th century been a central part 
of African-American debates and discussions on Black music 
and aesthetics.28 For Douglass, writing in 1845, the spirituals 
were ‘songs of sorrow’, and for W.E.B. Du Bois in his The Souls 
of Black Folk from 1903 the spirituals were ‘sorrow songs’ – a 
part of the folk legacy that would ‘provide a passage into the 
“kingdom of culture” where distinctly Black expressive content 
might find sympathetic expression in idealist cosmopolitan 
forms’.29 In the Harlem Renaissance (sometimes also called the 
Negro Renaissance – the flourishing of Black culture in the 
1920s and 1930s) music was central for thought and action. 
Spirituals were one of the most important forms of music for 
this movement, which is exemplified by the fact that Alain 
Locke in 1925 dedicated a whole chapter in the anthology The 
New Negro to the spirituals.30 

— 
25 Harry T. Burleigh, The celebrated Negro Spirituals arranged for solo voice (Ricordi, 
1917). 
26 See Keiler, Marian Anderson, 350–351 for a complete list of spirituals that Ander-
son performed during her career. 
27 Thurman, ‘‘Africa in European’’, 211. 
28 Floyd, ‘Music in the Harlem Renaissance’, 12–16. 
29 Anderson, Deep River, 16. 
30 Locke, ‘The Negro Spirituals’, 199–224. 
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In an article focusing on the slightly later writing of Locke, 
Paul Burgess argues that Locke’s view of spirituals can be seen 
as a part of a form of vindication of Black music, a way of chal-
lenging the dehumanising views of post-abolition racism in the 
United States.31 Not all agreed that spirituals should primarily 
become a vehicle to social and cultural advancement. Zora 
Neale Hurston was one of the vocal critics of a view on art that 
was founded on Black folk traditions, but which rejected ver-
nacular forms of expression.32 

Finnish Audiences and Cultural Interpretations of 
Spirituals in the Early 1930s 

The popularity of the spirituals rendered possible the distribu-
tion of Black American music tradition towards a large audi-
ence on several continents. As the spirituals were directly 
derived from the musical culture of Black persons enslaved on 
plantations and often dealt – directly or indirectly – with suf-
fering and redemption from suffering, they also shaped the 
way in which plantation slavery was understood outside the 
United States. This can be seen from the reception of Marian 
Anderson’s concerts in Finland. 

Marian Anderson and Kosti Vehanen held their first 
concert in Finland on November 24th 1930, in the University 
Hall of Helsinki University. The concert was sold out, and 
quickly a second concert was announced for the 26th. Both 
concerts ended with a section of spirituals and the audience 
heard arrangements of ‘Go Down Moses’, ‘I Don’t Feel Noways 
Tired’, ‘Oh Wasn’t Dat a Wide Ribber’, ‘Deep River’ and ‘Oh 

— 
31 Burgess, Paul, ‘Vindication as a Thematic Principle in the Writings of Alain Locke 
on the Music of Black Americans’, in Floyd, Black Music in the Harlem Renaissance, 
29–41.  
32 Zora Neale Hurston, ‘Spirituals and Neo-Spirituals (1934)’ in The New Negro: 
Readings on Race, Representation, and African American Culture, 1892–1938, edited 
by Henry Louis Gates and Gene Andrew Jarrett (Princeton University Press, 2008), 
473–476. 
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Peter Go Ring-a dem Bells’ by Harry T. Burleigh as well as 
‘Wade in de Water’ by Edward Boatner.33 

In an interview published in the major newspaper Helsingin 
Sanomat, Marian Anderson is quoted as saying: ‘The religious 
negro songs, spirituals, are in my opinion very interesting and 
special. In them the negroes’ inner pain and anguish from the 
time that they were persecuted is voiced in an expressive way’.34 

She went on to say that all her concerts include four such songs. 
In the reviews and commentaries of these first concerts, 

some reviewers called the spirituals ‘religious negro songs, 
spirituals’,35 ‘spiritual negro songs’36 or ‘negro spirituals’,37 but 
more often the songs were identified solely as ‘negro songs’ or 
‘negro tunes’.38 In many of the texts the connection to planta-
tion slavery was implied, although not explicitly expressed. An 
exception to this was Svenska Pressen, where the reviewer 
called the spirituals ‘plantation songs’.39 The spirituals were 
often connected to understandings of race, nationhood or 
people through expressions such as ‘the original natural tunes 
of her people’,40 ‘the genuine songs of her own people’41 or 
‘anglonegroid tones’.42 This shows that while the spirituals 
were seen as part of the musical tradition of enslaved persons 
on plantations, they were also identified in terms of race, or in 

