MUH 2051/2512 (Bakan) lecture notes, Ch. 10 (Africa)

What is “African music”?

· (Second largest continent—11 million sq. miles: 20% of earth’s surface; 25% of world’s population, not even considering people of African descent living in diaspora; tremendous ethnic, linguistic, cultural, and musical diversity) 

· There really is no such thing: rather, African musics 
· Encompasses thousands of diverse musicultural traditions; several major music-culture regions and sub-regions (Sahara/Maghrib; sub-Saharan west, central, south, east Africa; Madagascar, Cape Verde, etc.); plus the entire African diaspora 

· Home to some of the oldest musics in the world, and heartbeat of contemporary global music too

What will we explore?

· **Sub-Saharan African musics, more specifically a few particular musicultural traditions western portions of sub-Saharan Africa 

· Selected drumming-based traditions of Ghana, West Africa

· Kora (Mande, jeliya, West African nations incl. Mali, Guinea, Gambia, and Senegal

· polyvocality— “many voices,” conversational character 

· What common stereotypes will we debunk?

· The idea that “African music” is one thing (already done)

· Drumming stereotype

· 
Vocal traditions: Ladysmith Black Mambazo

· 
http://www.youtube.com/watch?v=J85QrbR5oUE  (Ladysmith Black Mambazo—South Africa, from Graceland Africa concert)
· 
OR
· 
http://www.youtube.com/watch?v=VWk5fXB32Jo (documentary footage, Simon and Shabalala, creative process “Homeless”)
· 
 CD 1-40—Traditional BaMbuti elephant hunting song

· 
Melodic idiophones: Mbira dzavadzimu of the Shona (CD 1-37); large polyphonic xylophone orchestras (Chopi timbila, Mozambique –see p. 196)

· 
http://www.youtube.com/watch?v=bnmNeQAIp9g  (boys playing mbira in Zimbabwe) 
· 
Diverse aerophones (from brass bands to animal horn flutes and trumpets—photo, p. 197)

· 
Diverse chordophones (nkokwane CD 1-44, endongo [Damascus Kafumbe, performer] CD 2-23) 

· Stereotype re: all African music “traditional”—not accurate: history, tradition, modernity

· African history re: forces of musical continuity and change

· Ancient era: great empires (Mande, Ghana, Songhay, Dahomey, Baganda): some traditions survive (some in transformed ways—e.g., electric guitar in jeliya)

· European (and later U.S.) intervention/domination

· 
Beginning with early contact, 15th century

· 
Slave trade, 17th-19th centuries

· 
19th-mid 20th centuries: colonization (British, French, Portuguese)

· 
(Impacts within Africa and relative to diaspora) 

· Post-WWII: Independent, postcolonial African nations (**Ghana the first, achieving independence from British colonization in 1957; Mali, independence from French colonization, 1960, etc.) 

· 
Nationalist movements, music (e.g., mbira as “national instrument” of Zimbabwe) 

· 
Internationalization (commercial, cultural, etc.)

· 
Music and related arts: revival, revitalization, modernization of traditional forms; devel. of new forms relating to contemporary conditions and circumstances (e.g., music and HIV/AIDS—CD 1-47 [Ramadu]

· Religion

· Islam, Christianity

· Indigenous religions (“pure” or syncretized) themselves highly diverse. Unifying “themes” and priorities: 

· Paying homage (deities, ancestors, community leaders and elders, creative/sustaining forces of nature)

· Communal rituals (music, broadly communal participation). Collective expression
Example 1: Drum proverb—“The River and the Path” (Akan people of Ghana)

· Basic theme of this unit and its address of musicultural traditions of western Africa are captured by this proverb of the Akan people of western Africa (mainly residing in Ghana): 

· Read English translation (p. 187)

· **Twi language (tonal language) 

· Drum speech (a-kon-TA=brother-in-law, a-KON-ta=mathematics) 

· **Atumpan

· Call-and-response (imitative) between reciter (appellant) and atumpan player

· Now let’s look more deeply at the meaning of this proverb

· 
Literal: Tano River and path to it: actual, important places. Both old, but the river is older (source of creation)

· 
Metaphorical: “River” linked to Creator (Odomankoma/God), “path” is the path to that source of creation

· 
 just as path must meet river, Akan must find their paths to sources of their creation: divine, ancestral, familial, natural; 

· 
individual paths toward intersection with one another, mutual support. 

