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“We Wear the Mask” by Paul Lawrence Dunbar1 

 

We wear the mask that grins and lies 

It hides our cheeks and shades our eyes,— 

This debt we pay to human guile; 

With torn and bleeding hears we smile, 

And mouth with myriad subtleties. 

 

Why should the world be over-wise, 

In counting all our tears and sighs? 

Nay, let them only see us, while 

We wear the mask. 

 

We smile, but, O great Christ, our cries 

To thee from tortured souls arise. 

We sing, but oh the clay is vile 

Beneath our feet, and long the mile; 

But let the world dream otherwise, 

We wear the mask! 

 

 

The Mask: Politics and Ethics of Artistic Persona  

The masks we wear can protect who we know ourselves to be from the definitions 

imposed upon us by the systems within which we find ourselves entangled. Patricia Hill-Collins, 

in conversation with Audre Lorde, demonstrates a similar phenomenon when she explains how 

Black women “become familiar with the language and manners of the oppressor, even 

sometimes adopting them for some illusion of protection,” while hiding a self-defined standpoint 

 
1 Paul Laurence. Dunbar, "“We Wear the Mask.”" from The Complete Poems of Paul Laurence Dunbar. 
(New York: Dodd, Mead and Company.) 
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from the prying eyes of dominant groups.”2 This “illusion of protection” poses risk. The risk that 

we lose ourselves to the mask—that it will make us into someone unrecognizable. The danger 

begins when we no longer know what is hidden beneath.  

While Dunbar’s poem arises out of experiences and observations of Reconstruction era 

America, the “double consciousness” that he articulates is still a feature of lives of many black 

Americans today. I learned the importance of the mask from a young age. It was a necessary part 

of maneuvering the school system of a small white New England town especially at a time when 

the tragically short lives of Trayvon Martin and Mike Brown were reminders of the perceived 

danger that black masculinity posed to much of America. It was not a way of fitting in but rather 

a defense mechanism. If we can’t walk down the street, how can I express discomfort, sadness, 

not to mention anger without risking my own safety? 

In my life, the mask has been more complicated than navigating a country in black and 

white. Blackness has been informed and challenged by stories and experiences beginning in Cote 

d’Ivoire, Barbados, Panama, and the unknown slave ports. I have had to navigate the spaces 

between these cultures. In the inbetween is misunderstanding that often occasions a use of the 

mask. A particularly insidious feature of the white supremacist system that engenders double 

consciousness is that it often requires the erasure of nuance in the name of solidarity.  

Music has always been a crucial tool for exploring and nurturing what lies beneath the masks 

we wear—it keeps me in touch with myself. Through music, I have been able to explore feelings 

and ideas that are not given space elsewhere. As a young child, it began with singing in choirs 

and playing the saxophone. However, writing and recording my own songs, in high school, 

 
2 Hill Collins, Patricia. Black Feminist Thought : Knowledge, Consciousness, and the Politics of 
Empowerment, 97; I want to acknowledge that Hill-Collins comments are specific to the experience of 
black women. As a black man I am by no means trying to elide these experiences but rather, use her 
analysis as a way of illustrating the concept of the mask.  
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opened new creative possibilities for grappling with my inner world. My music became the 

language through which I could communicate most fluently and intuitively. Writing songs and 

conceptualizing albums became my own journaling ritual; it opened a space for developing self-

knowledge and self-acceptance. Learning the techniques of audio engineer and sound editing 

added to my vocabulary and aided in creating sonic experiences that more effectively 

communicate what I want to say. All of this helped me assert who I know myself to be without 

fear.  

Over the course of my time releasing music, I have used various names. I first used my given 

name but, when I wanted to shift in artistic direction, I would take on a new moniker. The most 

recent one that emerged in 2019 has been Jojo Sounds. As I have spent time thinking about the 

concept of the mask in juxtaposition with the revelatory qualities of music however, I couldn’t 

help but notice a tension. I began to wonder about the implications of taking on an artistic 

persona. Artistic persona, like Dunbar’s mask, can be a way of hiding the humanity that lies 

within us as artists for several ends. It can separate artists from their audiences to affect a certain 

image in service of commercial viability and publicity.  