— 
33 Hufvudstadsbladet (HBL) 20.11.1930, 7 and Helsingin Sanomat (HS) 25.11.1930, 
7. 
34 ‘Uskonnolliset neekerilaulut, spirituals, ovat mielestäni hyvin mielenkiintoisia ja 
erikoisia. Niissä kuvastuu vaikuttavasti neekerien sisäinen tuska ja ahdistus niiltä 
ajoilta, jolloin heitä vainottiin’, HS 24.11.1930, 3. 
35 ‘Uskonnolliset neekerilaulut, spirituals,’ HS 24.11.1930, 3. 
36 ‘andliga negersångerna,’ Svenska Pressen 25.11.1930, 4. 
37 ‘negro spirituals,’ Allas Krönika 29.11.1930, 30. 
38 ‘neekerilaulut’, Ajan Sana [newspaper published by the far-right movement IKL] 
25.11.1930, 4; HS 25.11.1930, 7; HS 27.11.1930, 7; Suomenmaa 25.11.1930, 6; Suomen 
Sosialidemokraatti 1.12.1930, 5. 
39 ‘plantagesånger’, Svenska Pressen 25.11.1930, 4. 
40 ‘alkuperäisiä heimonsa luonnonsäveliä’, HS 25.11.1930, 7. 
41 ‘sitt eget folks genuina sånger’, Studentbladet 1.12.1930, 8. 
42 ‘anglonegrisiä säveleitä’, Uusi Suomi 25.11.1930, 6. 
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terms of a specific people. For example, the composer Selim 
Palmgren wrote in his review that ‘the interest in music, 
especially vocal music and choir singing, is typical for the 
race’.43 He wrote that different choirs of varied quality  had  
given concerts in Finland and that their ‘peculiar, but expres-
sive spiritual songs’ should have made a memorable impres-
sion.44 For the most part the spirituals were connected to the 
history of the United States, but often the idea of the spirituals 
seems to imply a connection to Africa, either through an 
understanding of the music of enslaved persons as an African 
diasporic music, or through an understanding of Blackness as 
connected to Africanness. 

At the time of the first concerts in 1930 the general audience 
in Finland was not assumed to automatically know what the 
spirituals were, and English was not a commonly spoken lan-
guage during this period. In the press material from the Fazer 
Concert Bureau published before the concerts, Burleigh and 
Boatner were mentioned by name as composers, whereas the 
term ‘negro spirituals’ was not actively used in the press. 
However, there is a clear change in the terminology from 1931 
onwards. Once the press material had established this term, it 
was used consistently by reviewers and commentators. 
However, even when the term ‘negro spirituals’ was used, the 
same kinds of descriptions or qualifiers were repeatedly used 
during the time-period. The spirituals were seen as religious, 
pious, or spiritual ‘negro songs’ and described as ‘the religious-
mystical songs of her race’45 or ‘songs of childhood, religious-
sorrowful melodies of the people’.46 They were often seen as 
specifically African American folk songs.47 

— 
43‘är intresset för tonkonst, speciellt vokalmusik och icke minst körsång, utmärkande 
för rasen’, Hufvudstadsbladet (HBL) 25.11.1930, 7. 
44 ‘egendomliga, men uttrycksfulla andliga sånger’, ibid. 
45 ‘rotunsa uskonnollis-mystillisiä lauluja’, Uusi Suomi 22.11.1931, 24. 
46 ‘lapsuuden laulut, heimon uskonnollis-surumieliset sävelmät’, HS 13.11.1931, 7. 
47 Helsingfors-Journalen 7.1.1933, 8; HS 13.2.1933, 3; HS 21.3.1933, 4; Ylioppilaslehti 
14.10.1933, 11; Vaasa 10.11.1933, 2 and others. 
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A few commentators connected the songs explicitly to the 
history of slavery, such as the composer and poet Elmer 
Diktonius, who called the spirituals ‘child-like pious melodies 
from the banks of the Mississippi’,48 and the composer Sulho 
Ranta, who made a reference to the ‘times of Uncle Tom’s 
cabin’.49 The connection was made even clearer in a longer 
report in Helsingfors-Journalen in 1933: 

Negro spirituals are an expression of their religion. They were 
created out in the plantation fields, under a heavy workload, 
during lonely walks. Through all these songs hope and a trust 
in a final justice and brotherhood is brought forth. Sorrow and 
joy change quickly, because the message always gives a promise 
of redemption from all hindrances and strain.50 

In light of this material, it seems clear that ideas of slavery and 
the music of enslaved persons were created and rearticulated 
in the reception of Marian Anderson’s concerts. The concerts 
and performances were widely publicised. What is interesting 
to note, however, is that although Anderson’s concerts, as well 
as records and radio broadcasts, sparked an interest in 
spirituals, few commentators, even those who were composers 
themselves, showed an interest in the musical style or the 
history of the music. There is a clear difference between the 
American, and specifically Black American, understanding of 
spirituals and the understanding of the Finnish audiences and 
musical professionals, such as music critics (several of whom 