· 
The individual and the collective (community): it’s within communities that we generally find ourselves best equipped to meet our needs, solve problems, pay homage to those to whom it’s due

· Artistry of W. African musics as the meeting of the path and the river

· 
many different rhythms, timbres, layers; “incoherent”? No: integrated collective of individual “voices” with shared values, communal purpose

· 
**Music of polyvocality: many sounds, many voices—music as conversation (multiple “voices” speaking in turn and all at once; not “music for its own sake”) 

· 
Musicultural focus: unified diversity of views and perspectives, valued in many modes of social/conversational interaction in W. Africa (incl. music). 

· 

**Example 2: “Fontomfrom” (Royal drum ensemble music of the Akan, Ghana) 

· Second example of Akan music. CD 2-22, featuring “Fontomfrom” royal drum ensemble music. Play example (polyrhythmic texture/layered ostinatos, bell pattern, conversational dimensions)
· Some additional background on the Akan
· **Ghana (former British colony, independence 1957)
· Chiefs: power/leadership reduced but still signif in land issues, domestic disputes, etc.
· Royal sets of drums (e.g., Fontomfrom)—status, power symbol for chiefs, even today—played at events where chief makes public appearance: processions (see photo, p. 191), village ceremonies, funerals. (Chief may dance w. sword) 
· **Musical Guided Tour (follow p. 192-93, students learn bell pattern, after listening divide class up and try to do rhythm of Figure 10.1, p. 193). [Students should know names of the drums: from, atumpan, eguankoba, and how they function in ensemble; also that from and atumpan have varied rhythms and C&R; also the notation of the time-line rhythm]

· In-class West African drumming demo w. student participation

**GLE Fontomfrom (CD 2-22)

· From as lead (master) drum part—begins with signal; bell comes in (note “missing” first note of pattern); other drums enter—“apart-togetherness” texture (river metaphor reprise) 
· 0:27—stabilization of patterns (similar to MGT patterns) 
· 0:33—from-atumpan C&R
· (follow GLQS p. 195 re: remainder)
· http://www.youtube.com/watch?v=iH1XJftEEfI  (Aziza—Ghanaian dance-drum ensemble, lead drummers playing from and atumpan; female dancers) 
· Musical Africanisms

· Returning to stereotypes…

· Though no “African music,” there are musical Africanisms that form a kind of common thread across the continent, at least in sub-Saharan Africa

· **Discuss list on p. 195-96 [students should memorize the list] 
· Moving away from drumming, we shift attention to kora
The Kora and its Musicultural World

· http://www.youtube.com/watch?v=KMp_El9ltAs  (jeliya style [Senegalese] singing/kora solo performance) 
· Kora classification: spike harp chordophone [neck pierces resonator to form post/tailpiece at lower end] 
· Construction: Figure 10.3 labeled diagram, p. 198 (corresponding to description on p. 197) 
· Playing technique: seated, floor or chair (see hand position photo, p. 198); standing
· Background 
· **Mande: Mali and Guinea (Maninka), Sengal and Gambia (Mandinka)
· 
Mali/Mande empire (Sunjata, 13th c.—unable to walk to warrior and king); Bamako (on Niger R.); Niger, Senegal, and Gambia rivers
· 
Colonization: French (Senegal, Mali, Guinea), British (Gambia), Guinea-Bissau (Portuguese) [languages reflect]  
· Jeli (pl. jelilu; female jeli=jelimuso [pl. jelimusolo]—Kandia Kouyate; generic term griot [from French]. Hereditary families (Kouyate, Diabate, Sissoko) 
· Jeliya: art and repertoire of the jeli (praise songs at center)
· Traditional patronage vs. modern world patronage  (world beat, Paris-London-NY etc.) 
· **Trad. jeli instruments: kora, bala [17-21 slats, calabash resonators, rubber-ended mallets], koni [hollowed, canoe-shaped wood body, animal hide, long fretless stick neck tuns into body, 4-5 or even 7 strings, various sizes/ranges] (see photo, p. 200). Also now guitar/electric guitar. (Show EC video clip with all of the insts., TD on kora??)  
Solo kora example (traditional): “Dounuya,” Seckou Keita (200-04)