  

The present project is an attempt to work through this tension. Specifically, it is a study in 

how intentional framing around artistic persona can resolve some of these concerns. With such 

framing, an artistic persona, as it relates to music, can reveal more than it conceals. As the above 

discussion of my experiences wearing “the mask” attests, the complexity of my experiences has 

been flattened to be acceptable or legible to those around me. As I will discuss, music disrupts 

this flattening and highlights nuanced dynamics of identity. Artistic persona can operate outside 
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of some of the social pressures of “the mask” and can hold the complexity of conversations 

music is capable of engaging. 

My work as Jojo Sounds is meant to document the emotional process of constructing an 

integrated self, considering my cultural inbetweeness and, specifically, the richness and nuance 

of my black identity. It is an attempt at unifying the formative influences of my heritage and 

experience that I do not get to express in my day-to-day life. 

Music and Identity 

I have focused my work at HDS on how music offers a fruitful site for knowledge 

production about the ways people develop their religious, racial, and political identities.3 From 

this work, three concepts have emerged to guide the songwriting of this project and my artistry 

more generally. In this section, I will breakdown these concepts with reference to relevant 

theorists and coursework and discuss how they appear in the five songs of this project. 

First, I will draw from Paul Gilroy’s discussion of music as a space for the construction of 

diaspora—specifically, how it can be used to think through connections between trans-Atlantic 

Black identities. I will then tie in Alex Lubin’s idea of geographies of liberation, specifically 

how hiphop music aids in the construction of transnational political imaginaries. Lastly, I will 

engage the work of Hisham Aidi and Su’ad Khabeer regarding the cooptation of hiphop’s 

capacity for social critique to reify white supremacist logics.  

It is necessary to include an explanatory note about the focus on hiphop in the above 

discussions. While my music stretches into a variety of genres, it is all informed by my life-long 

love of hiphop and is deeply indebted to hiphop as a cultural mode of expression. As Paul Gilroy 

 
3 I have yet to analyze the ways that music plays in the formation of gender identity, but it is an avenue of research 

that I would like to pursue in the future. Specifically, I am interested in how music offers an outlet for discussing 

(and, through the policing of sound, inflicting) violence. I am interested in how this contributes to constructions of 

American masculinity.  
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asserts, hip hop springs from a lineage of cultural expression in which music is a crucial site 

where “self-identity, political culture, and grounded aesthetics…”4 have been constructed and 

expressed. Specifically, black musical traditions, like hiphop, have historically been a means of 

constructing black identities that counter the various dehumanizing racial projects, initiated by 

colonialism and the transatlantic slave trade, and reclaims the history such projects have sought 

to erase.5 Gilroy goes on to emphasize the transnational constitutive elements in the creation of 

hip hop. Gilroy writes, “…hiphop culture grew out of the crossfertilisation of African American 

vernacular cultures with their Caribbean equivalents rather than springing fully formed from the 

entrails of the blues.”6  

This framing of hip hop as self-consciously synthetic, malleable, and transnational7 in 

origin demonstrate how hip hop, from its embryonic stages, was positioned to be uniquely 

capable of facilitating transnational dialogues at the intersection of religious, racial, and political 

identity. Gilroy’s synopsis of these historical and formal qualities of hiphop resonate with the 

intentions with which I stive to imbue my music. Formally, my music stretches across genres and 

embodies the synthesizing nature of hiphop’s sample-based production. From an ethical 

standpoint, my music also seeks to counter the erasure and dehumanization that black people 

have faced due to white supremacy. 

