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About The Garland Encyclopedia of World Music

Scholars have created many kinds of encyclopedias devoted to preserving and transmitting knowledge about the world. The study of music has itself been the subject of numerous encyclopedias in many languages. Yet until now the term music encyclopedia has been synonymous with surveys of the history, theory, and performance prac-tice of European-based traditions.

In July 1988, the editors of The Garland Encyclopedia of World Music gathered for a meeting to determine the nature and scope of a massive new undertaking. For this, the first encyclopedia devoted to the music of all the world's peoples, the editors decided against the traditional alphabetic approach to compartmentalizing knowledge from A to Z. Instead, they chose a geographic approach, with each volume devoted to a single region and coverage assigned to the world's experts on specific music cultures.

For several decades, ethnomusicologists (following the practice of previous generations of comparative musicologists) have been documenting the music of the world through fieldwork, recording, and analysis. Now, for the first time, they have created an encyclopedia that summarizes in one place the major findings that have resulted from the explosion in such documentation since the 1960s. The volumes in this series comprise contributions from all those specialists who have from the start defined the field of ethnomusicology: anthropologists, linguists, dance ethnologists, cultural historians, folklorists, literary scholars, and—of course—musicologists, composers, and performers. This multidisciplinary approach continues to enrich the field, and future generations of students and scholars will find The Garland Encyclopedia of World Music to be an invaluable resource that contributes to knowledge in all its varieties.

Each volume has a similar design and organization: three large sections that cover the major topics of a region from broad general issues to specific music practices.

Each section consists of articles written by leading researchers, and extensive glossaries and indexes give the reader easy access to terms, names, and places of interest.

Part 1: an introduction to the region, its culture, and its music as well as a survey of previous music scholarship and research

Part 2: major issues and processes that link the musics of the region

Part 3: detailed accounts of individual music cultures

The editors of each volume have determined how this three-part structure is to be constructed and applied depending on the nature of their regions of interest. The concepts covered in Part 2 will therefore differ from volume to volume; likewise, the articles in Part 3 might be about the music of nations, ethnic groups, islands, or sub-regions. The picture of music presented in each volume is thus comprehensive yet remains focused on critical ideas and issues.

Complementing the texts of the encyclopedia's articles are numerous illustrations: photographs, drawings, maps, charts, song texts, and music examples. At the end of each volume is a useful set of study and research tools, including a glossary of terms, lists of audio and visual resources, and an extensive bibliography. An audio compact disc will be found inside the back cover of each volume, with sound examples that are linked (with a in the margin) to discussions in the text.

The Garland Encyclopedia of World Music represents the work of hundreds of specialists guided by a team of distinguished editors. With a sense of pride, Garland Publishing offers this new series to readers everywhere.




Preface

Ruth M. Stone

This volume covers the making of African music, its performers and audiences, theories of musical conception, and the exchange of music among peoples on the continent and beyond. It presents a comprehensive view of the music of Africa from the perspectives of those who have studied it and those who make it.

The authors whose articles are gathered here come from Africa, Europe, Asia, and the United States. They have all conducted fieldwork in Africa, experiencing firsthand the artistry about which they write. Together, their articles—commissioned and written exclusively for this encyclopedia—reflect the current state of scholarship about music in Africa.

All these authors have met frequently at international conferences around the globe. Their ideas form a kind of dialogue with musicians, ritual specialists, and audiences. In some cases, direct quotes convey the performers’ voices, and the compact disc brings an even more immediate experience of their creativity. Scholars and performers speak and make music with multiple voices, which at some points converge in consensus, and at others diverge into contrast. In this respect, the volume reflects the first of several definitions of the word encyclopedia in the Oxford English Dictionary: “the circle of learning.”


Circles of learning

A circle of learning implies connections and relations from one area of knowledge to another, but not an exhaustive knowledge. Whatever any encyclopedia describing music on the continent of Africa may purport, a great deal is known to local musicians and specialists alone, and is yet to be studied by Western and African scholars. For all the published analyses of musical practices within the past two or three decades, no honest account can claim comprehensiveness. This volume celebrates the explosion of ideas that have been studied recently without unfairly promising to be an exhaustive representation of the universe of performance in Africa. As a written document, it sketches outlines that continue to unfold, and for which our knowledge must be considered emergent.

The organization of any encyclopedia speaks a great deal about the underlying orientations of the editors and the state of current scholarship. In this volume, we have decided to emphasize thematic issues and processes. As we realized, musical practices often transcend political boundaries, many of whose lines were drawn during the colonial period, dividing ethnic groups. While political divisions have influenced many things—like roads, which tend, particularly in West Africa, to lead from the coast inward, but not across national boundaries—some of those divisions are under challenge by armed struggles. Therefore, the potential choice of a political entity (like a country) as a descriptive unit would underline, even if implicitly, a kind of containment within the geographic space that echoes the colonial period. In this volume, themes that have emerged in the course of research became the focus of the organization.




Travel and exchange

This volume explores issues that transcend regional boundaries. Though such issues are anchored in specific examples and interpretation of local practice, their relevance is often not limited to a single political region. Furthermore, recognizing the streams of influence and exchange that have flowed within Africa, and to and from Africa, a number of articles consider the nature of this movement of people and musical prac-tices.

This volume, then, deliberately highlights concepts of intra- and intercontinental movement. Beyond this, the goal is to emphasize Africans as individuals and groups who have initiated travel and action, and do not simply wait for outside forces to act upon them, as many colonial accounts either implicitly or explicitly narrate. By beginning with such assumptions, we seek to counteract the idea that only Westerners or outsiders were, and are, active travelers on the continent. About one hundred years before the oldest extant written report of a European voyage of discovery, the Egyptian pharaoh Necho hired Phoenicians to circumnavigate the continent, which they did in three years. The first Greek settlement on the continent, Cyrene, was founded about 631 B.C., on land that is now in Libya. Even today, Egypt remains a center of active intellectual life and architectural monuments of the Islamic world.

Among the significant streams of exchanges are the contacts of Arabs with Africans as caravans moved across the Sahara Desert, bringing musical instruments and ideas about musical performance with their salt, gold, and ivory. Along Africa's eastern coast, Arabs came in ships, carried by seasonal winds; the Omanis, in particular, set up city-states along the coast. Many Africans went to Arabia, some of them as slaves, where they performed music whose styles influence local practices today.

Europeans—including the Portuguese and later the British, the French, the Germans, the Dutch, and others—moved to colonize Africa, and social connections between Europe and Africa still accent musical life in Africa. The Americas became the residence of many West and Central Africans brought for slavery into the New World, and the impact of that institution continues. Long before Europeans “discovered” Africa, interchange with the Indian subcontinent, the Malay and Indonesian worlds, and the Far East also moved along the ocean highways.




How this Volume is Organized

Encompassing a broad geographical span and a variety of musical practices, the volume treats a selection of the riches African culture offers. Part 1 profiles Africa as a whole, with two overview articles followed by an article on the representation of African music in early documents (McCall) and a historical review of the scholarly study of African music from an African viewpoint (Nketia).

Issues and processes

The articles in the first section of Part 2 focus on themes and issues that, crosscutting local practices and sensibilities, integrate the performance of music and other arts within Africa. Among these themes are the integration of music with other arts (Hampton), notation and oral tradition (Shelemay), timbral concepts (Fales), compositional practices (Mensah, Njoku), theory and technology (Arom and Voisin), music as healing (Friedson), and dance (Kwakwa).

The articles in the second section of Part 2 focus on themes that have emerged from the movement of peoples within and beyond Africa: intra-African streams of influence (Kubik), Islam and its effect on music in one part of West Africa (Monts), guitar music (Kaye), the Kru mariners of Liberia (Schmidt), effects of Latin American music in Zaire (Mukuna), and interchanges that occur in local contexts, like Ghana (Avorgbedor) and Nigeria (Brooks). Part 2 concludes with a broad survey of African popular music (Impey).

Selected regional case studies

Part 3 presents five overview articles on regional musical practices in Africa: West (DjeDje), North (Wendt), East (Cooke), Central (Kubik), and Southern (Kaemmer). Then, within each of the regions, additional articles provide case studies that continue the themes raised in the earlier sections of the volume.

The topics for West Africa encompass Yoruba popular music (Waterman), genre definitions in praise singing in Northern Sierra Leone (Arntson), and the dynamics of social interaction in Hausa performance (Besmer). For North Africa, the essays explore the interface of poetic performance and music in Somalia (Johnson), the range of performances in Sudan (Simon), and Tuareg performance that crosses the borders of Algeria and Niger (Wendt). The East African articles comment on a range of issues from popular music to various religious musics for Kenya (Kavyu) and Tanzania (Martin). For Central Africa, the transitions of Pygmy music (Kisliuk) are studied. Finally, for Southern Africa, the authors describe the principles of harmony in Zambia (Tsukada), mbira music and other genres of the Shona of Zimbabwe (Kaemmer), popular musical practices in South Africa (Coplan), and the wonderful hybrid of traditions found on the island of Madagascar, 400 kilometers east of the continental coast (Rakotomalala).

Studies of Africa have sometimes separated the continent into the area north of the Sahara Desert and the area south of the Sahara. By statement or implication, the sub-Saharan region has been considered the more characteristically African. This volume, however, takes Africa as a whole, with the assumption that travel across the desert has carried musical practices with it; even farther afield, clearly sub-Saharan musical practices occur in the eastern coastal region of Arabia. The Sahara is not a neat dividing line of musical styles, and our choice of the continental borders as boundaries for this volume is more arbitrary than indicative of actual practice. The article on the Tuareg (Wendt) shows how the same group of people occupy two separate countries—Algeria and Niger—on the edges of the desert area.

Certain issues in music are accented by regional location. The case study articles, highlighting local issues, present rich descriptive detail to illuminate the analysis of these issues, grounding and anchoring them in data. For a variety of reasons, opportunities for equally intensive study throughout the various areas of Africa have not yet arisen.

Research tools

Readers will find research aids throughout the volume. Maps help locate the places and peoples mentioned in the text; references at the end of each article specify further readings and recordings. Cross-references to other articles in this volume are indicated with brackets [see ISLAM IN LIBERIA]. For readers seeking a general bibliographic guide to African music, John Gray's compilation African Music: A Bibliographical Guide (1991) is the most comprehensive recent source (see GUIDE TO PUBLICATIONS). In addition, there is a wealth of other illustrations including photographs, drawings, and graphs.

Musical examples

Throughout the encyclopedia, musical examples supplement the verbal representations of musical sound. In most cases, these appear as staff notation or some variation of it. Some authors, however, explore other forms of notation. Labanotation illustrates body-movement patterns (Hampton); the modified staff serves as a xylophone tablature (Arnston); graphs based on frequency of sound-wave vibration illustrate timbral issues (Fales); and symbols of poetic scansion (Johnson) reflect textual construction.

One article (Shelemay) explicitly addresses the concept of notation in the study of African music. It explores both indigenous and foreign forms of notation—written and aural—that have been applied to African music, including a music-notation system employed in Ethiopia.

Writing music, like writing in general (many would say or think), marks a high level of knowledge and sophistication. Yet most African peoples perpetuate their musical traditions through aural forms of notation (Shelemay). The value of the written is largely the researcher’s value. Because most notation ignores indigenous concepts, we may fail to notice in it the intricacies of indigenous aural notations. Further, some African peoples have adopted other aural notations, such as Tonic Sol-fa, to supplement their own systems (Njoku).

Glossary

An extensive glossary of three thousand entries provides definitions or identifications for terms, concepts, instruments, ethnic groups, and musical genres. Readers will also find selected items from the glossary reproduced at the tops of many pages within the volume.

Discography

The discography provides reference to commercially produced sound recordings. These reflect the late-twentieth-century proliferation of tapes, compact discs, and other recordings of African music from across the continent. Many more recordings exist in archives around the world.

Compact disc

A selection of recorded examples is available on the compact disc that accompanies this volume. These examples are intended to supplement and illustrate the discussions found in the articles. Our goal has been to seek examples unavailable on commercial recordings. In the margins of the text, a circled number specifies the track of the recorded example illustrating a particular discussion. A booklet of notes on the recordings is packaged with the compact disc, and is duplicated on pages 823-826, preceding the index.
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Orthography

	∊ or ẹ = “eh” as in bet


	ɔ or ọ = “aw” as in awful


	ŋ or ṇ = “ng” as in sing


	γ or yg= “ch” as in German ach


	ʃ or ṣ = “sh” as in shout


	 ɓ = implosive “b”


	 ɗ = implosive “d”


	 ! = click sound


	 ´ = high tone


	 ` = low tone


	 ^ = high-low tone


	 ~ = nasalized sound







As this volume was going to press, a new government in Zaire had changed the name of the nation to “Democratic Republic of the Congo.”