· **Salif, Seckou Keita (b. 1977) as “radical royals” for becoming musicians despite royal lineage
· http://www.youtube.com/watch?v=UkUUaxjQCfI  (Salif Keita with Cesaria Evora, Queen of Cape Verde Islands music) 
·  (note: Seckou’s mother a Sissoko, though. Read quote (201-02) from Seckou “Sabu Nginma” (Good Help) song.) 
· GLE: “Dounuya” (The World) text—honoring Creator (God), social critique, call for greater virtue (read quote, p. 202) 
· SK’s kora playing as “the proverbial river that flows across and through the path of the message of his words.” (202)
· Intro (mainly staccato, syncopated)
· 0:10: kumbengo (layered ostinato, accompanying style; interplay of low, middle, and high range kora “voices” on single instrument). Complementary independence/interdependence of lines; varied repetition of the basic pattern 
· 0:24—first birimintingo flourish
· 0:30—first verse (kumbengo accomp, second birimintingo 1:03
· 1:09—second verse. 1:28—hammerlike chords for “Why should we choose the bad?” line (returns again at end of piece
· 1:41—kora solo (birimintingo passages over kumbengo; no singing; note C&R between kora’s voices 2:02)

· **2:15: Sataro vocal style
· **Listen following GLQS on 203-04. Note how performance overall is an elaborate “conversation” featuring Seckou’s voice and the three octave registers of his kora. 

· http://www.youtube.com/watch?v=BwYU-51HqJw  (Secou Keita Quartet, live performance, jeliya/jazz) 
Mande vocal/instrumental ensemble (w. Taj Mahal) example (neo-trad): “Atlanta Kaira” (206-09) 

· **Instrumentation: two koras, bala, koni, acoustic guitar
· Families represented: Sissoko, Diabate, Kouyate
· **Performers--Kora: Toumani Diabate and Ballake Sissoko; koni: Bassekou Kouyate (bass version of instrument); bala: Lasana Diabate* (*note: not mentioned in text), Kassemady Diabate (singer, male—female singer is Ramatou Diakite); guitar: bluesman/world music adventurer Taj Mahal

· http://youtube.com/watch?v=8KDHd9fZ9mI  ("Sittin' On Top of the World” Taj Mahal and Corey Harris) 
· Discuss Mahal re: world music, “African roots” odyssey re: kora, Mali, etc. (Toumani D., Ali Farka Toure, etc.): “bringing the blues and Malian music back togther again, in one huge circle of 500 years”. 
· Kulanjan project (discuss) [mention  Toumani D’s own intercultural ventures, maybe read quote p. 204-05?]. Kulanjan’s spectrum of traditional/modernity, interculturality: “Atlanta Kaira” slanted toward pure jeliya side
· **History of “Kaira” (“Peace”) song
· Sidiki Diabate (song identified with him and with independence movement [from French colonization] from 1940s; wide travels performing, important figure in nationalism movement [eventually a national hero after independence in 1960; note also 1971 Ancient Strings album w. Djelimadi Sissoko])
· Toumani, his son, has carried on legacy with several recorded versions, including “Atlanta Kaira” (in which the sung text, performed by Kassemady Diabate, pays tribute to Sidiki and his legacy) 
GLE “Atlanta Kaira”

· Sauta mode (F G A B C D E [F] approximately)
· Free rhythm kora intro by Toumani—brilliant display of instrument
· Identify kumbengo pattern starting at 0:42
· Identify shared features with “Dounuya” (see bullet list p. 206)
· Outline of six-part form (bullet list, p. 206-07, discussion following)
Solo kora intro (sauta, runs, expressive range of inst, birimintingo style)
Ensemble intro and “Kaira song”
Various instrumental layers of kumbengo texture starting at 0:42 
Shifting between kumbengo and birimintingo on various instruments (bala birimintingo throughout the brief instrumental ensemble intro). Identifying timbres of different ints. Roles of the various insts (including “bass” role of koni
0:52—song (Kassemady, Ramtou—octaves then unison, ornamentation, precision)
Sataro #1 (1:29): Note vocal style, interplay of voice and kora—conversational. Text in homage to Sidiki Diabate
Koni solo (2:51—Bassekou Kouyate). Blues-like “licks” (e.g., at 3:15); “collective improv” passages in later part of the solo
Second sataro at 3:33 (similar to first)
Return of song to end at 4:22
Listen following GLQS on p. 208-09
http://www.youtube.com/watch?v=Lep1tjEIkJc (“Nene Koita,” Toumani Diabate with bassist Danny Thompson—duet. Jeliya/jazz fusion; live concert footage from a documentary film) 
AngÈlique Kidjo: West African Collective Expression in a Global Musical World