Conceptualizing Diaspora Through Music 

In his book The Black Atlantic: Modernity and Double Consciousness, Gilroy attempts to 

reform what he sees as ethnic absolutism and “crypto-nationalism”8 in cultural studies 

 
4 Gilroy, The Black Atlantic, 102. 
5 Gilroy, 80. 
6 Gilroy, The Black Atlantic, 103. 
7 Ibid, 34. 
8 Gilroy, 15. 
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approaches of the late 21st century. He does so by theorizing the black Atlantic as a transnational 

and syncretic space of identity formation.9  He justifies this move by writing, “[a] concern with 

the Atlantic as a cultural and political system has been forced on black historiography and 

intellectual history by the economic and historical matrix in which plantation slavery— 

‘capitalism with its clothes off’—was one special moment.”10  

In his third chapter, Gilroy posits the “intercultural conversations” to which black 

musical expression contribute make it a uniquely effective mode of excavating connections 

within the particularities of the communities which make up the black Atlantic.11 He highlights 

how a network of borrowing “forms, styles…genres” and linguistic conventions has formed in 

black musical expressions.12 Gilroy also touches upon the risks of essentialization that can occur 

in the search for diaspora and the ways that the politics of authenticity have implicated black 

music within such projects.13 However, he asserts that a focus on music can dismantle such 

essentialism as well as its polar opposite, an unmoored pluralism that ignores the historical 

realities from which black musical traditions were created.14 Through performance, stylistic 

idiosyncrasies (such as sampling and deejaying) and mass dissemination, black musical 

expression is perpetually recontextualized such that it communicates the dynamism of identity.  

Gilroy writes, “it [black identity] is lived as a coherent (if not always stable) experiential sense of 

self…[that] remains the outcome of practical activity.”15  

 
9 Gilroy, 15; “In opposition to both of these nationalist or ethnically absolute approaches, I want to develop the 

suggestion that cultural historians could take the Atlantic as one single, complex unit of analysis in their discussions 

of the modem world and use it to produce an explicitly transnational and intercultural perspective.” 
10 Gilroy, 15. 
11 Gilroy, 15. 
12 Gilroy, 86. 
13 Gilroy, 99. 
14 Gilroy, 102. 
15 Gilroy, 102. 
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Reading Gilroy’s analysis of music and his assessment of its role in conceptualizing 

diaspora greatly influenced the songs in this project. The track Solid Gold Lessons deals with the 

ways knowledge about surviving in white supremacist and colonial systems travels through 

space and time within the black Atlantic diaspora. It is an attempt to learn from Bajan history and 

culture to inform my life as a black American. Specifically, it reflects on my relationship with 

my Bajan maternal grandfather to unearth lessons about the necessity of balancing work and 

play—particularly as black people. While we came up in very situations, (he grew up in British 

colonial Barbados in the shadow of a brutal sugar plantation economy based in slavery) 

reflecting on his wisdom highlights the shared structures of white supremacy that cross national 

boundaries. The title also alludes to notions of fashion and jewelry in hiphop culture; it presents 

their symbolic significance as material manifestations of techniques of thriving in situations 

where one is not even expected to survive. Ultimately, it is a song celebrating the ways diasporic 

connections can enrich ways of knowing. 

Island Dreams similarly uses my heritage as an avenue to conceptualize the movement of 

dreams across the black Atlantic diaspora. It interrogates how they traverse national boundaries 

and become complicated by new contexts, and leaves ambiguity regarding what it means for 

these dreams to be realized.  It is also a song of giving thanks for the privileges that my 

ancestors’ sacrifices have afforded me and a song recognizing the responsibility I have as a 

result.   

The song Conference deals with the pride of making it to a prestigious institution in 

contradistinction to the reality that systemic inequalities do not disappear but transform. 

Relatedly, it grew out the ambivalence of becoming identified with an elite academic institution 

given that reality and the alienation it has engender from family and friends. Considering much 
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of the immigration in my family was for economic opportunity, how does a focus on achieving 

dreams obfuscate class consciousness and conversations of privilege within a black Atlantic 

diaspora?  

Alright incorporates the African guitar influences that helped me construct a proud 

African identity as a child growing up separated from my Ivorian and West African culture. 