— 
48 ‘dessa barnafromma melodier från Mississippis strander’, Nya Argus 16.10.1933, 
11. 
49 ‘Setä Tuomon tuvan ajoista’, Suomalainen Suomi 1.12.1933, 59. 
50 ‘Negro Spirituals äro uttrycket för deras religion. De blevo till ute på plantagefälten 
under svår arbetstyngd, under ensamma vandringar. Genom alla dessa sånger bryter 
där fram ett hopp och en tro till en yttersta rättvisa och till broderskap. Sorg och 
glädje växla hastigt, ty budskapen utlova alltid befrielse från alla hinder och tryck’. 
Interview with Naëmi Lindholm in Helsingfors-Journalen 7.1.1933, 9. Lindholm 
spent some time in New York and Harlem in 1932, and a signed photograph of Harry 
T. Burleigh is included in the interview. 
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were teaching music history, or were either active musicians or 
composers).51 

It might be that arrangements of folk songs were so com-
monplace in Finnish classical music, that the spirituals were 
not seen to differ from this tradition. A more likely interpreta-
tion, though, is that most listeners, also the professional lis-
teners, were involved in what Kira Thurman has called 
Anthropological listening.52 The music was interpreted within 
a larger, racist, cultural discourse on Blackness and African 
American culture, and thus, was not studied or examined at 
more than a superficial level. The spirituals were seen as being 
part of ‘nature’ rather than ‘culture’, and were judged accord-
ingly.  

Affective Understandings of Spirituals 
Many of the music critics commented extensively on the 
impression Marian Anderson’s performances of spirituals 
made on them. After Anderson’s first concert in Helsinki in 
1930, Helsingin Sanomat wrote that the spirituals raised a 
special interest in the audience and were sung in a ‘charac-
teristic and colourful’ way.53 A few days later, the same paper 
wrote that the ‘naively pious negro tunes’ were given a deeply 
moving portrayal and continued: ‘The concert hall, filled to the 
brim, listened as if enchanted to this wondrous song’.54 The fol-
lowing year the same paper wrote that the songs were 

— 
51 For instance, these reviewers were also composers: Selim Palmgren, Ernst Pingoud, 
Sulho Ranta, Taneli Kuusisto, Elmer Diktonius and Väinö Pesola. Of the different 
music critics, the pianist and composer Selim Palmgren was the only one to have a 
first-hand experience of the United States, having worked as a professor in the 
Eastman School of Music in Rochester, New York, 1921–26. Kimmo Korhonen, 
Selim Palmgren: Elämä Musiikissa (Helsinki: WSOY, 2009), 501. 
52 Kira Thurman, Singing like Germans. Black Musicians in the Land of Bach, 
Beethoven, and Brahms (Ithaca: Cornell University Press, 2022). 
53 ‘karakteristisesti ja väririkkaasti laulettuina’, HS 25.11.1930, 7. 
54 ‘naivinhartaiden neekerisävelmien’; ‘Uppotäysi sali kuunteli kuin lumottuna tätä 
ihmeellistä laulua’, HS 27.11.1930, 7. 
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‘strangely intriguing’.55 In 1933 Hufvudstadsbladet wrote that 
the ‘deeply expressive interpretation fascinated the listener’ as 
did the warm delivery and the rich beauty of Marian 
Anderson’s softly changing colouring of the voice.56 Of her first 
concert in Turku in 1933, one of the local newspapers wrote 
that the singer in the spirituals ‘conjured up feelings from a 
world, which is very strange to Europeans’ and continued to 
say that especially ‘Boatner’s Tramping was in all regards the 
most magical number, leaving an almost trembling impres-
sion’.57 

In 1933 a commentator in Uusi Suomi wrote: 

When Marian Anderson sings about man’s journey towards 
Jerusalem – ‘I’m tramping, tramping, tramping – one feels in 
her song the grief and cloudiness of our earthly wandering. One 
also feels the helpless sadness of a person who belongs to an 
outcast race. Moving, accusing us, is her joy, when she thinks 
about the end of the journey, a city, that she’s ‘been told has 
streets of gold’.58 

They continued and wrote: ‘All I know, is that listening to her 
was peaceful and good’. The ‘darkness of the voice and habi-
tus’, the ‘nightly and deep lusciousness caressed the listeners, 
us European rational people’, ‘children of the white race’, who 
in ‘our smartly decorated concert halls listen to art and form 
our opinions of it’. In those ‘cool-coloured surroundings’ 
Marian Anderson stands and sings: ‘I looked over Jordan, and 