PART 1
Introduction to African Music

Africa astounds with its geographic expanse and its regional diversities. Because of its rich cultural heritage, we see today an extraordinary vitality in the performing arts. We begin with an introduction to African artistic expression and a survey of the history of our knowledge about African music.



Profile of Africa

Ruth M. Stone

Peoples and Languages

Subsistence and Industry

Transport and Trade

Social and Political Formations

Religious Beliefs and Practices



The African continent first impresses by its size: the second-largest of the continents of the world, it encloses more than 28 million square kilometers, spanning 8,000 kilometers from north to south and 7,400 kilometers from east to west. Islands dot the coasts, with Madagascar in the southeast being the largest.

Bisected by the equator, lying predominantly within the tropical region where thick rainforests grow, the continent consists of a plateau that rises from rather narrow coastal plains. Vast expanses of grassland also characterize its inland regions. The Sahara Desert dominates northern Africa, and the Kalahari Desert southern Africa. Vast mineral resources (of iron, gold, diamonds, oil) and deep tropical forests enrich the continent.


Peoples and Languages

The population of the continent constitutes only one-tenth of the world's people, though many urban areas and countries (like Nigeria) have a high density, counterbalancing vast regions of sparse population. Large urban areas have sprung up in nearly every country of Africa, with high-rise office buildings and computers part of the milieu. People cluster into nearly three thousand ethnic groups, each of which shares aspects of social identity. The most widely known reference work that classifies these groups is George Peter Murdock's Africa: Its People and Their Culture History (1959).

About one thousand distinct indigenous languages are spoken throughout Africa. Joseph Greenberg (1970) classifies them into four major divisions: Niger-Kordofanian, Nilo-Saharan, Hamito-Semitic, and Khoisan. The Niger-Kordofanian is the largest and most widespread of these, extending from West Africa to the southern tip of Africa; its geographical distribution points to the rapid movement of people from West Africa eastward and southward beginning about 2000 B.C. and extending into the 1600s of the common era.

Swahili, an East African trade language (with a Bantu grammar and much Arabic vocabulary), reflects the movements of peoples both within Africa and to and from Arabia. Bambara and Hausa, other trade languages (spoken across wide areas of West Africa), are but a few of the languages that show Arabic influence. In addition, the Austronesian family is represented by Malagasy, spoken on the island of Madagascar, and the Indo-European family by Afrikaans, spoken by descendants of seventeenth-century Dutch settlers in South Africa.

FIGURE 1  Playing technique of the nkangala mouth bow in Malawi. Photo by Gerhard Kubik.

[image: images]


Following colonial rule in many countries, English, French, and Portuguese still serve as languages of commerce and education in the former colonies. Several languages of the Indian subcontinent are spoken by members of Asian communities that have arisen in many African countries, and numerous Lebanese traders throughout Africa speak a dialect of Arabic.

From the 1500s to the 1800s, trade in slaves produced a great outward movement of perhaps 10 million people from West and Central Africa to the Americas, and from East Africa to Arabia. A token return of ex-slaves and their descendants to Liberia during the 1800s represented a further disruption, as African-American settlers displaced portions of local populations. The long-term effects of this loss of manpower, and the attendant suffering it produced, have yet to be adequately understood. The movement of peoples, however, contributed to the formation of languages, such as the Krio of Sierra Leone and Liberian English of Liberia—hybrids of indigenous and foreign tongues.

Though indigenous systems of writing were not widespread in Africa, some peoples invented their own scripts. These peoples included some of the Tuareg and Berber groups in the Sahara and more than fifteen groups in West Africa, including the Vai and the Kpelle of Liberia, whose music is studied in this volume.




Subsistence and Industry

A majority of Africans engage in farming for their employment. In many areas, farmers use shifting cultivation, in which they plant a portion of land for a time and leave it to regenerate, moving to another plot. This form of agriculture is characteristically tied to a complex system of communal ownership. Increasingly, however, people and corporations, by acquiring exclusive ownership of large areas of arable land, are changing African land-use patterns.

International commerce has resulted in a shift from subsistence to cash crops: cocoa, coffee, palm oil, rubber, sugarcane, tea, tobacco. The wage laborers who work with the crops migrate from their home villages, settling permanently or temporarily on large farms. Grassland areas throughout the continent support flocks of camels, cattle, goats, and sheep, and people there are predominantly herders, who frequently live as nomads to find the best grazing for their animals.



Typical of early African kingdoms were large retinues of royal musicians, who enhanced state occasions and provided musical commentary on events.





In many areas of Africa, rich natural resources—coal, copper, diamonds, gold, iron, oil, uranium—contribute to employment for notable sectors of the population. Processing these materials provides wages for workers and exports for the resource-rich nations.




Transport and Trade

For trade and travel, people have long moved across African deserts and savannas, and through African forests, but the intensity and speed of their movement increased with the building of roads, railways, and airports, particularly since the 1950s in many parts of the continent.

Suddenly, perishable fruits and vegetables could be shipped from interior farms to coastal urban areas. Taxis and buses built a lively trade shuttling people and goods up and down roads, from local markets to urban areas and back again. Manufactured goods were more readily available from petty traders and shopkeepers alike, and foods like frozen fish became part of the daily diet.

Among all that activity, cassettes of the latest popular music of the local country and the world became part of the goods available for purchase. Feature films of East Asian karate, Indian loveplots, or American black heroes became available, first from itinerant film projectionists, and by the 1980s from video clubs. On a weekly and sometimes daily basis, maritime shipping was now supplemented with air travel to Europe and the rest of the world.




Social and Political Formations

Several African kingdoms with large centralized governments emerged in the Middle Ages. Among these were Ghana in the West African grasslands area around the Niger River (A.D. 700-1200); Mali, which succeeded Ghana and became larger (1200-1500); and Songhai (1350-1600), which took over the territory of ancient Mali. Kanem-Bornu flourished further east in the interior (800-1800). In the forest region, Benin developed in parts of present-day Nigeria (1300-1800); Ashanti, in the area of contemporary Ghana (1700-1900); Kongo, along the Congo River (1400-1650); Luba-Lunda, in the Congo-Angola-Zambia grasslands (1400-1700); Zimbabwe, in southern Africa (1400-1800); and Buganda, in the area of present-day Uganda (1700-1900) (Davidson 1966:184-185).

Archaeological evidence is only now providing information about the full extent of indigenous African empires, fueled by long-distance trade in gold, ivory, salt, and other commodities. Typical of these kingdoms were large retinues of royal musicians, who enhanced state occasions and provided musical commentary on events. Benin bronze plaques, preserving visual images of some of these musicians, are in museums around the world.

Alongside large-scale political formations have been much smaller political units, known as stateless societies. Operating in smaller territories, inhabited by smaller numbers of people, these societies may have several levels in a hierarchy of chiefs, who in turn owe allegiance to a national government. At the lowest level in these societies, government is consensual in nature; at the upper levels, chiefs, “in consultation with elders and ordinary citizens, make decisions.

West Africa supports Poro and Sande (called secret societies by Westerners), organizations to which adults belong, and through which they are enculturated about social mores and customs. Children of various ages leave the village and live apart in the forest, in enclosures known as Poro (for men) and Sande (for women). There, they learn dances and songs that they will perform upon emergence at the closing ceremonies. Required parts of their education, these songs and dances are displayed for community appreciation at the end of the educational period. It is during this seclusion that promising young soloists in dance and drumming may be identified and specially tutored.

Kinship, though long studied by anthropologists in Africa, has proved complex and often hard to interpret. Ancestors are noted in formal lineages, which may be recited in praise singing and often reinterpreted according to the occasion and its requirements. Residence may be patrilocal or matrilocal, depending on local customs. And the extended families that are ubiquitous in Africa become distanced through urban relocation and labor migration, even if formal ties continue.

Settlements may take the form of nomadic camps (moving with the season and pasture), cities, towns, or dispersed homesteads along motor roads. They may also develop around mines, rubber plantations, and other work sites. Camps for workers who periodically travel home may become permanent settlements, where families also reside.




Religious Beliefs and Practices

Though indigenous religious beliefs and practices exhibit many varieties of practice, they share some common themes. A high, supreme, and often distant creator god rules. Intermediate deities become the focus of worship, divination, and sacrificial offerings. Spirits live in water, trees, rocks, and other places, and these become the beings through whose mediation people maintain contact with the creator god.

Indigenous religious practices in Africa have been influenced and overlaid by Christian and Islamic practices, among other world religions. New religious movements, such as aladura groups [FOREIGN-INDIGENOUS INTERCHANGE], have skillfully linked Christian religious practices with indigenous ones.

Elsewhere, Islam penetrated the forest region and brought changes to local prac-tices, even as it, too, underwent change [ISLAM IN LIBERIA]. The observance of Ramadan, the month of fasting, was introduced, certain musical practices were banned, and altered indigenous practices remained as compromises.
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African Music in a Constellation of Arts

Ruth M. Stone

Concepts of Music

Concepts of Performance

Historic Preservation of African Music



African performance is a tightly wrapped bundle of arts that are sometimes difficult to separate, even for analysis. Singing, playing instruments, dancing, masquerading, and dramatizing are part of a conceptual package that many Africans think of as one and the same. The Kpelle people of Liberia use a single word, sang, to describe a well-danced movement, a well-sung phrase, or especially fine drumming. For them, the expressive acts that gives rise to these media are related and interlinked. The visual arts, the musical arts, the dramatic arts—all work together in the same domain and are conceptually treated as intertwined. To describe the execution of a sequence of dances, a Kpelle drummer might say, “The dance she spoke.”


Concepts of Music

Honest observers are hard pressed to find a single indigenous group in Africa that has a term congruent with the usual Western notion of “music.” There are terms for more specific acts like singing, playing instruments, and more broadly performing (dance, games, music); but the isolation of musical sound from other arts proves a Western abstraction, of which we should be aware when we approach the study of performance in Africa.

The arts maintain a close link to the rest of social and political life. In performance, they both reflect upon that life and create it. Highlife songs are famous for having been employed in political campaigns in Ghana, poetry in Somalia has influenced political history, and work is both coordinated and enhanced as bush clearers follow the accompaniment of an instrumental ensemble. The arts are not an extra or separate expression to be enjoyed apart from the social and political ebb and flow. They emerge centrally in the course of life, vital to normal conduct.

While musical specialists in the West have often used notions of “folk,” “popular,” and “art” to categorize music, these concepts prove problematic in African settings. They often indicate more of the social formations associated with music than of musical sound. “Folk” is often equated with “traditional,” or music performed in rural areas, “popular” is commonly associated with mass audiences and urban areas, and “art” is associated with elite, upper-class, written notation. These terms also imply a prejudicial tilt toward things written and reserved for a few, but in African settings, aural traditions are highly developed and practiced forms of transmission, no less competent or effective in artistic creation.



Instruments are more than material objects: they frequently take on human features and qualities. Certain solo instruments may have personal names, be kept in special houses, receive special sacrificial food or other offerings, and be regarded as quasi-human.





FIGURE 1  Mpumpu, king of the masks among the Mbwela and Nkhangala of Southeastern Angola, 1965. Photo by Gerhard Kubik.
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A further complication is that African practices often mingle musics from apparently disparate idioms. African and Western elements may be codominant, as Akin Euba asserts (1992:308) is the case for J. H. Kwabena Nketias composition Volta Fantasy. Djimo Kouyate, performer on the twenty-one-stringed harp-lute (kora) of Senegal, performs with Mamaya African Jazz, an eight-member ensemble, which performs a fusion of African music and worldbeat, the latter a form of international popular music (Brown 1994). The West African superstar Baaba Maal recorded an album, Fir in in Fouta, in three phases, each reflecting a different kind of music. He began by returning to his ancestral village (Podor, northern Senegal), where he recorded instruments and songs of everyday life. In Dakar, the capital, his band, Dande Lenol, transformed these sounds into rhythm tracks. Finally, he took those tracks to England, where he added vocals, synthesizers, and Celtic instruments. The resultant album draws on local African music to inform high-tech Western dance music (Himes 1995).

Some scholars have delineated musical style areas within Africa. Perhaps the most commented upon, and the most criticized, is that of Alan Lomax, who, using musical traits as discerned by Western listeners, divided Africa into fifteen regions: North Africa, Sahara, Western Sudan, Moslem Sudan, Eastern Sudan, Ethiopia, Guinea Coast, Equatorial Bantu, Upper Nile, Northeast Bantu, Central Bantu, African Hunters, South African Bantu, Madagascar, and Afro-American (Lomax 1968:91-95). But the limitations of such mapping derive from the interpretations of Western listeners, who may or may not know much about the conception of that sound.