Furthermore, it tackles intergenerational trauma. As we construct diaspora in relation to the 

history of oppressive “economic and historical matrix” based around the Atlantic, we must take 

seriously a traumatized diasporic consciousness that has endured similar trials to create new 

pathways. This song specifically deals with the effects of white supremacy on black masculinity 

and father-son relationships. 

Diaspora and Diversity in Black Religiosity  

While Gilroy’s work contains limited treatment of how to think through breadth of 

religious diversity that exists in trans-Atlantic Black diaspora, my research at the Boston Healing 

Landscapes project wove this consideration into my focus on the relationship of music and 

diaspora. The Boston Healing Landscapes Project is a center for medical anthropology which 

focuses on religious/spiritual healing practices that have not been given attention in medical 

communities. In my time there, I studied how sound and music are conceptualized as healing 

forces in the socio-political and spiritual movement Ananda Marga.  

The movement was founded by P.R. Sarkar (also known as Shrii Shrii Anandamurti or 

Baba) who was born on May 21st, 1922 (some sources say 1921) in Jamalpur, India.16 He 

officially established Ananda Marga in 1955 with the hope of promoting “self-realization and 

 
16 Helen, Crovetto, “Ananda Marga and the Use of Force.” (Nova Religio 12 (1): 26–56, 2008. 

https://doi.org/10.1525/nr.2008.12.1.26), 27. 

https://doi.org/10.1525/nr.2008.12.1.26
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service to humanity.”17 Over the course of the following decade Sarkar sought to achieve this 

goal by establishing a monastic order tasked with spreading his message around the globe, 

developing and propounding a spiritually oriented socio-economic theory called P.R.O.U.T 

(Progressive Utilization Theory), and creating a branch within the organization focused on 

disaster relief and social welfare services.18 In the 1970’s, as Ananda Marga gained traction in 

India and around the world, the movement’s political engagement drew the ire of the Bengali 

Communist Party and the Indira Gandhi administration.19 In the midst of the instability of the 

Indo-Pakistani that began in 1971, Sarkar and several other disciples were arrested; four years 

later, an outright ban on Ananda Marga was put in place.20 After 8 years of the trials and 

tribulations of prison, that included an alleged poisoning attempt and a subsequent hunger strike, 

Sarkar was exonerated and released in 1979. One year later, Sarkar went on a world tour to meet 

with his growing base of devoted followers.21 He died in 1990. 

In Ananda Marga, sound and music have both cosmological and devotional significance 

and salutary properties. According to Sarkar, “[e]very, expression in the universe has a sound.”22 

This includes the expressions of the process of universal creation, Brahmacakra, in which 

omkara, the primordial sound OM, is a central component.23 Devotionally, kirtan serves as a 

connector to this process of creation. In the glossary of Sarkar’s collected discourses on music 

and dance, kirtan is defined as “[t]he collective singing of the name of the lord combined with 

instrumental music and with a dance that expresses surrender.”24 Sarkar also described it as 

 
17 Ibid. 
18 Ibid. 
19 Corvetto, 32. 
20 Ibid. 
21 Ibid. 
22 Bogason, 58. 
23 Bogason, 46. 
24 Ibid, 125. 
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music whose lyrics “directly reflect Parama Purusa Himself”25 (Parama Purusa being the 

supreme consciousness).  

Musical renditions of the siddha mantra, Baba Nam Kevalam, are also a central 

devotional practice in the lives of margis.  According to Ananda Marga adherents, this mantra 

was endowed with special powers by Sarkar and is the only mantra that is repeated aloud. 