— 
55 ‘kummallisesti kiehtovat’, HS 10.11.1931, 7. 
56 ‘djupt uttrycksfulla tolkning fascinerade åhöraren’, HBL 2.10.1933, 4. 
57 ‘loihti laulajatar tunnelmia eurooppalaiselle perin oudosta maailmasta’, Turun 
Sanomat 6.10.1933, 4. 
58 ‘Kun Marian Anderson laulaa ihmisen matkasta Jerusalemia kohti – ”kuljen, 
kuljen, kuljen” – niin tuntee hänen laulussaan maallisen vaelluksemme murheen ja 
pilvisyyden. Tuntee myöskin hyljättyyn rotuun kuuluvan ihmisen auttamattoman 
surumielisyyden. Liikuttava, meitä syyttävä on hänen ilonsa, kun hän ajattelee 
matkan päätä, kaupunkia, josta hänelle ‘on kerrottu, että sen kadut ovat kultaa’. Uusi 
Suomi 8.10.1933, 10. 
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what did I see? Are they coming to carry me home? A band of 
angels is coming to carry me home’.59 

A month later the composer Ernst Pingoud wrote the 
following poetic lines in Hufvudstadsbladet: 

Her art is longing, religion, and the fear of God – and heaven 
endowed her these great gifts to express its shy piety. Marian’s 
song is an offering to the proud god, who smiles only upon the 
chosen […] Her art is neither suffering nor struggle – this art is 
love and humanity.60 

Many commentators saw Anderson’s interpretations of spiri-
tuals as impressions of herself, something ‘completely authen-
tic’. The same review in Åbo Underrättelser included the 
notion that Anderson’s singing allowed the singer to ‘sing out 
what she herself feels’.61 A reviewer in Tampere wrote that 
Anderson’s interpretations of spirituals were not only depen-
dant on their strangely attractive, melancholy melodies, but 
that they, through Anderson, had something that even a 
‘listener far away from the new continent believes to be the 
most beautiful longing of the trembling negro soul’.62 Svenska 
Pressen, in 1934, wrote that the four spirituals (among them 
‘Deep River’) were sung with ‘unsurpassed understanding and 

— 
59 ‘Tiedän vain, että oli rauhallinen ja hyvä kuunnella häntä’; ‘äänen ja olemuksen 
tummuus’; ‘tuo yöllisyys ja syvä runsaus hivelivät kuulija, meitä Euroopan järki-
ihmisiä, meitä valveutuneita päiväolentoja’; ‘valkoisen rodun lapsia’; ‘kuuntelemme   
järkevästi sisustetuissa konserttisaleissamme taidetta ja muodostamme siitä mieli-
piteitä’; ‘viileävärisessä ympäristössä’; ‘Katsahdin yli Jordanin, ja mitä näin? 
Tullaanko minua noutamaan kotiin? Enkeliparvi tulee noutamaan minut kotiin’ 
Uusi Suomi 8.10.1933, 10. 
60 ‘Hennes konst är längtan, religion, gudsfruktan – och himmeln skänkte henne 
dessa stora gåvor att giva uttryck åt sin skygga fromhet! Marians sång är ett offer till 
den fjära guden, som småler blott till de utvalda… Hennes konst är varken lidande 
eller kamp – denna konst är kärlek och humanitet’. HBL 6.11.1933, 4. 
61 ‘fullkomligt autentiska’; ‘att sjunga ut vad hon själv känner’, Åbo Underrättelser 
6.10.1933, 2. 
62 ‘kuulija täällä uudesta mantereesta etäälläkin uskoo väreilevän neekerisielun 
kauneinta kaipausta’, Aamulehti 9.11.1933, 6. 
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empathy’. The reviewer contends that in the interpretation one 
can hear ‘the innermost life of a people’s soul’.63 

There is a certain kind of repetition in what seems to be the 
reviewers’ unique and personal experiences. This points to a 
larger discourse on Black music, as a form of music with 
intense emotional expressivity and a discourse of Black singers 
as being particularly skilled at expressing emotion. Although 
difficult to prove, it does seem likely that some of this senti-
ment goes back to abolitionist interpretations of singing by 
enslaved persons, and especially to Uncle Tom’s Cabin, a novel 
which was read widely also in Finland. Cheryl C. Boots writes 
that Harriet Beecher Stowe ‘strategically included hymns and 
hymn singing within the narrative’. According to Boots these 
‘appealed to her readers’ emotions, fuelling their sympathy 
with the victims of slavery’, thus endorsing abolition. Although 
the hymns in Uncle Tom’s Cabin were by Methodist reverends, 
rather than Black spirituals, Boots argues that hymns ‘created 
a musical language or soundtrack for social action on behalf of 
the slaves’ emancipation and for free blacks’ inclusion in 
American society’.64 