Concepts of Performance

Some generalizations can be drawn about performance in Africa, emphasizing the perspectives of the performers and their ideas about creating that performance. However, we must bear in mind that great variation exists, even about fundamental ideas.


Performers

To some extent, most people in African communities are expected to perform music and dance at a basic level. Performing is considered as normal as speaking. In many areas, social puberty is marked by singing and dancing, as young people display their accomplishments in token of their maturation. Solo performers may be trained to excel because they have shown aptitude for an instrument, or they may be selected because they come from a family whose occupation is to be musicians, as is frequently the case among the griots of West Africa.

Soloists develop their skills most often with the aid of a tutelary spirit or some form of supernatural assistance. At musical performances, spirits are sometimes present, forming an elusive audience, which certain human participants will sense. The elusive teacher can make a singer's voice particularly fine. The tutelary spirit makes high demands, however, and fame does not come easily. For aiding the singer, the spirit may exact much, even the singer's life.




The tragedy of Pona-weni

Such a relationship, always treacherous, can end in tragedy. My own fieldwork shows such a case. In 1970, I recorded Pona-weni, a fine female singer, as she performed with Wokpee, a male soloist. They sang ”Giing” the favorite song of the year in central Bong County, Liberia; in 1972, it was included on a Folkways recording. In 1975, on my return, I gave the singer a copy of it.

On a market day in late 1988, I returned to Totota, where I met musicians from the town of Gbeyilataa, performers I had worked with at various times over the last eighteen years. As we sat under a tree and conversed about various people from their town, they talked easily of who was around and performing, and who had moved elsewhere. Of Pona-weni, they said nothing.

Eventually, I inquired if the musicians would like to hear some of the music some of them had performed in 1970. With eagerness, they responded that they would. By chance, I selected ”Giing to be played. Immediately on hearing its beginning, several people looked astonished, and one woman burst into tears. As I stopped the tape, the story of Pona-weni poured out.

During my absence, Pona-weni had excelled, become famous for her talent. But some villagers murmured that she had exceeded herself. One day, as she was crossing a log bridge over a swollen creek, a tutelary spirit pulled her down into the torrent, from which she never emerged. The special power that had helped her succeed and be admired had been responsible for balancing benefits with misfortune.


Performance as an engine of national policy

While ensembles of performers are formed and perform within a local region, often traveling to neighboring towns, some ensembles have been formed to represent contemporary nation-states. The ensembles may meld performers from various locations and teach them to adapt their performances to meet the requirements of the Western stage.

Some African countries have set up national training centers where musicians and dancers work together to create ensembles. These performers are often paid by the national government. They travel around the country or tour the world, representing a blend of musics from the particular region, adapted to outsiders’ expectations for performance.






Musical instruments as human extensions

The people of Africa make and use a vast array of musical instruments. Beyond an expected variety of drums, musicians play harps, harp-lutes, lutes, lyres, and zithers, to name but a few of the stringed instruments found across the continent.

Within African contexts, instruments are more than material objects: they frequently take on human features and qualities. Certain solo instruments may have personal names, be kept in special houses, receive special sacrificial food or other offerings, and be regarded as quasi-human. To the musician playing them, these instruments provide power and sometimes special aid. A close, humanlike partnership sometimes develops between musician and instrument.

While ethnomusicologists categorize instruments as aerophones (bullroarers, flutes, horns, oboes), chordophones (harps, lutes, zithers), membranophones (drums), and idiophones (rattles, lamellophones, xylophones), African peoples frequently employ other ways of grouping instruments. Among the Kpelle of Liberia, instruments are either blown (fie) or struck (ngale); all aerophones fit into the former category, and all other instruments fit into the latter. All Kpelle stringed instruments are plucked, and so the finger, from a Kpelle conception, “strikes” the string (Stone 1982:55-57).



Myths, legends, epics, oral histories, and life histories were only a few of the genres that embodied memories of performances.








Exchange among voices

Ethnomusicologists describe musical sounds according to pitches (labeled with numbers or letters of the alphabet), but peoples in Africa often conceive of these sounds as voices. People, instruments, and birds all employ voices, which, in performance, musicians imitate. Performers conceive of one voice singing a part and another voice responding, in a call-and-response kind of dialogue.

In the idea of call and response, the conversational metaphor captures many exchanges that are the fabric of the performance. Kpelle choral singing always has a counterpart to the solo or the first part. A master drummer may create the first part, and a vocal soloist may become the counterpart to the drum. But then, when the chorus members come in as a response to the soloist, the vocalist and master drummer function as a pair, to which the chorus answers. A web of balances is created, and interchanges abound at many levels. The voices that create these exchanges are frequently described in terms like large or small, implying certain aspects of pitch, timbre, and dynamics.

Some peoples stress the primacy of the transaction between paired performing parts (Stone 1985:139-148). Two players of the mangwilo, a xylophone of southeast Africa, sit at the same instrument facing one another. One is called the starting one (opachera) and the other the responding one (wakulela) (Kubik 1965:36). Similarly, among the Shona of Zimbabwe, a solo mbira player designates one part he or she plays as kushaura ‘to lead the piece, to take the solo part’ and the second as kutsinhira ‘to exchange parts of a song, to interweave a second interlocking part’ (Berliner 1978:73).




Motoric patterns in performance

In the early twentieth century, Erich M. von Hornbostel called for the study of patterns of human movement to aid our understanding of African rhythm (1928:30-62). Though many scholars have found fault with his conclusions, some, taking leads from his work, have explored issues of bodily movement.

Gerhard Kubik has underscored the importance of the acoustic, motoric, and visual elements of rhythm (1972:28-39; 1977:253-274). Moses Serwadda and Hewitt Pantaleoni have shown how drumming and dancing link: “A drummer will indicate the dance motions sometimes as a way of explaining and teaching a [drum] pattern” (1968:52).

In multipart textures, individual parts often interweave or interlock in short, repetitive motives (ostinatos), which become layered in complex ways. Certain of these motives are invariant; others subtly transform in variation as the performance develops. A sense of multiple layering emerges as the density increases, ideally with contrasting timbres among parts.






Historical Preservation of African Music

Documentation of African performances predates the arrival of the Europeans or sound recordings. Oral traditions served to preserve in dynamic ways the aspects of performance that people wanted to remember. Myths, legends, epics, oral histories, and life histories were only a few of the genres that embodied memories of performances.

Almost a thousand years before the phonograph was invented, Arab travelers wrote about their impressions of African music. Perhaps the most famous, Mohammed ibn Abdullah ibn Battuta, vividly described court music scenes in the kingdom of Mali in the 1100s (Gibb 1929). When first the Portuguese, and then other Europeans, arrived in Africa, Arabs had long been active in exploring the continent. We should beware of assuming that the “dark continent” (as Europeans unsubtly dubbed it) suddenly came to life with the arrival of the Europeans. African contacts with the outside world—especially with West, South, and Southeast Asia—were lively long before Europeans “discovered” the continent.

As Europeans began to study Africa, and in particular its music, their interpretations emphasized a music of rather monotonous stasis and inaction, discovered by ever-adventurous Europeans, who, conversely, associated themselves with music of change and development. Such interpretations are especially curious when we note that motion and action are central to the aesthetic principles of many African groups. The most charitable assessment is that European misperceptions came from a lack of appreciation of African musical subtleties, including the language of performance. Especially after the publication of Charles Darwin's Origin of Species (1859), theories of musical evolutionism, which ascribed a more limited development to Africans than to Europeans, fueled the outsiders’ mistaken notions.

Before the twentieth century, African music was preserved for Western posterity in verbal descriptions and musical notation. These forms of writing froze and isolated moving sounds into static forms. As wax cylinders were etched with sound (beginning in Africa in the early 1900s), they opened up new horizons while fixing sound images, though perhaps not to the same extent (or in the same way) as written musical transcription.

Western adventurers collected examples of African sounds in much the same manner as they collected samples of African flora and fauna. These examples were transported back to archives and museums to be sorted, duplicated, and catalogued (Stone and Gillis 1976). Africans, in contrast, have over the years been more concerned with continuing their live performance traditions, and have paid less attention to acquiring and preserving samples of sounds.
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The Scholarly Study of African Music: A Historical Review

J. H. Kwabena Nketia

The Goals of African Musicology
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Profiles of Individual Research: 1950-1960

Scholarship in the Period of Institutional Development: 1960-1970

Trends in African Scholarship: 1970-1980

Western Scholars’ Contribution to African Musicology

The Challenge of Sociopolitical Change

Challenges for the Future



In the early 1980s, African scholars at the University of Nairobi decided to found a journal devoted to the scholarly study of African music. They decided to call it African Musicology. Though the proposed title seemed attractive because of its apparent novelty, the reaction to it was mixed, for it seemed to suggest the existence of an African tradition of musicology distinctive and separate from musicology in the Western tradition. Nobody doubted, however, the founders’ intention: to create a journal that would specialize in African materials, encouraging an Africa-centered approach to the presentation and interpretation of data.

The term African musicology is not new. Klaus P. Wachsmann, who worked in Uganda for twenty years (1937-1957), used it in articles between 1966 and 1971, when his awareness of institutional changes in Africa led him to take stock of the status and role musicology had assumed in the musical scene (Wachsmann 1966b, 1970). African scholars and composers had emerged, and ministries and departments of culture had begun to support music and musical research in ways that could not have been envisaged before political independence. Since research in African studies, and particularly in the music of Africa, had been done by Western scholars, a new era, calling for partnership in research and the cross-fertilization of ideas through dialogue, seemed to have dawned. African scholars saw they had much to gain from collaborating with their Western colleagues. Wachsmann believed a conceptual focus on “African musicology” would foster the development of a collective consciousness of goals and commitment.

Though this position resembled that of scholars in African history, linguistics, and archaeology, Wachsmann did not receive support for his proposal. Ethnomusicologists were more concerned with the unity of their discipline and what made it different from historical musicology, with theories and methods applicable to musical materials anywhere, rather than with the development of branches or areal studies; hence Claude Palisca's assertion—”There is only one musicology,” and its branches include “European, Asiatic, Oceanic, African, North and South American” and their subgroups—was not taken seriously, perhaps because his concept of branches seemed amorphous, as it included so-called primitive music and folk music as separate branches (Palisca 1965:108).

	Herbert Ogunde Nigerian musician who developed musical drama with indigenous instruments in the 1940s


	Nigerian Institute of Music Founded at Onitsha in 1949 with the primary objective of promoting Nigerian music


	pragmatic research Rediscovering one's musical culture for immediate practical value


	scholarly research The analysis, classification, evaluation, and interpretation of evidence






The Goals of African Musicology

Participation in musicological research by scholars from different geocultural areas who specialize in the music of their own societies will inevitably lead to a substantial increase in the number of scholars in areal studies—a situation already evident in African musicology, an area of activity in which scholars who share a common concern for understanding the music of Africa participate, each from unique perspectives, backgrounds, and interests, but linked by common topical interests and a common concern for the collection, analysis, and systematization of data.

The writings of African scholars and their colleagues show that African musicology embraces (1) critical and analytical studies, which examine or exemplify musicological issues in the light of field data; (2) investigations that take into account the history, archaeology, and ethnology of Africa, or of specific areas in which fieldwork is undertaken; (3) developmental studies, which respond to the environment in which music is cultivated and practiced; and (4) the dissemination of information and materials on African music, both within and outside Africa.

The goals of African musicology are thus scholarly and humanistic, not only in terms of its quest for knowledge and understanding of human beings in Africa as makers and users of music, but also in regard to practical issues related to music as a language or mode of communication, music as an object of aesthetic interest, and music as culture.

Creative musicians and performers have always shared in these goals. Thus, in 1945, when the Nigerian musician Herbert Ogunde started to develop his musical drama, his aim was “to revive Yoruba music,” which colonialists had downgraded; accordingly, composing new songs for old stories, he “transformed Yoruba musical forms by mixing indigenous instruments with others from elsewhere in the country” (Etherton 1982:45). He, and others like him, described as research the activity of looking for the traditional music and dance of their own culture. To them, research meant something pragmatic, the process of rediscovering their culture, which did not seem to them to require elaborate scholarly preparation.