Interestingly, the is no fixed score of the melody or accompaniment for the mantra. As Acaraya 

Didrik Sveiin Bogason, an Ananda Marga monk and doctor of ethnomusicology, notes, the fact 

that Baba presented this mantra without a specific melody “…prepared for Ananda Marga to 

spread to different countries of the world where people would have the freedom to use their own 

melodies and instruments to creatively extend the kiirtana traditions beyond the limits of Indian 

culture.”26  

My interest in Ananda Marga stems from the fact that my father has been a margi for 30+ 

years I grew up entrenched in Ananda Marga communities in the Pacific Northwest and New 

England. My father has been a leader of worship songs in these communities for as long as I can 

remember so music was always a central part of my involvement. Some of my earliest memories 

are of him playing the guitar and leading small groups, crammed someone’s living room, in 

kirtan. This project demonstrated how looking at the ways that music is conceptualized across 

religious traditions is an avenue into theological and ontological concepts that surface in people’s 

expressions of their religious identity. The specific theological and cosmological concepts, such 

as the importance kirtan and sounds role in the creation and maintenance of the universe, 

complicated black religiosity as it relates to notions of diaspora.  

 
25 Sarkar, 3. 
26 Bogason, 116. 



 12 

The project also gave me insight into music’s place in my own religiosity. Hearing music 

of praise, whether in the form of my dad’s kirtan, my mom’s gospel music, or singing hymns and 

spirituals in choir, conveyed sound as a uniquely effective mode for giving glory to life. To me, 

giving glory to life does not always look explicitly religious. It looks like grappling with the 

minutia, the mundanity, the difficulty, the beauty, and even the ugliness of life as way of being 

honest about the complexity of human experience. Thus, this collection of songs is an assertion 

of how my religious identity intersect with my racial identity. 

Imagining Geographies of Liberation 

In his book, Geographies of liberation, Alex Lubin “examines the African American 

engagement with the Arab world” in order to understand the ways that transnational political 

imaginaries have been constructed in response to projects of coloniality.27 His fifth chapter looks 

at how the aforementioned changes in the economy and governance of nation-states precipitated 

by the fall of the Soviet Union “…knit together an assemblage of governance strategies both 

domestically and internationally that shared similar rationalities and logics…”28 It is in the 

context of joint privatization and racialization as well as sharing of security strategies in the U.S. 

and Israel, he argues, that an Afro-Arab international political imaginary came into fruition.29  

Specifically, Lubin connects the privatization of social services in the U.S., hinged upon 

the racialization of the poor, to that associated with the establishment of “neocolonial 

governance” strategies in the 1993 Oslo Accords which expanded economic opportunities for 

Israel while further disenfranchising Palestinian peoples. Additionally, he uplifts the “horizontal 

 
27 Lubin, Geographies of Liberation The Making of an Afro-Arab Political Imaginary, 14. 
28 Ibid, 144. 
29 Lubin, 162. 
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circuit” formed by the sharing of security strategies used to manage “surplus” black and 

Palestinian populations in the U.S. and Israel respectively. 

Considering these neoliberal regimes of privatization and securitization, Lubin shows 

how hiphop uplifts structures of feeling— “…an unconscious political sentiment that has not yet 

been publicly articulated but can be sensed or “felt” among a certain culture”30— that create 

solidarities between these disparate political situations. For instance, he demonstrates how the 

music of the Palestinian hip hop group DAM consciously takes up the legacy of artists such as 

KRS-One and their engagement with figures like Malcolm X as a way of resisting “the structural 

racism Palestinians face in Israel.”31 In their lyrics and videos, DAM connect the Israel’s 

racialization of Arabs to those experienced by black Americans, implicitly highlighting the 

interconnected projects of coloniality vis-à-vis globalization of neoliberal governance of Israel 

and the U.S. 

As I grapple with notions of diaspora, both conceptually and formally, I want to create 

geographies of liberations. I hope to uplift the historical connections between the disparate lands 

through which my family has traversed (the connections of which my being is evidence) while 

imagining new ones. The work of imagination is crucial and is one of the first things that drew 

me to making music. Music allowed me to escape the confines of a country that was not built to 

serve me and the ways that reality manifested in my experiences with the education system. 

When I realized I could write and record my own songs, I unlocked a new ability not only to be 

transported somewhere else by music but to intentionally design my music to bring me exactly 

where I wanted to go. That is precisely why imagination is so important—it makes us aware of 

the places we can go. The idea of geographies of liberation also breaks out of the ethnocentric 

 
30 Lubin, 162. 
31 Ibid, 166. 
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confines of which Gilroy speaks. Rather than people being separated by insurmountable gulfs of 

geographic, cultural, racial, or religious differences, recognition of shared emotions and 

sentiments through art can highlight interconnected conditions of oppression. 