Boots argues that Uncle Tom’s Cabin condemns ‘passive 
compliance with slavery’. In order to fight slavery actively, ‘one 
must feel correctly and correct feelings come from emotional 
identification with slaves’ oppression’. This emotional identi-
fication can happen through music.65 

— 
63 ‘med oförliknelig förståelse och inlevelse’; ‘en folksjäls innersta liv’, Svenska Pressen 
22.10.1934, 4. 
64 Cheryl C. Boots, ‘Harriett Beecher Stowe's abolition soundtrack in Uncle Tom's 
Cabin’ Forum on Public Policy: A Journal of the Oxford Round Table (summer 2010). 
65 Boots, ‘Harriet Beecher Stowe’. Different, often heavily abbreviated, versions of 
Uncle Tom’s Cabin circulated in Finland since the early 1850s. Many of these 
included references to hymn singing, albeit not as extensively as the original work by 
Harriet Beecher Stowe. 
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Intense Religious Expression  
The reception of spirituals does not only rely on emotional 
responses, but also on understandings of spirituals as expres-
sions of religion, and of intense religious emotion. In one of 
the few longer commentaries on spirituals, published in 1933, 
the interviewee, Naëmi Lindholm, describes spirituals as 
‘spontaneous outbursts of intense religious devotion’.66 

Marketing material from the same year for a church concert in 
Tampere included the statement that Anderson’s ‘life was her 
singing’, and that she therefore could ‘pour all of her soul’ into 
it. Anderson had all the prerequisites for portraying the 
spirituals in the ‘psychologically right’ way.67 

A reviewer in Kuopio wrote that Anderson’s interpretations 
of ‘Tramping’, ‘Crucifixion’ and ‘Didn’t My Lord Deliver 
Daniel?’ were ‘more impressive than the best of sermons’.68 

Another review of the same concert, wrote that the three 
spirituals at the end were ‘performed with sensitive and soulful 
abandon’.69 A few days later the reviewer in Ilkka, published in 
Vaasa, wrote that ‘Crucifixion’ was given a ‘shaking and 
emotional’ performance, and the same song moved the critic 
of Kansan Lehti to tears.70 

In 1933 Vasabladet wrote that Marian Anderson’s singing 
was a ‘triad of nature, art and soul’. The reviewer claimed that 
in the last song, ‘The Gospel Train’ (arr. Burleigh), one could 
see the ‘singer rapt in ecstasy’ and that the ‘alluring rhythm, the 
suggestive repetitions and refrains irresistibly captured the 

— 
66 ‘spontana utbrottet av intensiv religiös andakt’, Helsingfors-Journalen 7.1.1933, 8. 
67 ‘hänen elämänsä on laulaminen’; ‘sisällyttää siihen koko sielunsa’; ‘psykologisesti 
oikeaan tulkintaan’, Aamulehti 7.11.1933, 5. 
68 ‘vaikuttavampi kuin parahin saarna’, Karjalan Suunta 11.10.1934, 2. 
69 ‘herkällä sielullisella anatumuksella’, Savo 10.10.1934, 6. 
70 ‘vavahuttavan tunnelmallisen tulkinnan’, Ilkka 13.10.1934; ‘sai kuulijan liikutetuksi 
kyyneliin saakka’, Kansan Lehti 16.10.1934, 2. 
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listener’.71 The following year, a reviewer in Helsinki wrote that 
the ‘delicate poetry of the negro songs are like worshipping the 
Holy Ghost’.72 

In many reviews, religious expression and intense emotion-
ality bordered on mysticism. In 1930, after Anderson’s first 
concerts in Finland, Allas Krönika wrote that ‘the soulful eyes 
let us envisage a glimpse of the mystique of the negro soul’, 
continuing that when ‘Anderson sang these wonderful negro 
spirituals, this mystique captured us completely’.73 In 1931, 
Uusi Suomi saw Anderson as some sort of visionary, and wrote: 

Helsinki has for a few weeks been filled with a Marian Ander-
son-fever. The three concerts she gave had an exceptionally 
warm and ecstatic atmosphere. There was something infinitely 
moving and uplifting in the performances of this ‘black orchid’. 
And especially when she sang the religious-mystical songs of 
her race, the so-called negro spirituals, she opened completely 
new, marvellous visions for the listener.74 

Sometimes the experiences of the reviewers seemed metaphy-
sical or transcendent. According to one reviewer in 1934 the 
‘negro songs affected as a painful night dressed in mourning’.75 