A report on the Nigerian Institute of Music showed a similar interest in promoting music and research. Founded at Onitsha, in 1949, the institute had the primary object of promoting music in Nigeria. Its secretary, Udemesuo Onyido (also the Anglican supervisor of music at Abor), reported:


To stimulate public interest, the Institute organized an All-Eastern Nigeria Music Festival at Onitsha in October 1951, at which most of the best choirs in Eastern Nigeria took part. This festival proved such a success that in the following year, Music Festivals were organized in all the three regions of Nigeria (in the east, at Onitsha; in the west, at Ibadan; and in the north, at Zaria). In October 1954 an All-Nigerian Music Festival was held at Enugu under the auspices of the Institute. The success of these festivals, the most outstanding features of which are the indigenous music performed, has induced the Institute to organize annual music festivals for the whole of the Federation of Nigeria. (Onyido 1955:62)



Since this was the colonial period, the officers of the institute included both expatriates and prominent Nigerians. The institute had a director of research, Wilberforce Echezona, also director of music of the Anglican diocese of Niger.


Pragmatic and scholarly dimensions of study

These activities affirm the status that African music acquired in both the colonial and postcolonial periods, for in addition to its role and function in traditional societies, it became an avenue for expressing consciousness of identity, a source for exploring new directions in creativity, and an object of study and research.

In the period when consciousness of the African heritage of culture began to spread, scholars held two concepts of research. First, there was pragmatic research, the simple process of rediscovering one's musical culture in the social environment, or looking for materials that have immediate practical value because they enhance one's consciousness of identity, or because they can be used creatively. This kind of research, which can be random, differs from applied research, which uses the results of systematic research. Pragmatic research usually stops on the level of data. It is used by collectors and others looking for specific information in the field.

Second, there was scholarly research, which seeks not only to discover or rediscover, but also to analyze, classify, evaluate, and interpret evidence. Because it requires academic preparation, it becomes more and more evident in African writing as musicians turn their attention from collecting information about traditional music to investigating the material and contexts of music.

The history of African writings on music shows constant interaction between the purely pragmatic and the purely scholarly, between collecting songs for educational or creative purposes and studying them musicologically. That guided or determined the shift from one position to the other, or led some musicians to combine both approaches related not only to the goals they set themselves, but also to the pressures and challenges of the social, cultural, and political environment, or response to Western praxis.




The periods of African music scholarship, 1920-1980

The factors that have stimulated African interest in the study of African music and nurtured the growth of African scholarship naturally differ from those that brought Western observers and scholars to Africa in the colonial period, and from those that generate interest among scholars abroad.

The history of Western scholarship in Africa is substantially a part of the history of comparative musicology and ethnomusicology, whereas African scholarship began in response to the challenge of colonialism and the need for developing consciousness of identity. It went through a period in which African writers applied the positive scholarly skills acquired in the process of acculturation before it gradually integrated itself into international scholarship in music. Accordingly, African scholarship underwent four periods of development: colonial foundation, 1920-1950; cultural awakening and revival, 1950—1960; a great transition, 1960-1970; and cultural development and studies, 1970-1980.

In view of the circumstances under which African scholarship in music developed, this review begins with African writings. Never having been collated, they are little known to musicological readers; the works of Western scholars in African studies are more fully known. I hope this review will pave the way for dialogue and partnership in research, generating in younger scholars a consciousness of the need to build on the foundations laid by previous generations—by assessing their contributions, reinterpreting their data, reformulating their theories in the light of new data, and extending their fields of investigation.



Schools taught Western music of some sort, but ignored African music because it was “pagan” or “undeveloped.”





Though this review could have been selective in respect to early African writings (highlighting only those that satisfy certain scholarly criteria), I have included almost everything that has come to my notice—first, because my interest has been principally in the subject matter, ideas, attitudes, and even the biases reflected in African writings; and second, because I believe that a historical view of African scholarship in music would be incomplete without the corroborative evidence in the sporadic writings of individuals who responded to the pressures and challenges that stimulated scholarly research. The history of a humanistic discipline cannot always be confined to the scholars’ works, for many disciplines not only began in nonscholarly antecedents, but continue to be enriched by data provided by the interested public.

The observations on which the review is based are drawn not only from documentary sources, but also from personal knowledge of individuals, institutions, and cultural movements in Africa. Though I dwell now and then on individual scholars because of their contributions, my interest here lies in identifying significant developments in African musicology in sub-Saharan Africa as a whole, and not in reviewing the state of musical studies in individual African countries or regions (for which, see Arom 1976:2-4).

The focus of this study is on musical scholarship, rather than on composition. Therefore, it does not discuss Western composers and composers of new African music (Omibiyi 1979), or composers active in preparing African hymns (Jones 1976), except when they also happen to write on African music. Similarly, it omits active musical performers, teachers, and festival promoters, except where their work had a direct bearing on the development of perspectives on African musicology, or had programmatic consequences for the institution of courses in African music.

Since the present state of African musicology is the result of the contributions made by both African and Western scholars, the review of African scholarship (which inevitably combines perspectives from African cultural values past and present, traditional forms of musical knowledge, and musical practice with the humanistic and scientific approaches characteristic of Western praxis) leads into a review of the role played by Western scholars’ contributions to African musicology. I then enumerate the areas in which Africanists’ work exemplifies general ethnomusicological theories and approaches, and review the practical programs of recording and documentation that emerged.






The Beginnings of African Scholarship in Music 1920-1950

In 1881, when Edward Wylmot Blyden addressed Liberia College on “the aims and methods of a liberal education for Africans,” he strongly recommended that the curriculum of higher education in Africa include the study of the customs and institutions of African societies. He urged that teachers interest themselves in


the songs of our unsophisticated brethren as they sing of their history, as they tell of their traditions, of the wonderful and mysterious events of their tribal and national life, of the achievements of what we call their superstitions; we must lend a ready ear to the ditties of the Kroomen who pull our boats, of the Pesseh and Golah men who till our farms; we must read the compositions, rude as we may think them, of the Mandingoes and the Veys (Vai). (Blyden 1882)



Blyden was also concerned with the environment in which an institution of higher education would be located. He preferred to have it sited where it could receive some stimulus from the cultural activities of its environment, including indigenous music and dance. This was one of the reasons he did not think studying overseas was enough for Africans, for they would miss “the smell of the African ground.”

Two factors made it difficult for these ideas to be taken seriously. As a result of the activities of the early missionaries (who preached against African cultures, and barred African converts from participating in their traditional music and dance), some Africans felt a prejudice against African music and dance. Educators of the colonial period looked at education largely as a tool of social change—which often meant progressive westernization. Accordingly, schools taught Western music of some sort, but ignored African music because it was “pagan” or “undeveloped.” Materials for courses in this music were not available in the form of textbooks. Thus, institutional barriers blocked the study of African music in schools, and its use in Christian worship—barriers that could be broken down only through research that demonstrated the intrinsic values of this music and provided suitable instructional materials, and the creation of music for Christian worship.

Blyden’s recommendations therefore had to await the growth of “cultural nationalism,” the liberalization of colonial educational policy, a change in Christian missionaries’ attitudes toward African cultures, and the emergence of a generation of literate Africans, committed to research and education in African music.


Colonial development and music: 1920-1950

Important foundations for scholarship in music were laid in the period 1920-1950, when the major colonial powers began to emphasize the development of human and material resources in the colonies. This emphasis created the need for better knowledge and understanding of colonial peoples. Accordingly, journals and magazines—including the Gold Coast Review, the Gold Coast Teachers’ Journal, the Uganda Journal, Tanganyika Notes and Records, Sudan Notes and Records, The Nigerian Teacher, and The Nigerian Field—provided a forum for literary and scientific contributions by colonial administrators, educators, missionaries, and local authors. This period saw the founding of international journals devoted to African affairs, languages and cultures, education, and development, providing other outlets for African writers.

Most African writers who published articles on music adopted a journalistic approach, reporting what they knew or felt as carriers of African traditions (Caluza 1931; Bansisa 1936). Others dealt with specific topics, like songs and lyrics (Sempebbwa 1948; Azu 1949), drums and other instruments (Addo 1932, 1933, 1934; Djan 1942; Kaggwa 1934), presented their observations on some aspect of music and dance (Traore 1942; Okeke 1936), or reported on the state of music in a given territory or of an ethnic group (Margai 1926; Kintu 1940).

The significance of these writers lies in what they symbolize, the information they provide, and their speculations and attitudes, rather than in their scholarly perspectives—for what most of them wrote was the outcome of their awareness of their musical environment, rather than the outcome of systematic inquiry. Some of them, and others who followed, were encouraged to share what they knew, or what they had collected from their community, because of the contribution they could make to scholarship and the growth of a positive attitude to African music and cultures. Such encouragement was given to Ugandans by the East African Music Research Scheme, funded by the Social Science Research Council of the United Kingdom and directed by Klaus Wachsmann, who, as educator and curator of the Uganda Museum (Kampala), involved African musicians and schoolteachers in his programs.



In addition to taking private lessons from African musicians, literate African musicians unable to go abroad immediately could also take advantage of correspondence courses and external examinations in Western music.





In this period, another development that stimulated African interest in traditional music was the opening of prospects for education abroad. In the late 1800s and early 1900s, a few enterprising individuals, with the sponsorship of certain bodies, had set a precedent for such studies. E C. Coker (of Nigeria) studied music in Germany in 1874, followed by Ekundayo Phillips, who from 1911 to 1914 studied at Trinity College of Music (London), and in turn taught other aspiring musicians, including Fela Sowande, the eminent Nigerian composer and organist.

In the 1920s and 1930s, “native African youths… possessing intelligence and musical talent” studied in the United States. Among these were C. Kamba Simango (of Mozambique), an alumnus of Hampton Institute and Columbia University; Madikane Cole (of southeast Africa), also of Hampton Institute, who later revisited the United States with African musicians to give performances to benefit his missionary work on the East Coast; and Nicholas J. Ballanta (of Sierra Leone), a product of the Institute of Musical Art, New York (Cuney-Hare 1936:34-35).

In addition to taking private lessons from African musicians, literate African musicians unable to go abroad immediately could also take advantage of correspondence courses and external examinations in Western music offered by institutions in London, including the Victoria College of Music, Trinity College of Music, and the Associated Board of the Royal Schools of Music. The diploma-testing facilities of these bodies were made available to countries in the British Empire. Local representatives were appointed to supervise the written examinations, and visiting examiners were sent around for the practical examinations. An announcement in the Gold Coast Teachers’ Journal (1933:230) shows that official recognition was eventually given to this arrangement:


All good teachers spend some of their spare time studying. It is natural that they should wish to test themselves by entering for some recognized public examination, so that they may know exactly how their studies are progressing…. The Associated Board has just opened its examinations to West Africa. The local secretary is Mr. W. E. Ward, Achimota, who will provide on application, free copies of the syllabus and full details of the examinations etc. At a small charge, he will also supply specimen papers, copies of prescribed music and other matter. For the present only written examinations will be held, the papers being sent and marked in England. Practical examinations may be held in future if there are enough candidates to justify the Board in sending an examiner from England—but not for a year or two. Nevertheless these examinations are easily the best available in the Gold Coast, and there are no better examinations available anywhere. They provide a regular, carefully graded course to the highest level; and they should be a means of improving the musicianship of the teachers and pupils of West Africa.



Facilities such as those provided by overseas examining bodies and tutorials available locally encouraged not only the systematic study of Western music and music theory, but also here and there some reflection on possible analogs of such theory in African music and areas of difference, and the sociocultural importance of music in Africa. Some ecclesiastical musicians—like Ransome-Kuti of Nigeria (who began to compose new Yoruba hymns about 1902), Ekundayo Phillips, Ola Olude, and T. A. Bankole—tried to develop theories of composition in the Yoruba idiom in the colonial period. A biographical note on T. A. Bankole, father of Ayo Bankole (the famous Nigerian composer and organist), shows that similar problems engaged his attention, for in 1924, when he was appointed assistant organist at the First Baptist Church in Lagos, he wanted to develop tonal Yoruba music for ecclesiastical use: in a book-length manuscript, “Yoruba Music and Pentatonality,” he propounded techniques of composing with traditional words (Alaja-Browne 1981:7).




The contribution of George Ballanta

Of the trained African musicians who turned to the systematic study of their own music in this period, two deserve particular mention: Nicholas George Ballanta of Sierra Leone (born in 1894) and Ephraim Amu of Ghana (born in 1899).

A biographical note on George Ballanta, written by the editor of Musical America (”Mephisto's Musings” 1926:6), gives some idea of the preparation that enabled him to adopt a scholarly approach to African music. He


began his study of music alone, and without any other aid than Sir John Stainer's book on harmony for which he sent to London, he acquired considerable knowledge of the art in his native country. He made such progress that he was able, prior to 1921, through submitting compositions by mail, to pass the intermediary examination of Durham University, England, for the degree of Bachelor of Music.