While the globalization of hip hop has spread the culture’s capacity for social critique 

through the candid expression of identity across the globe, it has also been co-opted in national 

projects of racialization. In her book Muslim Cool, Su’ad Khabeer looks at how Muslim hip hop 

artists are employed globally to model state-approved forms of Islam and present the “success of 

U.S. multicultural inclusion”32 Specifically, she focuses on the precarious position Muslim hip 

hop artists occupy by participating in “hip hop diplomacy.” Taking inspiration from the practice 

of sending jazz artists abroad to downplay U.S. racism during the Cold War, the State 

Department created a “hip hop ambassador program” in 2005.33  On the one hand, partaking in 

this program affords artists the opportunity to spread their messages by growing their fan base. 

However, on the other they are deployed as instruments of the state in its international publicity 

campaigns. What is more, the U.S. government can co-opt even the elements that critique U.S. 

domestic and foreign policy. This is because, by sending out these artists, the state can claim 

their critiques as part of the free and capacious political landscape.  

Hisham Aidi, in his book Rebel Music, highlights similar dynamics of co-optation in his 

discussion of the selective sponsorship of hip hop artists in the U.K. and France. In 2007, the 

British government introduced Prevent “an initiative to stop British Muslim youth from being 

lured into violent extremism…”34 Among other projects, this initiative, sponsored hip hop shows 

 
32 Khabeer, Muslim Cool, 181. 
33 Ibid. 
34 Aidi, Rebel Music, 206. 



 15 

that featured ‘“American and British Muslims rappers with ‘mainstream interpretations’ of 

Islam…”’35  

Aidi presents similar projects in France. To demonstrate engagement with its minority 

populations, the French government promotes hip hop by producing concerts at prestigious 

national music venues and “…funding local institutions in troubled neighborhoods.”36 As many 

hip hop stars in France are the children of Muslim immigrant, the French government employs a 

similar caution to that of the British government regarding the Muslim identity embodied by the 

artists they support. Specifically, the French government attempts to sponsor artists whose music 

“…is conducive to integration.”  

Through their instrumentalization of Muslim hip hop artists the U.S., French, and British 

governments can feign cultural sensitivity while implicitly perpetuating anti-Muslim racism. In 

the context of U.S. hip hop diplomacy, the government attempts to diffuse legitimate social 

critique by presenting itself as a space in which citizens have the right to voice them. This 

strategy runs dangerously close to the “… the reduction of freedom to mere rights and the 

unfortunate impoverishment of the broader political sphere...”37  

These discussions of the ways that hiphop has been coopted in service of imperialist and 

white supremacist projects of racialization made me reflect on similar dynamics occuring with 

my music. Specifically, I began to question how they arise for me as an artist working in an 

academic institution. Even progressive academic institutions, who tout themselves as beacons of 

intellectual and social progress, perpetuate and reify the capitalist and white supremacist logics 

on which they were founded. As an artist working within and representing such institutions, the 

 
35 Ibid. 
36 Ibid, 209. 
37 Su, Exporting Freedom, 162. 
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analysis of Aidi and Khabeer made me vigilant of the ways my work can be coopted to serve 

ends antithetical to those set out in this project.  

The song Conference addressees these concerns. It reflects on the isolation that I have 

experienced in environments where many of the epistemologies I carry are not recognized. We 

all exist inside systems. Some of us want to change these systems. Some of us need to change 

these systems. And yet we’re often forced to align ourselves with the very systems we hope to 

dismantle. How deep do we let ourselves go into their inner workings. As we get closer to the 

heart, we become more powerful than we have ever been. That is what we are supposed to want, 

right? Power. The struggle for empowerment turns into a struggle for power the higher we climb. 