A few days later another reviewer commented that Schubert’s 

— 
71 ‘treenighet av natur, konst och själ’; ‘försjunken i extas’; ‘Den sugande rytmen, de 
suggererande upprepningarna och refrängerna fängslade oemotståndligt åhöraren’, 
Vasabladet 10.11.1933, 3. 
72 ‘hienosyinen runous oli kuin pyhänhengen palvontaa’, Suomen Sosialidemokraatti 
17.10.1934, 4. 
73 ‘den själfulla blicken låter oss ana glimtar av negersjälens mystik’, Allas Krönika 
29.11.1930, 30. 
74 ‘Helsingissä on parin viikon ajan vallinnut Marian Anderson-kuume. Hänen pitä-
mässään kolmessa konsertissa vallitsi meikäläisiin oloihin nähden aivan erikoisen 
lämmin ja haltioitunut tunnelma. Oli jotakin äärettömän liikuttavaa ja ylentävää 
tämän ‘mustan orvokin’ esityksissä. Ja varsinkin hänen laulaessa rotunsa 
uskonnollis-mystisiä lauluja, ns. negro spiritualeja, avasi hän kuulijalle aivan uudet, 
ihmeelliset näyt.’ Uusi Suomi 22.11.1931, 24. 
75 ‘kuin surupukuun verhottu tuskainen yö’, Suomen Sosialidemokraatti 8.10.1934, 3. 
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‘Der Tod und das Mädchen’ and Payne’s ‘Crucifixion’ were 
two songs ‘that with her astonishing instrument transformed 
into touching reflections of an otherworldly beauty’.76 Accord-
ing to Tammerfors Aftonblad in 1933, the ‘intense feeling and 
true inspiration was touching and enviable’, and the concerts 
people were used to bore no comparison.77 One reviewer stated 
that in her rendition of ‘Crucifixion’ the listener was guided by 
Anderson to redemption.78 After her concert in Viipuri one 
reviewer wrote: 

And when she in the wonderous songs of her country and 
people tells, what moved in the depths of her soul, the listener 
felt to be in a  pure, high atmosphere.  The  moment spoke  its  
shocking and serious language.79 

The reception seems to indicate a strong presence of racialising 
and stereotypical understandings of Black persons and Black 
music as mystical, bordering on the otherworldly. Religion is 
seen less as dogma or scripture, and more as an emotional 
experience. The performances seem to also serve as a place for 
the reviewers and commentators to describe their own experi-
ences, giving them free reign to project their own assumptions 
and affects onto Anderson.  

There is a specific form of affective posturing, which again 
seems to point to wide-spread, international understandings of 
the religious music connected to slavery. This is likely con-
nected to understandings of religious music in abolitionist 
arguments. Boots argues that the ‘protestant sacred music in 
Uncle Tom’s Cabin established emotional connections and 
— 
76 ‘två sånger som med hennes vidunderliga röstinstrument blevo gripande reflexer 
av en överjordisk skönhet’, Vasabladet 14.10.1934, 3. 
77 ‘Den starka inlevelsen och äkta inspirationen var rörande och avundsvärd,’ 
Tammerfors Aftonblad 10.11.1933, 3. 
78 Aamulehti 16.10.1934, 5. 
79 ‘Ja kun hän maansa ja kansansa ihmeellisissä sävelissä vakuuttavasti kertoo, mitä 
sielun sisimmässä liikkui, tunsi kuulija olevansa puhtaassa, korkeassa ilmapiirissä. 
Hetki puhui järkyttävää, vahvaa kieltään’, Karjala 9.10.1934, 6. 
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moments of egalitarian resonance in the process of three 
strategic goals: to affirm slaves’ humanity, to establish slaves’ 
equality, and to legitimate slaves’ emancipation’.80 Of course, 
the spirituals cannot be equated with protestant hymns, and 
while over eighty years of history and geography cannot be 
ignored, it is compelling to see how specific themes seem to 
recur in the reception of spirituals by audiences outside the 
African American cultural sphere. 

Emotional Interpretations of Spirituals 
In this chapter, I have demonstrated how ideas of race and 
Blackness are articulated in the reception of Anderson’s 
performances of spirituals in Finland between 1930 and 1934. 
Her singing is seen as ‘authentic’ and as a ‘true’ expression of 
‘her people’. Certain racialised ideas, connected with ideas of a 
people are strongly connected to the spirituals. In many of the 
reviews understandings of spirituals make references to an idea 
of a ‘black mystique’, a religious or magical power, that resides 
in the spirituals, in Anderson or in Blackness. This seems to 
repeat racist and racialising ideas of Blackness and persons of 
African descent. 

Although the cultural understandings are linked to ideas of 
plantation slavery and to abolitionist ideas of the music of 
enslaved persons on plantations, there seems to be little or no 
interest in the musical form or history of the songs. Although 
all the arrangements performed by Anderson were in a clas-
sical music style, few commentators saw the spirituals as works 
of high art, but rather as folk songs. 