Music study and fieldwork in the United States

Ballanta began studying at the Institute of Musical Art in 1922, and received a diploma there in 1924. One of his compositions was played at a student recital in New York in 1923, and he had previously conducted some of his works at a “Negro pageant” in Symphony Hall, Boston. Sponsored by the Penn Normal Industrial and Agricultural School in St. Helena (South Carolina), he studied African-American music, not only in St. Helena, but also in Alabama, Georgia, and South Carolina. The editor of Musical America concludes his biographical sketch with the information that “while at Penn School, he recorded 103 spirituals of St. Helena which are now available in one volume.” This book of transcriptions of spirituals was published in 1925.




Fieldwork in Africa

The knowledge that Ballanta gained from his study of African-American music and his experience in collecting and transcribing music in the United States prepared him for similar activities in Africa under the sponsorship of the Guggenheim Foundation, which awarded him a fellowship in 1925, and a second grant in 1927. The purpose of the award was to enable him “to continue scientific studies of the musical conceptions of the African peoples and compare these with the musical conceptions of the older systems of European music” (Cuney-Hare 1936:260).



Ballantas interest was clearly in comparative studies—in providing an overview of African music, rather than detailed ethnographic studies of individual musical cultures.





In a published report on his trip (1926), Ballanta claims to have traveled more than 11,000 kilometers during two years’ research in West Africa. On this field trip, he collected more than two thousand examples of African songs from his own country (Sierra Leone), Liberia, Senegal, Guinea, Gold Coast (Ghana), and Nigeria. Because he was a composer, he took an interest in technical aspects of the music, such as scales, melody, rhythm, harmony, and form, the relationship between speech tones and melodic contours, and prosody and musical instruments. He observed the effect of social change on the music of West Africa, and tried to classify the region based on the presence or absence of “Western or Eastern influence.” He claimed to have been objective, despite his background, for he noted “it is essential for an investigator to dispossess himself of his acquired conceptions if he is to appreciate African music.”

Some of his observations—on form and structure (such as call and response, speech tone, and melodic contour) and the problems these pose in hymns translated into African languages, drum language, and the nature of African musical traditions—anticipate those made by subsequent scholars. It is evident from his report, however, that he was not able to achieve complete objectivity, for he makes inaccurate statements and assertions, like “All African melodies are constructed upon harmonic background,” and “Duple time is the only time used by Africans” (Ballanta 1926:10-11).




Broad studies of sound structure

Bahama's interest was clearly in comparative studies—in providing an overview of African music, rather than detailed ethnographic studies of individual musical cultures. Though he took note of the use of music in customary rites (like puberty festivals and funerals), he did not investigate any correlations between “use” and “structure.”

In another brief article, “Music of the African Races,” Ballanta elaborated on his observations on scales and melody, and modified his comments on harmony. He was particularly concerned with “the principles of tonal expression” in African music, with “tone progression and tone combination,” which he believed “are determined by perception of a principal tone and an interval of association”—that is, “the interval which exists between the principal tone and the tone next in importance in the whole mass of tones used for tonal expression” and which “for all purposes is the perfect fourth in African music,” opposed to “the perfect fifth in Western music” (1931-1932:441-444). It is obvious that he did not take heptatonic usages into account.

He found many scales in African music. The most important, he believed, was a five-tone scale, observable in “many inflections.” He developed a theory to account for these inflections. Assuming a standard pentatonic scale existed, he believed each standard tone had a tone “in opposite phases with it,” about a quarter tone above or below it; the tones in opposite phases were used “for and instead of the standard tones,” which he believed rarely followed each other, so quarter tones were rare.

In addition to the quarter-tone inflections, Ballanta found half-tone inflections, which bridged two standard tones a major second apart, and two tones a minor third or greater interval apart: a “mean tone” divided this interval into two equal parts. Because of all these inflections and bridging tones,


it is not easy to note down African music by existing musical notations, as the signs would convey a different idea from what they are intended to represent. A wholly different notation is necessary to do this properly. (Ballanta 1931-1932:442)



Unlike his previous article (in which he provides transcriptions in staff notation), this article has no musical quotations of songs.

On the question of harmony, Ballanta modifies his statement that “all African songs have a harmonic background.” He points out that


There is no perception of harmony as the term is understood in music. What enters into a musical expression by way of tone combination is a highly developed form of polyphony, which may embrace two, or at most three parts. This polyphonic form is freest from the point of view of concords and discords and it is preponderantly rhythmic; that is to say, each part preserves its individuality. (Ballanta 1931-1932:442)



In addition to these observations, he draws attention to changes observable in West African music as a result of contact from beyond Africa: (1) the substitution of a perfect fifth for a perfect fourth as an interval of association, (2) the use of a major third instead of a major second as an interval of harmonic definition, and (3) the exclusion of ternary metrical divisions and the retention of only duple divisions, grouped into 3+3+2 instead of 4+4.




Social contexts of music

Ballanta approaches the social categories of music more systematically, for he observes that “music is not cultivated in Africa for its own sake. It is always used in connection with dances or to accompany workmen.” He sets up a hierarchy of categories of songs “in order of emotional content.” In ascending order of structural complexity, these categories are work songs, play songs, dance songs, ceremonial songs, and love songs.

Though Ballanta's observations were not always accurate, his approach to African music was more theoretical and systematic than that of most writers of his time, for he believed his mission was to undertake “scientific studies of the musical conceptions” of African peoples and “to compare them with those of the West.” His significance in the history of musical scholarship in Africa therefore lies in (1) his emphasis on extensive fieldwork; (2) his theoretical and descriptive approach to African music; and (3) his regional and comparative approach to African music (now favored by many African musicians).

In contrast to the musicians of his day, Ballanta addressed this task as an outsider, rather than an insider. His collection of songs seems to have had no significant programmatic effect on music in West Africa, or even in Sierra Leone, his home country. Nor did he spearhead any movement against the institutional barriers that blocked the study and use of African music in Africa. Nevertheless, his research did make him aware of the need for change. In 1926, at a conference on African culture and the Christian church held in Le Zoute (Belgium) by the International Missionary Council, he stressed the importance of using African music, at least as a tool of evangelism. He said that because

	Ephraim Amu Beginning in the 1930s, conducted fieldwork, taught performance, composed Ghanaian music


	seperewa Harp-lute from West Africa on which Ephraim Amu apprenticed himself in developing teaching methods






the African loves music intensely,… one way of approaching him is to get him to sing about the love of God in his own way. The songs you hear in Africa may not be suitable for use, but substitute other words and adopt the tunes. Fit words to his tunes telling the truth of the Gospel and you will do a great deal towards getting that truth into his mind. (Smith 1926:73)






The contribution of Ephraim Amu

A different picture emerges when one turns to Ephraim Amu (of Ghana), for his encounter with the traditional music of his people completely changed his stance and values. The challenge that issued from it created an identity crisis that steered him away from Western music to the traditional music of his people. He combined the interest in fieldwork that Ballanta developed with a determination to break institutional barriers in the way of traditional African music; however, unlike Ballanta, he became aware of traditional African music, not by studying abroad, but by facing local circumstances.

FIGURE 1  Ephraim Amu (extreme right) and his students perform Amu's incidental music to an African production of Shakespeare's Merchant of Venice, featuring indigenous drums, bamboo flutes, and voices; Achimota, Ghana, 1950. Photo by Atta Annan Mensah.
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Amu acquired a basic knowledge of Western music locally when he attended elementary school in his hometown, Peki-Avetile (1902-1915), and then at the Basel Mission Seminary in Abetifi (1916-1920). After he graduated from the seminary, he continued to study on his own, and to take private lessons in harmony and counterpoint (1920-1924) from the Reverend Mr. Allotey-Pappoe, a Ghanaian musician. In 1926, after teaching for six years in an elementary school in his hometown, he was appointed to the staff of the Presbyterian Training College (Akropong), where he taught music and other subjects until 1933.

Amu's conversion from Western music to African music took place when he was on the faculty of the Training College. One day, a colleague—ironically, a missionary—asked about the songs he had heard laborers sing as they worked on campus. As the missionary believed in proceeding from the known to the unknown, he asked Amu why he was not writing those songs down to teach to students. The contrast in the enthusiasm and intensity with which Ghanaians sang their own traditional songs in the community on ceremonial and festive occasions, and how Christian hymns were sung in church, had long puzzled him. He had noticed differences in the extent of participation: every member of a traditional performing group sang, while many members of Christian congregations sat quietly through the hymns. He was convinced that something needed to be done about this.




Early attempts to transcribe indigenous music

The problems he encountered as he tried to write down those supposedly simple tunes were considerable, but they opened up a world of music to him, and made him conscious of his own people's traditions, which he set out to study seriously. He collected several traditional songs, and learned to sing them. He wrote down the texts, and became fascinated by their expressions and idioms, and by the relationship evident between their speech tones and rhythms and those of the tunes. His notebooks (which I have inspected) show that he wrote Tonic Sol-fa here and there above the texts, so he could remind himself of what he learned to sing. However, he omitted time values from the notation because readers could deduce them from the textual speech rhythms.

After collecting songs and learning about the traditions associated with them, Amu turned his attention to instrumental music. His father had given up drumming when he became a Christian, so Amu never learned it as a child, and was expressly forbidden to do so when he grew up. The first thing he did was to go back home and learn from another drummer. From there, he studied with a master drummer elsewhere, and with players of bamboo and cane flutes and the harp-lute (seperewo). He learned how to make some of these instruments, but later specialized in making bamboo flutes.

Though Amu did not write a treatise on the materials he collected or learned, there is evidence that he approached his task (1) as a creative person interested in understanding the musical culture of his people, and in using the traditional idioms in his own way; (2) as an educator, who with his students shared the knowledge he had acquired, including that of making bamboo flutes; and (3) as a scholar, who sys-tematized knowledge of traditional music for himself, at least to the point of being able to give systematic instruction in rhythm to students at the Presbyterian Training College, and also in the courses he offered to teachers in the field.

The introduction to his volume of original compositions (1933) contains ninety graded exercises in African rhythms, some of them based on traditional and popular tunes he had collected. The volume opens with the statement that though the book is not a “full treatise” on the traits of African music, an attempt has been made to describe the rhythm. It consists of duple and triple time mixed, occurring either in alternate bars, or in a number of duple time bars followed by one or more triple time bars or vice versa. Once the regular alternation of those two times is understood, all other manifestations will be found easy. It must be borne in mind that in the alternation, the triple time bar is of the same length as the duple time. (Amu 1933:1)



Amu's curriculum was bimusical in approach, for it combined knowledge of African music (particularly African rhythms, drumming, and flute playing) with the study of Western harmony, counterpoint, and piano.








Pedagogical publications

In 1934, to help teachers in the field to master African rhythms, Amu published an article in the Gold Coast Teachers’ Journal. He attached importance to this, as he wanted teachers to be able to read his system of rhythmic notation and pass it on to their pupils.

Amu composed both sacred and secular songs for mixed voices and for male voices—the former for “singing bands” (choirs), which he helped establish throughout the country, and the latter for students of the Presbyterian Training College. The mixed choirs were intended to complement regular choirs in church, for they often sang Western anthems, but the singing bands performed Amu's songs, or songs written by other composers in the idiom Amu had established. This idiom became popular in both literate and illiterate communities, for Amu composed patriotic songs that received acclaim for what he said through them. One, ”Yen ara Asase N? (with the English subtitle “This Land Is Our Own”), was so popular, and so widely known, that between 1948 and 1957 it served as an anthem in Ghana's struggle for political independence; on national occasions, it can still be heard.

Amu's interest did not stop with music making. Conscious of the culture in which the music was practiced, he responded in practical terms: (1) by changing certain aspects of his own way of life, and (2) by emphasizing certain concrete symbols of culture, including African traditional costume, which had no place in the pulpit, but which he insisted on wearing when he preached; traditional music and dance, barred from church and school, but in some form reintroduced by him into these institutions; and the use of indigenous languages in contexts where others would use English.




Conflict over the introduction of indigenous forms

Amu's radicalness brought him into conflict with the church, and he was dismissed in 1933 from his job at the Presbyterian Training College. But this setback did not stop him. Because of his reputation as teacher, composer, and nationalist, he was immediately offered a position at Achimota School, the most prestigious institution in the country, established by the colonial government.

This appointment gave Amu greater scope for propagating his ideas. Since Achimota was not an ecclesiastical institution, it was much more receptive to cultural innovations. For a mode of recreation and entertainment in which all students could participate on Saturday nights, it instituted “tribal drumming and dancing” (as it was then called).




Study of music in London

Though Amu had turned from Western music to African music with success, his compositional techniques and later events showed that what he was fighting was not Western music per se, but Western “cultural imperialism,” which had downgraded African music. Accordingly, after much internal debate, he accepted the award of a scholarship in 1937 to do advanced studies in Western music at the Royal College of Music (London). He decided to study for the associate diploma, with advanced harmony and counterpoint as areas of concentration.