Conclusion 

How can we move forward? At what point as black people in this country does claiming 

our complexity and humanity no longer signal weakness/a weakening of links within the 

community? The mask offers a protection and perspective. It is an unfortunate necessity given 

the reality of white supremacy and a special ability that allows black people to survive in spaces 

hostile to their humanity. For instance, if it weren’t for the mask, I would not be able to be at a 

place like Harvard. However, I dream for a life beyond survival for the generations that come 

after me. With this project I want to harness the power of removing the mask. 

 

 

 

 

 

 

 

 

 

 

 



 17 

Solid Gold Lessons Full Album Link 

Track list (with lyrics) 

 

Intro (Instrumental) by Jojo Sounds 

Island Dreams by Jojo Sounds 

 

For me to do this the way I dreamt I wanted to,. 

I need to let go. Instead of wrestling with my ego, 

I’ve tried to run from it, and I must admit I’m scared. 

Running and running… 

But you can’t run away from fear. 

Too worried if someone would catch me, 

Caress my melted wings. 

I can’t be so focused on what ifs. 

 

I know no more no less, 

And can’t get caught up in this flesh. 

It’s just this feeling in my chest. 

I know I’m blessed. 

I know I’m going going going somewhere 

With a view…. 

 

Solid Gold Lessons by Jojo Sounds 

 

If they weren’t alchemists, how could I exist? 

Blood, sweat, and tears caramelized to make the sweetest dish, 

Frosted with solid gold lesson I should write you a list. 

Grandaddy’s rings were sugar cane before they lay on his fist. 

 

Halos of arthritis pain, 

Shining bright on my chain. 

I’ll be alright in life’s cypher cuz I’m ancestor trained. 

If we sip one, we pour one—the party never ends in these ends. 

https://joatto.bandcamp.com/album/solid-gold-lessons-thesis-version
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And we’ve got our reasons to celebrate seasons, give thanks. 

Cropover come, pop open one, clouds to the lung, 

Its bountiful blessing under the sun 

How he live life tryna shine light on each one 

SeaTac, Logan, to PDX that’s coast to coast 

The type to start a civil war about who love him the most 

 

Ain’t just a red eye dread-I  

I bet I come for your throat  

Then back to smoking on the force until I swear, I could float 

 

Grandaddy hated the dope but knew about not being sober 

Apologize for the aroma with libations that flow 

Determination and goals 

Cuz you know stopping ain’t an option  

Don’t go throwing in no towel just cuz my back on the ropes. 

 

He said, “Fuck all that. Live today. 

We ain’t got no time for their hateful ways.” 

So, keep it pushing to the mountain top come what may 

But always make time for play. 

 

 

Conference by Jojo Sounds 

 

You said it was freezing when you called me on the phone 

Told me how your day went, these motherfuckers won’t leave you alone 

Spewing out opinions too in love with their ideas  

If you can make me want to be there  

You can get me anywhere, I swear 
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Turns out in the end, I just need a friend 

 

To ride along, to shoot the shit 

Dying laughing at their paper kingdom 

Asking is this really all it is 

I walked those halls alone  

And I thought I’d never be the same  

Who would have thought a life in my mind 

Would make me forget how to play 

 

Turns out in the end, I just need a friend. 

 

Alright by Jojo Sounds 

Its a shame— 

the way that I relate. 

I want to run away, 

And leave the hurt behind. 

 

System drives us crazy. 

Money makes us mad. 

Its like we’re nothing, 

But the things we have 

 

In these walls we build 

Where we settle down 

That we call a home. 

Til we’re in these waters, 



 20 

Sinking deeper all alone. 

 

Its alright, its alright. 

If you’re leaving now. 

Because I care, 

I wanted you here. 

But we all want to feel free. 

So I just need to be clear. 

 

I know this life 

Hasn’t been easy for you. 

Papa drank his pain. 

Sent you on your way. 

 

Bundled up in love, 

But it doesn’t feel the same. 

You of all should know. 

Seeds hold on. 

 

It’ll follow you. 

You can’t leave it all behind 
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