Paul Allen Anderson reminds readers in Deep River that 
historically, white audiences in the United States seemed to 
have an almost grotesque interest in the spirituals. The spiri-
tuals themselves often spoke of suffering and pain in veiled 
language, but white audiences filled the silences with previous 

— 
80 Boots, ‘Harriet Beecher Stowe’. 
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knowledge of the violence of plantation slavery.81 The religious 
symbols and religious language of oppression and liberation 
gave audiences an opportunity to see the spirituals as speaking 
to a common human experience. However, the repeated allu-
sions to race in the Finnish press seem to always set spirituals 
and Anderson’s performances apart as distinctly different or 
exotic. Building on Lauren Berlant’s understanding of affective 
politics the reception of spirituals could be seen as an expres-
sion of ‘compassionate liberalism’ or ‘white universalist pater-
nalism’.82 

The material is rich on affect, showing how music not only 
works on the level of ideas, but also on the level of emotions. It 
could be argued that a particular kind of affective bond to ideas 
of slavery was created through the interaction between the 
music, the audiences and the singer during these perfor-
mances. It seems as if the performances of spirituals shaped 
understandings of slavery and created aural and affective 
representations of slavery. 

The continuities of affect in the reception of spirituals can 
be conceptualised through ‘stickiness’, a concept put forward 
by the philosopher Sara Ahmed.83 Ahmed connects affect and 
racialisation and uses the term ‘sticky’ in relation to her 
discussion on the relationship between affects and objects. She 
writes: ‘Affect is what sticks, or what sustains or preserves the 
connection between ideas, values, and objects’.84 Ideas, values, 
and objects (such as spirituals) are linked through the affective 
power of music. In the essay ‘The performativity of disgust’ 
Ahmed writes that stickiness can be seen as an ‘effect of the 
histories of contact between bodies, objects, and signs’, and that 
‘stickiness depends on histories of contact that have already 

— 
81 Anderson Deep River, 19. 
82 Lauren Berlant, The Female Complaint. The Unfinished Business of Sentimentality 
in American Culture (Duke University Press, 2009), 6. 
83 Ahmed, ‘Happy Objects’, 29 and Ahmed, ‘The performativity’, 90. 
84 Ahmed ‘Happy Objects’, 29. 
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impressed upon the surface of the object’.85 Thus, it is through 
repetition, through using a word in a certain way ‘again and 
again’, that ‘the “use” becomes intrinsic’.86 

Many of the reviews express certain affects and certain 
intense emotions in connection to Anderson’s renditions of 
the spirituals. ‘What sticks’ seems to be the idea that spirituals 
express Anderson’s emotions – as an African American. The 
interesting thing is that the reviewers seem to attach the affect 
to Anderson – as an African American –rather than to them-
selves as listeners or as interpreters of a musical performance. 
Here we can again see a connection to Berlant’s discussion on 
how white women writers have ‘mobilized fantasies of what 
black […] interiority based on suffering must feel like, to create 
a politics of good intentions, rooted in a form of ‘“soft 
supremacy”.’87 

Many of the reviews seem to express a sense of awe – there 
is something extraordinary and unique in the concert experi-
ences. This could be understood to express sympathy or 
empathy. This said, it seems important to bear in mind what 
Janelle Hobson remarks upon in her article Everybody’s protest 
song. 88 Hobson writes that interpretations of Anderson’s sing-
ing can fall ‘into the trappings of sentimentality’. She quotes 
James Baldwin’s essay Many Thousands Gone (1957), in which 
Baldwin states that ‘a protective sentimentality limits’ the 
understanding of black music by white audiences’.89 In the 
essay Everybody’s Protest Novel (1957) Baldwin shows senti-
mentality to be an ethically problematic affect, one that recurs 
in understandings of Black cultural expression. Baldwin writes: 

— 
85 Ahmed, ‘The performativity’, 90. 
86 Ahmed, ‘The performativity’, 91. 
87 Berlant, The Female Complaint, 6. 
88 Janelle Hobson, ‘Everybody’s Protest Song: Music as Social Protest in the 
Performances of Marian Anderson and Billie Holiday’, Signs, vol. 33, no.2, 2008, 445. 
89 Baldwin, James, Notes of a Native Son (The Beacon Press, 1957), 24. 
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Sentimentality, the ostentatious parading of excessive and spu-
rious emotion, is the mark of dishonesty, the inability to feel; 
the wet eyes of the sentimentalist betray his aversion to experi-
ence, his fear of life, his arid heart; and it is always, therefore, 
the signal of secret and violent inhumanity, the mask of cruelty. 
Uncle Tom’s Cabin – like its multitudinous, hard-boiled 
descendants – is a catalogue of violence.90 