In 1942, when Amu returned from London, he went back to Achimota School; however, because teacher education had been his area of interest, he joined Achimota Teacher Training College (on the same campus) in 1948. His aspirations for a new approach to music education in Ghana were fulfilled in 1949, when he succeeded in setting up a program for training specialist teachers of music and making the practical study of African drumming and the playing of bamboo flutes compulsory for all students. His curriculum was bimusical in approach, for it combined knowledge of African music (particularly African rhythms, drumming, and flute playing) with the study of Western harmony, counterpoint, and piano. This syllabus virtually spelled out the experiences from which Amu's musical idiom had grown.

In 1952, the School of Music was transferred to the University of Science and Technology (Kumasi), where Amu taught for about ten more years. Subsequently, it became the basis of the National Academy of Music (Winneba, southern Ghana), with practically the same objective, training specialist teachers of music competent in both African and Western music for the Ghana Educational Service.




Fieldwork on local music

As Amu had no time to continue his research on the scale he had envisaged in the 1920s, he seized the opportunity of the transfer of his school to another location to give up its headship. His retirement was overdue, and he wanted to spend two years doing fieldwork (which he accomplished with the support of a grant from the Rockefeller Foundation) and recording music from selected societies in all regions of Ghana. He deposited copies of his tapes at the University of Science and Technology (Kumasi) and the University of Ghana (Legon). When he retired from his position in Kumasi, he was reemployed by the Institute of African Studies, University of Ghana, which had set up a new school of music, dance, and drama.

Amu influenced many people in Ghana through his work as composer, teacher, and scholar, and as someone who believed in African cultural values. Though he devoted himself to training teachers, the research on which he based his pedagogy laid the foundation for scholarly studies of African music in Ghana. In 1937, when I became a student in the Presbyterian Training College, Amu had already left, but his course on African rhythm was still an integral part of the musical curriculum offered there. It was taught by another Ghanaian, Robert Danso, whom Amu had privately tutored. As my own interests at this time were toward composition, linguistics, and creative writing, Amu advised me (in 1942) to collect and analyze traditional songs for my musical and textual models. Following his example and encouragement, I collected over 100 Akan songs between 1942 and 1944, when I was on the faculty of the Presbyterian Training College, in charge of music and Twi (a Ghanaian language). The text of this collection—with an introduction in Twi on the context of performance, aspects of performance, and responsorial techniques—was later published by Oxford University Press (1949).

	Nissio Fiagbedzi Ethnomusicologist of Ghana who focuses on intrinsic values of African music


	Atta Annan Mensah Music educator and composer from Ghana who has studied composition in other parts of Africa








Amu's impact as a teacher

Nearly all other Ghanaians who have turned to musicology as a field of specialization attended Amu's School of Music before proceeding for further training at the University of Ghana or institutions abroad. They include Ben Aning, Simeon Asiama, Nissio Fiagbedzi, Atta Annan Mensah, Nicholas Zinzendorf Nayo, and Patrick Ofei. Amu also influenced several of Ghana's contemporary composers, including Geoffrey Boateng, Otto Boateng, Robert Danso, Atta Annan Mensah, Nicholas Zinzendorf Nayo, and me. His influence extended from individuals to institutions.

Blessed with longevity, Amu lived to see not only the development of the programs he initiated in music education, but also the continuation of research on African music in Ghana on a wider scale. What he was able to achieve in the colonial period almost singlehandedly is remarkable. Unlike other musicians and writers of the period 1920-1950 (including George Ballanta), he made a tremendous impact on his country. He was interested in giving tradition recognition and some measure of continuity through the formal learning process.

As a composer, Amu was also interested in change, and in the selective use of new musical experiences and techniques. Because his goals were humanistic, he accommodated continuity and change by combining three complementary approaches to African music: (1) the analytical approach, which enabled him to explore the intrinsic values of African music; (2) the pedagogical approach, which enabled him to pass on what he knew or discovered in his research through formal instruction and public lectures; and (3) the creative approach, which enabled him to generate interest in the African idiom in contemporary institutions and raise the level of awareness of African cultural traditions among the literate community.

Turning points in the development of scholarship or in the perspectives of a discipline nearly always hinge on individual thinkers and innovators. This reason, and the programmatic consequence of Amu's research, set Amu apart as a pioneer. His story is hardly known in the musicological world. Though he was a great teacher of his time, he did not publish much. Working more in oral tradition, he never cultivated the international world of scholarship, for he was too occupied with the problem of cultural identity, though it had then not become a burning political issue. He influenced many generations of Ghanaian students, but did not have pupils who (like those of Ferdinand de Saussure) could compile a monumental book out of their lecture notes; nor did he have (like Samuel Johnson) the fortune to befriend a Boswell.








The Search for Broader Perspectives: 1950-1960

The need for studies that, going beyond the sporadic writings of the period 1920-1950 and the initial efforts of George Ballanta and Ephraim Amu, would be more systematic and extensive in coverage (but with more clearly defined objectives) was recognized soon after 1948, when the University of Ghana was established as a college in special relation with the University of London.

On the initiative of Kofi Abrefa Busia, Ghanaian Professor of Sociology, I was offered a faculty appointment in 1952 as research fellow in African Studies, to set up in his department a program of research in African music, language, folklore, dance, and drama. Busia felt that what was needed was institutional sponsorship of research on African music and related arts, and that his department could make a small beginning. Such an arrangement would ensure not only that research would be carried out over an extended period, but that in the process, materials and theoretical perspectives would be developed, to a level that would permit the establishment of courses in African music and related arts at the degree level at the University of Ghana. He believed that the home he provided for the arts would be temporary, and that the timing of their formation into a separate department would depend on the progress of the research.

Lumping the arts together was deliberate, though it seemed at first sight to ask too much of one person. It was intended to emphasize the unity of the arts in African contexts, while giving the program some flexibility in topics of research. Since language, folklore, dance, and drama are integrated into music and musical performance, I interpreted the terms of reference as an invitation to develop an interdisciplinary approach to the study of African music, drawing not only from the materials and perspectives of these subjects, but also from cognate disciplines (history, linguistics, social anthropology), to which I had had some exposure in addition to my training in music.


Study of relationships in music making

The school of linguistics to which I was then drawn was that of J. R. Firth (University of London), who, using formal and contextual techniques, emphasized analysis and synthesis. His concept of prosodic phonology and levels of abstraction, and his principle of contextualization (inspired by the ethnographic approach of Malinowski) seemed pertinent to my materials. As Firth states in his “Techniques of Semantics” and other papers in which he elaborated on his approach (Firth 1951), when the principle of context of situation is applied in linguistic terms, it enables one to deal with meaning on an empirical basis, for “in that context are human participants, what they say and what is going on.” He describes any study that proceeds this way as a situational and experiential study. I found that such an approach could also be applied to the study of music as an event, letting a musicologist deal, on different levels of abstraction, with formal and ethnographic materials related to music.

Another reason this approach appealed to me was that unlike my colleagues in sociology, I had as the subject of my research program music, not society or culture. The latter was the context in which I found and studied my material, not the object of my study; hence it was my task to search for a conceptual framework that would make music central in my thinking, rather than something on the periphery. Accordingly, while my colleagues looked at the network of social relations in individual societies in their totality, I looked at relationships in music making. Such relationships—not only those of kinship, but also those of musical relationships—demanded observation of the distribution of musical roles and responsibilities.

While my colleagues looked at different social groups or units of social organization, I looked at musical traditions. I was aware that musical studies could contribute to some extent to the understanding of culture and society, but I regarded this as a by-product, a secondary objective. It was something that would grow out of my research, since I was also concerned with social processes related to music, for my view of music was not limited to its perception as an aural phenomenon. Experience had taught me to view it also as a focus of interaction. My task was to harness social anthropology and linguistics to the service of studies in African musicology, just as Western musicians have harnessed history and the critical methods of literary criticism (and to some extent philology) to the service of Western musicology.



“For purely practical and personal reasons, I had to begin with the study of topics in my own society so that I could learn as much as possible from traditional musicians and other knowledgeable persons.”






Nketias early research objectives

Since the music I had planned to study did not exist in written form, and could be reached only through performance, I decided to pursue five objectives.

	The focus of my field research would be on musical events, including any event that incorporated music. My primary data would be drawn from observing and documenting such events in selected societies.


	The research program would be based on the study of selected topics that allow for particular formal and contextual problems or themes to be investigated in the field, and not on the detailed study of the musical cultures of individual societies in their totality.


	The research program would document information about music and musical instruments available in oral tradition. This documentation would relate to specific topics being investigated, or to musical events and interviews. A distinction would thus be maintained between studies and documentation. The former would be intensive, while the latter would be extensive, involving recordings of the repertories of individual societies or events for archival purposes, rather than for immediate analysis and study The building of such an archive of recordings would be a major part of the program. The documentation would also include transcriptions of music, lyrics, and drum language. Since such texts are created and used by musicians, they must be studied from the viewpoint of the linguistic skills traditionally required or expected of musicians. This was part of the rationale behind my Funeral Dirges of the Akan People (1974).


	The program would explore other documentary sources of data, particularly descriptive and historical studies and observers’ accounts—the accounts of travelers, anthropologists, and historians. As it is impossible for any single individual to undertake fieldwork that covers the whole of a country or region (let alone the whole of Africa), one cannot but use data from secondary sources, including unpublished materials at national radio stations, ministries, and departments of information. The last often maintain an archive of photographs that cover musical events, performers, and musical instruments. When research has to start virtually from scratch, every available source must be utilized.


	The program would build up a collection of musical instruments, and would explore the possibility of establishing performing groups or extension courses on the university campus.



For purely practical and personal reasons, I had to begin with the study of topics in my own society, so that I could learn as much as possible from traditional musicians and other knowledgeable persons. I did not see anything wrong with this, since Western musicologists study Western music, the music of their own society. I tended to look at musical research not only as an approach to unchartered fields of knowledge, but also as a learning process that contributes to the intellectual and artistic development of individuals. I wanted to experience and know music in my own society, and in other societies in Ghana, West Africa, and other parts of Africa, and to share my knowledge with others.




African music as experienced reality

In developing an approach to the study of African music, I searched also for African orientations and reactions in the writings of authors of the previous decades and those of the early 1950s, because what Western scholars and collectors had to say about African music was evident enough. One of the African writers whose remarks I found useful was Simon Ngubane, though he did not contribute many published data to our knowledge of African music. He did not wish to minimize the importance of scientific analysis, but he believed “with that intellectual attitude, one must try to get the message and the feeling behind the sometimes unusual sounds that make up African music, which thing, after all, is the most important thing in any music.” He emphasized his point with the following anecdote:


I remember a non-African musical friend of mine who, some years ago, said to me that to him African music was interesting only in an impersonal sort of way, that is, it did not concern him and his personal feelings. He further said that African music could only arouse his curiosity and perhaps lead him to want to analyze its forms and all the scientific side of its make up; but that it could possibly be something he could love as he loved the music of Europe, was something very far from him…. I have since found that my friend of four years ago is not alone in this attitude towards African music. I must say that it is difficult for an African to imagine how any one can love music with only his mind. (Ngubane 1948:21-25)



I assumed that Ngubane intended this to serve as a caveat to the African musicologist who may be carried away by an acquired capacity for making abstractions, or lured by Western preoccupations with scales, tonal measurements, systems of tuning, modes, and so on—which, with certain types of analytical theory, constitute one particular world view of music. It is noteworthy to find his position underscored eighteen years later by Fela Sowande, the eminent Nigerian composer and organist, when he turned his attention to systematic research into African music. Sowande warns about the danger of establishing music-education programs that might “breed a race of artistic enuchs [sic], through submitting to planning from the outside on African music as a thing and not as an experienced reality.” Quoting Bastide's comments on the literature on African religion (which sees it “from the outside as a thing,” and does not feel it “from within as an experienced reality”), he suggests that this observation is valid for studies of African music, which Africans “tend to dissect as a thing,” not “as an experienced reality” (1966:23-24).

Klaus Wachsmann also noticed similar attitudes among Africans during this period, but he interpreted their reaction to overanalysis as a reflection of “the criterion or aesthetic principle of the music of negritude,”


a quality claimed by a Negro musician: he is a person whose body and soul respond to music as one, a man who is so sensitive to the totality of his world that he has immediate and total rapport with it. Negatively stated, it is the refusal to treat music as an object that can be analysed, dissected, and compartmentalized. (Wachsmann 1966a: 16)





The Ghana Broadcasting Service, which had long introduced broadcasts of traditional music in its programs in Ghanaian languages, now extended its offering to include special music magazines and talks on music.