· Segue: “Atlanta Kaira,” like “Dounuya” and the Fontomfrom piece (and in its own way the Akan drum proverb) invokes the polyvocality ideal that is so pervasive in West African musical expression—speaking in turn, all at once, always with the greater collective whole greater than the sum of its parts. And what’s being said brings us back to the central them of homage, to sources of creation and wisdom (human, divine, natural ,etc.) 
· Last work, Kidjo’s “Okan Bale”: same concepts and themes, different musical lanaguage (world beat pop ballad). 
· In “Atlanta Kaira,” Taj Mahal met Malian music; in “Okan Bale” kora artistry of Mamadou Diabate moves from jeliya to world beat pop
· http://www.youtube.com/watch?v=WjPq30bK5x0  (Mamadou Diabate clip (w. bassist Noah Jarrett)—same tune as earlier video clip featuring Toumani? “Nene Koita”?)
· Kidjo, “the diva from Benin” : 
· **from Benin (small country, 6 million population, Ghana/Togo to west and Nigeria to east [see map]; former French colon6
· **Yoruba and Fon ethnic groups—Kidjo is Fon
· Kidjo b. 1960 in Ouidah. Parents intellectuals/artists (Angelique w. mother’s theater company from 6); as a child sung along with Beatles, James Brown records making up her own lyrics in Fon
· In her 20s, moved to Holland, then Paris. “Crossover,” cosmopolitan approach from the start. Jean HÈbrail assoc. (French). 
· **Music broadly syncretic, cosmopolitan, international: soul, R&B, funk, jazz, Brazilian, Caribbean, etc., and Fon zilin music, Mande jeliya elements and instruments, etc. Pan-African, pan-global. Web site: She “has attempted to prove that the world is much smaller and far more culturally connected than it may appear. Her music glorifies individual cultures while also underlining their universal similarities.” Here’s a 1996 Kidjo music video, circa 1996. What different musical traditions and styles do you hear combined together here? http://youtube.com/watch?v=O5qA-vrdvns (“Wombo Lombo," Kidjo, 1996) 
· 1994: “Ayé” international dance hit single. 1996: Fifa major success (Carlos Santana among the featured guest artists.)  
· 1998: Trilogy of albums devoted to exploring African roots of African diaspora in the Americas: Oremi (1998—African/R&B), Black Ivory Soul (2002--African/Brazil, espec. Benin and Bahia), Oyaya! (2004—African/Caribbean [salsa, merengue, calypso, ska])
· Lives today mainly in New York (also Paris, London, international touring)
· **GLE “Okan Bale” (A Piece of My Heart) A. Kidjo (211-13)

· From Black Ivory Soul. Not obviously Brazilian-influenced (likewise for “Iwoya,” w. Dave Matthews) 
· verse-chorus form, pop ballad, but with zilin-inspired vocal stylings and kora ( Mamadou Diabate) 
· **Mamadou Diabate a younger cousin of Toumani D. (and nephew of Sidiki Diabate), B. 1975, established himself in Mali, and settled in New York in the late 1990s
· Beautiful kora playing (espec. birimintgo passages0, progressive “growth” of role of kora as form develops
· Other elements: guitar, synth, Kidjo’s own overdubbed b.g. vocals, bass harmonics—another manifestation, polyvocal conversation
· Listen following GLQS p. 212-13
http://www.youtube.com/watch?v=SuhgZa6JmlE   (Kidjo and band performing at the Live 8 concert in England. Heavy Afro-Cuban grooves)