Amy Schrager Lang discusses slavery and sentimentalism in 
Uncle Tom’s Cabin. Lang reads Uncle Tom’s Cabin as a senti-
mental novel and points out that ‘feeling is to be awakened to 
a specific political end’.91 Berlant, in her discussion of adap-
tations of Uncle Tom’s Cabin in American literature, sheds 
light on the problematics of a politics that relies on raising the 
right sort of feeling, rather than social action. Berlant writes: 
‘[S]entimentality from the top down softens risks to the con-
ditions of privilege by making obligations to action mainly 
ameliorative, a matter not of changing the fundamental terms 
that organize power, but of following the elevated claims of 
vigilant sensitivity, virtue, and conscience’.92 

The reception of spirituals in Finnish press seems to build 
on this type of abolitionist affective economy. There is a great 
interest in spirituals, but it seems mainly to be an interest in 
the exotic, faraway, and extraordinary. The interpretations of 
spirituals rely heavily on previous notions of slavery and 
Blackness, and white abolitionist arguments. Although there is 
much sentiment and emotion, most of it seems sentimental. In 
— 
90 Baldwin, Notes, 14. 
91 Amy Schrager Lang, ‘Slavery and sentimentalism: The strange career of Augustine 
St. Clare’, Women’s Studies, vol. 12 (1986), 33. 
92 Berlant, The Female Complaint, 33. Berlant discusses sentimentality, adaptations 
of Uncle Tom’s Cabin and race especially in the chapters ‘Poor Eliza’ (33–67) and ‘Pax 
Americana’ (69–106). Historian Lynn Festa discusses sentimentality in late 
eighteenth-century abolitionist arguments, which focused on descriptions of the 
Middle Passage. Lynn Festa, ‘Slavery, sentimentality and the abolition of affect’ in A 
Comparative Literary History of Modern Slavery, vol. I, Madeleine Dobie, Mads 
Anders Baggesgaard and Karen-Margarethe Simonsen (eds.) (John Benjamins, 
2024), 18–33. 
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a curious way the violence of slavery seems ever-present and 
assumed in the reception of Anderson’s performances of 
spirituals, but the focus of the reviews lies in the individual 
experiences of transcendence or beauty, thus obscuring the 
violent realities of slavery or of contemporary racism. 

This study of newspaper material of Anderson’s concerts 
1930 to 1934 seems to indicate that although the performances 
created a more widespread understanding of African Ameri-
can culture, the reception in Finland was also steeped in 
racialising stereotypes and a superficial understanding of the 
musical material. This study also shows the continuity of abo-
litionist ideas and shows how ideas of Blackness and/or 
African Americanness were intertwined with ideas of slavery 
in the early 1930s in a Finnish context. 
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Appendix:  
List of spirituals performed in concerts  

in Finland by Marian Anderson.1 

Boatner, Edward (arr.): On Ma Journey 
Boatner, Edward (arr.): Trampin’ 
Boatner, Edward (arr.): Wade in de Water 
Brown, Lawrence (arr.): Didn’t My Lord Deliver Daniel? 
Brown, Lawrence (arr.): Goin’ to Ride up in de Chariot 
Brown, Lawrence (arr.): I Know the Lord Laid His Hands on Me 
Brown, Lawrence (arr.): Sometimes I Feel Like a Motherless Child 
Burleigh, Harry T. (arr.): By an’ By 
Burleigh, Harry T. (arr.): Deep River 
Burleigh, Harry T. (arr.): Every time I Feel de Spirit 
Burleigh, Harry T. (arr.): Go Down Moses 
Burleigh, Harry T. (arr.): Gospel Train 
Burleigh, Harry T. (arr.): Heav’n, Heav’n 
Burleigh, Harry T. (arr.): I Don’t Feel Noways Tired 
Burleigh, Harry T. (arr.): I Stood on de Ribber ob Jerdon 
Burleigh, Harry T. (arr.): My Way’s Cloudy 
Burleigh, Harry T. (arr.): Oh Peter Go Ring-a dem Bells 
Burleigh, Harry T. (arr.): Oh, Wasn’t Dat a Wide Ribber 
Burleigh, Harry T. (arr.): Sinner Please Doan Let Dis Harves’ Pass 
Burleigh, Harry T. (arr.): Steal Away 
Burleigh, Harry T. (arr.): Swing Low, Sweet Chariot 
Hayes, Roland (arr.): Lord, I Can’t Stay Away 
Johnson, J. Rosamond (arr.): Done Foun’ My Los’ Sheep 
Payne, John C. (arr.): Crucifixion 

— 
1 Hufvudstadsbladet (HBL) 20.11.1930, 7; Helsingin Sanomat (HS) 25.11.1930, 7; 
HBL 11.11.1931, 6; HS 13.11.1931, 7; HS 30.9.1933, HBL 4.10.1933, 7; HBL 4.11.1933, 
6; HS 6.11.1933,3. 
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