These observations explain the emphasis on “the situational and experiential” approach to the period under consideration—an approach that made it possible not only to reinterpret African music to the outside world, but also to communicate to the musicological public what was emerging in Africa itself as a result of the cultural awakening ushered in by nationalist movements. This movement used traditional cultural expressions as a basis for creating consciousness of identity, and as leverage for building a united front in the fight for political independence. By encouraging the wearing of traditional costumes by the literate community (brought up to reject aspects of traditional life-styles), the performance of traditional rites and ceremonies hitherto branded as pagan or unworthy, and the performance of traditional music and dance at political rallies, it set in motion new trends in cultural revival. People felt that a new sense of history, anchored in African cultural expressions, needed to be generated to foster pride in things African; hence, what was formerly regarded only as the heritage of individual ethnic groups came to be identified as a national heritage, an achievement that might be shared.

For the same reason, a national theater movement was launched in Ghana to stimulate individual and group initiative in presenting or recreating African traditions, or in developing new directions. Traditional music and dance assumed a new role in new contexts, like concert halls and theaters, or improvised substitutes as a source of aesthetic enjoyment in their own right. Musicians were no longer to regard traditional songs only as a source for developing contemporary idioms, a source for themes for composition, or tunes to be set to new words for use in Christian churches. African dances were not merely things to watch in traditional settings, but things to learn to perform.






Musicology at the University of Ghana

The program in musicology set up at the University of Ghana had to take note of all these considerations and the philosophy of African personality (later both a political and a cultural ideology), for I believed musicologists must respond to the milieu in which they work—to emerging ideas, values, trends, and cultural movements. Humanist scholars have a dual commitment, to their discipline, and to their society.

The program therefore had to face implications of contextual changes, new habits of listening, new communities of taste, new concepts of performance, new modes of presentation, and new perspectives in performer-audience relationships. In March 1957, as political and cultural movements culminated in the achievement of political independence, my task clearly became, not merely to collect, analyze, and interpret musical types and idioms along the lines I had mapped out, but to cover all forms of music and music making, both traditional and contemporary.

Another issue the program had to face was how to disseminate the information on music and related arts that would become available through research. The approach to African music and dance as a source of entertainment and aesthetic enjoyment in new contexts outside their traditional setting attracted spectators who did not always have a common background knowledge of everything presented—basic knowledge of musical instruments, traditional ensembles, categories of songs, musical types and dances, and oral traditions. Encounters with different musical traditions showed that in local newspapers, journals, and magazines, Ghanaians were ready to read about traditions of music and dance (their own, and those of other ethnic groups), and that Ghanaians were ready to listen to public lectures on music.

The Ghana Broadcasting Service, which had long introduced broadcasts of traditional music in its programs in Ghanaian languages, now extended its offering to include special music magazines and talks on music in Ghana and elsewhere in Africa. The position of program organizer for music was established, and Atta Annan Mensah, a former student of Amu's (just back from studies at Trinity College of Music, London), was appointed to fill the post. He was to be responsible for producing radio programs, recording indigenous music of the Gold Coast, and coordinating his efforts with the faculty of the University College of the Gold Coast, Kumasi College of Technology, and other involved institutions. Around the same time, the Nigerian Broadcasting Service created a similar position for Fela Sowande (just back from London) to become actively involved in collecting, presenting, and disseminating information on Nigerian music and musicians.

In the 1950s, “speech knowledge of music”—to use Charles Seeger's famous phrase—became as interesting to the literate community as “music knowledge of music.” The program in musicology at the University of Ghana had to take note of this by (1) supporting, in 1958, the formation of the Ghana Music Society, a forum for musicians and aspiring musicologists to discuss their research and problems related to music and cultural development in Ghana; (2) contributing to radio programs on traditional and contemporary music and to local journals, and even newspapers; (3) publishing the results of research in forms and styles that, so far as possible, allowed musicologists to fulfill at once their commitment to their discipline and their commitment to their society.


Nketias study in the United States

Opportunities for testing the validity of the approach that my African materials suggested arose at international conferences I attended, particularly those of the International Folk Music Council, at which I read papers based on my work in Ghana. Most important was the opportunity I received from the Rockefeller Foundation in 1958, when it awarded me a fellowship to study theory and composition at the Juilliard School of Music and Columbia University (principally with Henry Cowell), and to acquaint myself with American ethnomusicology and meet scholars I had long wanted to see—George Herzog, Mantle Hood, Mieczyslaw Kolinski, David P. McAllester, Alan P. Merriam, Willard Rhodes, Curt Sachs. In the course of a year, I met all of them, and had the privilege of auditing Curt Sachs's course on musical instruments at Columbia University. In Ghana, I had read his standard works on this and other subjects, so it was a delight to hear unwritten rationales behind statements he had made in his published works.

I also audited courses given at Northwestern University by Herskovits and Merriam, whom I had met in Ghana. The foundation arranged for me to visit the studio of Harry Partch and the Archive of Traditional Music (Indiana University), where I discussed my approach with Herzog, who approved the use I had made of social anthropology and linguistics in designing a framework that made music central to my thinking, a mode of presentation that distinguished my areas of emphasis from those of colleagues in cultural anthropology. I also had a delightful, inspiring two weeks’ visit with Hood at the Institute of Ethnomusicology (University of California at Los Angeles)—which strengthened my conviction that music was central in the discipline of ethnomusicology.

	Institute of African Studies Established at the University of Ghana; J. H. Kwabena Nketia developed the Music and Related Arts section


	West African Cultural Society For preservation and promotion of African culture; branches in various countries


	Alick Nkhata Program organizer of the Central African Broadcasting Station who supported local music preservation


	Philip Gbeho Master drummer, competent in Ewe tradition, who spearheaded music education in Ghana





I found, not a unified American school of ethnomusicology, but an array of distinct interests and approaches, with varying emphases on music and culture, and different analytical methods, with varying emphases on classification and attitudes toward history and change. What most scholars I met had in common—a trait they shared with scholars elsewhere—was a commitment to studies that integrated music, society, and culture from different conceptual and analytical perspectives, a commitment that enabled them to share in the knowledge and insight gained by individual scholars working on different musical materials and cultures, at home or abroad. The environment in which I worked in Ghana, and the approaches it suggested, had led me to a similar commitment, for in Africa, where music is an integral part of social life, musicology cannot but be an integrated study of music, society, and culture.




Return to Ghana

After my sojourn in the United States, I returned to Ghana, where I was charged with developing the Music and Related Arts section of the recently established Institute of African Studies. In addition, I became director of the new School of Music, Dance and Drama, opened for undergraduate study. A few years later, I assumed directorship of the institute, the school, and the newly created National Dance Company.

One of the prime directives of President Kwame Nkrumah in his inauguration of the Institute of African Studies (1961) had been to establish relationships—not only with scholars of African culture in Europe and the United States, but also, and especially, with scholars of African descent in the Caribbean and the Americas. In line with this directive, the institute hosted the first meeting of the International Folk Music Council outside of Europe or the United States, and began a series of American study groups and institutions. We also established links with the Institute of Jamaica and the African Caribbean Institute. During this period, many distinguished scholars and artists visited the institute, including Maya Angelou, William Carter (UCLA), and Neville Dawes (Institute of Jamaica); a conference on African and African-American music at the institute brought Eileen Southern and other distinguished scholars and musicians.

Meanwhile, as increasing interest in the importance of an African viewpoint on African art and culture spread throughout the scholarly world, I continued to participate in conferences and activities beyond Ghana. My belief in the need for communication between scholars led me to serve on the executive board of the International Folk Music Council, the board of directors of the International Society for Music Education, the scientific board of the International Institute for Comparative Music Studies and Documentation, and the International Music Council. Eventually, I joined the senior faculty of the Department of Music at UCLA, where I stayed until 1983, when I received appointment as chair and Andrew Mellon professor of music at the University of Pittsburgh.








Profiles of Individual Research: 1950-1960


Formation of organizations to promote African arts

The popularization of traditional music and dance received similar attention in other African countries, for the cultural awakening that played an important part in the struggle for independence in Ghana appeared in varying forms in other parts of the continent. It led to the formation of societies for the preservation and promotion of African culture, such as the West African Cultural Society, which had branches in Ghana, Nigeria, and Sierra Leone, paralleling Presence Africaine in Paris.

It was in the spirit of this awakening that Alick Nkhata, program organizer of what was then known as Central African Broadcasting Station (Ludaka), appealed to people in Central Africa to form listeners’ clubs to “deal with indigenous music,” including makwaya and other contemporary forms, because “the time has come when we must take steps to preserve our music” (quoted in Nkhata 1952:17-20).




Phillip Gbeho: bimusical visionary

The development of a university-based program did not stifle individual research, for there was an expansion in individual contributions similar in perspectives to those of earlier decades. Stress continued to be laid on training specialist teachers of African music and educating the public through lecture-demonstrations.

In Ghana, public education was spearheaded by Phillip Gbeho, a master drummer, competent in the Ewe tradition. He believed in the unity of African expressive forms, and insisted that the concept of music in Africa includes singing, drumming, and dancing: “They are all one and the same thing, and must not be separated”; when he spoke of a person's “being musical,” he meant that the person understood them all (1952:31).

As chair of an interim committee for an arts council set up by the government of Ghana, Gbeho organized performances of traditional music and dance on important state occasions, and gave lecture-demonstrations around the country, sometimes in collaboration with the Department of Extramural Studies (University of Ghana). What he had to say, however, was based on the analysis of his experience, rather than on new research. Since his objective was to whip up enthusiasm and appreciation for traditional music (an objective he had furthered during his sojourn in London, as a student at Trinity College of Music), he always spoke in a popular style. The texts of his lectures were essentially the same as those he delivered in London, published as a series of articles in West African Review (1952-1953) and the African Music Society Newsletter and Journal.

In lectures on the analysis and interpretation of the music of African drum ensembles, Gbeho recognized the importance of approaches that take into account the structural roles of not only bells, rattles, and masterdrum, but also cross-rhythms emerging from dancers’ kinetic expressions. Consciousness of cross-rhythms, he said, is a


serious point in our music. It enables us to dance effectively with grace and ease. To do this you must learn to hear the rhythms of the drums, the gongong, the rattles and so on, and combine them with handclapping. An African learns to be conscious mentally of every instrument employed in an African orchestra and this has a tremendous effect on his dance; all the various muscles of the body act differently to the rhythms of the instruments. (1952:31)



	Wilberforce Echezona Studied, taught, and broadcast music of the Ibo of eastern Nigeria


	Seth Cudjoe Physician who worked on a prescriptive notation system for Ewe drumming in Ghana


	Ghana Music Society Formed in 1958 for research, radio programming, and publishing results of music studies


	cross-rhythms Rhythms of two or more instruments that create distinctively different and opposing patterns





Though a staunch supporter of traditional music, Gbeho never rebelled against Western music, or suggested that it should be deemphasized. He believed in bimusi-cality, because bimusicality made sense in terms of his background and experience. He did not believe in syncretism, however. His unbelief set him apart from Amu. He maintained this position for a long time, but changed toward the end of his career. He probably did not have the same creative vision as Amu, for the syncretic music he composed was unimaginative or technically uninteresting. He was more a performer than a composer.

In pursuit of the ideal of bimusicality, Gbeho turned his attention and energy in the 1960s to developing what might seem a paradox, a national symphony orchestra, with funds from a nationalist government that had made the assertion of African cultural identity its avowed aim. When he created a national anthem for Ghana, he wrote it in the Western idiom, and campaigned successfully for its acceptance by the government. In his mind, he could reconcile these contradictions because he believed musical cultures could coexist in the same environment—a coexistence tacitly but widely accepted by many institutions and individuals all over Africa, by church and school, by radio and television, by nightclubs and other places of entertainment, by foreign embassies and cultural centers (which arrange or sponsor concerts of Western music by visiting artists from their home countries). African musicology must find a way of dealing with this situation, in particular with the principles of accommodation that make the coexistence of these and the varieties of syncretic and ethnic musical expressions possible.




Wilberforce Echezona: radio broadcasting

In addition to those who worked on their own in response to growing interest in African music, others—associated with cultural institutions such as museums, schools, and colleges—responded in different ways to particular needs, or to the challenges and opportunities they met in the course of their work.

One such person was Wilberforce Echezona (of Nigeria), who applied his training in Western music to the study of the music of his own people, the Ibo. While he taught music at St. Marks Teacher Training College (Akwa), he did much for school music in Eastern Nigeria by organizing music festivals there. Ekwueme describes him as a pioneer, “not only in promoting the standard of music in churches and schools, but also in encouraging indigenous traditional music and compositions by local choirmasters” (1972:389).

For the Eastern Nigerian Radio Station, Echezona, drawing on his fieldwork, planned and produced regular radio programs on Ibo music and musical instrumerits. His scholarly contribution to African musicology was made, not in the 1950s, but in the early 1960s. For published information on Ibo music in this period, readers have to turn to Ibos who seemed less academically qualified: Madumere and Harcourt Whyte, widely known and acclaimed as a composer of a new type of Ibo music.




Seth Cudjoe: prescriptively notating Ewe drumming

Of the nonuniversity-based contributions in the list above, four deserve mention because of their efforts to provide substantial studies based on research. The first of these consists of two essays by the physician Seth Cudjoe, who as a collaborator of Phillip Gbeho set himself the task of providing a scholarly exposition of Ewe drumming (Cudjoe 1953, 1958). He distinguished the strokes and the tones they produce, and suggested a notation suitable for them, for he believed that notating orally transmitted African music is one of the important tasks of African musicians: African music, he felt, must be accessible to musicians, not only through recordings, but also through notation. His interest in this matter was not in descriptive notation per se, but in the possibility that musicians could learn Ewe drumming from prescriptive notation.

Other Ghanaians, including Gbeho (though he did not leave posterity any transcriptions of Ewe music), shared this point of view. He implored African musicians to take an active part in research in African music. To do this effectively, he suggested, African musicians should “learn to read and write music thoroughly, for it is not sufficient to write down the words of a piece of music and the history connected with it” (1952:32-33).

Interest in notation was high in Ghana at this time, for the possibility of using staff notation with one or two additional symbols had been demonstrated by Amu (1933) and Riverson (1933). Though everybody was aware that the pitches of African music did not quite match those of tempered tuning, this awareness did not deter African musicians from using Western notation (just as the Roman alphabet has served for writing African languages), for it was thought that Africans who knew their own tradition could interpret the pitches in their own terms. The notation of rhythm, however, gave rise to differences of opinion, leading Amu and Riverson to offer explications of their approach at a conference of the Ghana Music Society in 1958 (Nketia 1958b).

Unlike these musicians, however, Cudjoe was adventurous and innovative, for the notation he suggested for drum music was not staff notation, but a combination of pulse notation and numerical notation. In it, each pulse of the standard Ewe bell pattern is assigned a number from 1 to 12. Drum strokes that occur on each pulse are represented by symbols derived from the figure of a drumstick, the area of the drum-head hit by the stick, and the type of stroke (whether it is open or free, damped or muted, and so on).

Analytically minded, Cudjoe provided an exposition of cross-rhythms in Ewe drum music, particularly as exemplified in agbadza drumming. He recognized the “additive” nature of the rhythms by indicating on the pulseline the positions where the sounds of each drum pattern fell, but resolved them into divisive groups in relation to the hand clapping.

As an African art critic, Cudjoe appreciated the role the arts play in African societies; hence, though his main interest was in the analysis of Ewe drumming, he also drew attention to the social importance of music in Africa. He did not, however, follow up his interest in music, or supply further expositions of Ewe drumming. Because the exigencies of his medical practice did not afford him time for systematic research in other fields, he was content to play the role of catalyst and critic.

	Joseph Kyagambiddwa Studied and notated Baganda xylophone music of Uganda in the 1950s


	miko A transpositional technique in Baganda xylophone playing


	Ekundayo Phillips Composer and organist who noted similarities between Gregorian and Yoruba chant in the 1950s


	Clement da Cruz Focused on ethnographic information embedded in Dahomean musical instruments and oral traditions








Joseph Kyagambiddwa: analyzing Baganda xylophones

In the 1950s, another contributor who believed in making African music accessible to musicians through notation was Joseph Kygambiddwa. In his work on African Music from the Source of the Nile, he provided examples of Baganda scales and rhythms and discussed various categories of songs—religious songs, work songs, play songs, war songs, and “dramatic” songs.

He devoted the greater proportion of the monograph to the music of Baganda xylophones. He provided an analysis of its basic structure, the songs used as themes for each piece, the parts played by each of the three performers (squatting around one instrument), and an exposition of miko, a transpositional technique. In scores (using staff notation), he then published the repertory of the xylophones. Though his pitch notation was an approximation by Western standards, this incongruity did not bother him, for what he was providing was a blueprint for musicians, not analytical scores for musicologists.

It is also clear that Kyagambiddwa approached his study primarily as a musician, for what he had to say about history and culture was not so carefully thought out or investigated as the repertory of xylophone music, which he had learned to play from teachers at the Uganda Museum in Kampala (to which he was attached for two years). As Wachsmann stated in a review of this work, its scholarly pitfalls worried him because the book “hardly reflects credit on the advice given by his teachers”; nevertheless, Kyagambiddwa did make a notable contribution, for everyone agreed that the publication of 62 scores and the discovery of the miko were “major events in eth-nomusicology” (Wachsmann 1956:80-81).




Ekundayo Phillips: composer, organist evolutionist

The third notable contributor of this period is the organist and composer Ekundayo Phillips (of Nigeria). He approached his study of Yoruba music from a composer's viewpoint, his main interest being the creative use of Yoruba tunes in new religious music and the history of Christian music. While Kyagambiddwa's monograph is mainly descriptive, the first part of Phillips's monograph (1953) is mainly historical. As an organist, Phillips was familiar with Western ecclesiastical music. He was naturally impressed by seeming similarities between Gregorian chant and Yoruba chant—a point made later by Father Carrol, who lists similarities and differences between the two forms of cantillation (1956:45-47).

In the light of impressions, Phillips deduced that music evolves in stages—from impassioned speech, to songs with clearly defined scales. Supposing a missing link between plainchant and later forms of expression, he suggested that Yoruba music was that link. Like other contributions of this period, his Yoruba examples were in staff notation.

The evolutionary approach is outmoded; hence, Phillips's historical inferences can be rejected. The significance of his monograph lies in (1) his efforts to find a comparative framework for interpreting Yoruba music, and to bring an African perspective into a way of looking at music that had been current when he was a student of Western music (at Trinity College of Music, between 1910 and 1920); and (2) the exposition of his approach to syncretism as a compositional technique.




Clement da Cruz: musical instruments and oral traditions

The last of the four major contributors of this period, Clement da Cruz, brought a different dimension to the study of African music. The other writers focused their attention on structure, giving incidental information on sociocultural background, but he focused on ethnographic information embedded in music in Dahomean society. He paid close attention to musical instruments and relevant oral traditions, no doubt because he worked as a museum scientist.

His study (1954) considered the music of Dahomey (now Benin) in four contexts: work, politics, worship (ritual), and entertainment. He dealt with the musical instruments of the Aja, the Aizo, the Fon, the Kotafon, and the Peda, providing relevant information on particular instruments wherever he could. He mentioned the musical types performed in the areas of his investigation, giving in some cases the kings during whose reign they came into being, and the social contexts in which they were used. His work remains informative, but not critical.




Areas of research

Taken together, the topics covered in the contributions of the 1950s by African writers and scholars working in the two streams (institutional and individual) are more diversified than those of the previous era. They number at least thirteen:

	General observations on (a) the music of Africa (Adande 1952; Nketia 1959b); (b) individual countries (Euba 1960); (c) individual societies, the Adangme and the Ga of Ghana (Nketia 1957b, 1958e, 1958g, 1958h), the Baganda of Uganda (Kygambiddwa 1955), the Ewe of Ghana (Gadzekpo 1952; Cudjoe 1953), the Ibo of Nigeria (Madumere 1953; Whyte 1953), and the Yoruba of Nigeria (Phillips 1953).


	Observations on ceremonies and festivals as music events (Nketia 1958c; Twala 1952; Ukejel953).


	Instrumental resources and oral traditions, and problems associated with the development of instrumental African music (da Cruz 1954; Nketia 1958b).


	Drums, drum ensembles, and techniques of drumming (Cudjoe 1953, 1958; Nketia 1954, 1959b; Onwona-Safo 1957a; Tsala 1955).


	Drum language (Adande and Verger 1953; Nketia 1958f; Onwona-Safo 1957b).


	Musicians—Yoruba musicians in Accra, drummers roles, professionalism (Mensah 1958a; Nketia 1954, 1958i).


	Songs and song texts (Adali-Mortty 1958; Kagame 1951; Mensah 1960; Nketia 1955, 1958a, 1958d).


	Music and religion (Nketia 1957c, 1959a).


	Music and dance, including descriptions of traditional dances and African choreographers’ interpretation of them or African choreographers’ approaches to dance theater (Keita 1959; Nketia 1957c; Opoku 1958; Tidjani 1954; Tsibangu 1953).


	African music and the technical media (Gadzekpo 1954; Mensah 1958b; Nketia 1956).


	New trends in music (Nketia 1957a).


	Problems in notation (Nketia 1958b).


	History of music education (Riverson 1955).







Culture assumed a new importance as an area of governmental action, and departments or ministries of culture or arts councils were created to plan and implement nationwide cultural programs.








Scholarship in the Period of Institutional Development: 1960-1970

In the decade of transition from colonial rule to independence (when many new nation-states emerged in Africa), Africans’ contributions to the study of African music continued to expand, for the cultural revival that had characterized the previous decade became institutionalized in many African countries. Culture assumed a new importance as an area of governmental action, and departments or ministries of culture (or sometimes of culture and youth, or of sports and tourism) or arts councils were created to plan and implement nationwide cultural programs. National occasions, including the celebration of independence and its anniversary, invariably featured performances of traditional music and dance in national capitals and cities, and the formation of national dance companies became a common practice.

As the new nations tried to establish political, economic, and cultural ties, pan-Africanism and African unity became important issues. Pan-African arts festivals and colloquia were organized to affirm the universality of African cultural experiences, to foster pride in African cultural heritages, and to encourage the scholarly study, promotion, preservation, and creative use of African traditions. Because of the colonial experience, and the realization that some of the best exponents of culture belonged to a generation that might pass away without leaving posterity their knowledge or expertise, emphasis was laid on preservation and continuity.

The long-term development of the musical life and cultural image of each country through the creation of appropriate institutions for promotion, education, and research in music and related arts became a matter of national concern. The period 1960-1970 was therefore a period of institutional development, in which musicology came to be accepted, as both an academic discipline and something that could be of practical value to cultural development. In some African societies, institutional support for programs of music therefore became a major concern.

Some countries, such as Senegal and Upper Volta, preferred to set up research units under the aegis of their ministries of culture or education. Though the lack of trained nationals was initially a problem, foreign experts were hired as an interim measure, solely to collect, document, and archive “the national patrimony” of music, dance, drama, and visual arts, ensuring that they had local assistants, who would receive on-the-job training and eventually take over from them.


Teaching and research interrelationships

For the interdisciplinary study of African history, culture, and the arts, institutes and centers of African studies established in this decade at the universities of Ghana, Ife, Lagos, Nairobi, and Zambia provided avenues for musical research.

The research program developed in the Department of Sociology at the University of Ghana in the 1950s was transferred to the Institute of African Studies, which functioned, from the beginning, as a center for graduate studies. A course in African musicology designed for Ghanaians who had diplomas in Western music from British schools of music, and for those who had taken Amu's specialist music course for teachers, was established. The writing of a thesis formed part of the requirement of the diploma; hence, it enabled the institute to involve in its overall research program students who took this course. In addition to the diploma, provision was also made for graduate students taking the interdisciplinary M.A. (and later the Ph.D.) degree in African Studies to specialize in African music by taking the relevant course and writing a thesis or dissertation on a musical topic.

Another development, perhaps unique to Ghana, was the establishment and training of the National Dance Company of Ghana within the institute. This company consisted solely of young men and women who, having an aptitude for dance, could be trained to perform traditional dances from different parts of Ghana. A team of master drummers and other musicians representing different ethnic traditions in Ghana was recruited to perform for them, and to act as demonstrators, instructors, and resources. Though the objective of the training program was artistic and professional (rather than academic), it enabled the institute to stimulate general awareness of the traditional arts on the campus, which had been Western oriented in the arts.

Since the program in African musicology was primarily a graduate program, authorities decided to set up, in addition, a regular undergraduate school of music, dance, and drama. This school became another unit within the Institute of African Studies. Largely bicultural, courses in the school included both African and Western materials—an approach necessitated by the colonial legacy, part and parcel of contemporary Ghana.

A different approach was taken by the African Studies Institute at the University of Ife, for what seemed to be needed there was a creative arts center. The institute encouraged research, but had no teaching program in the arts. Musicians already established as composers (such as Akin Euba and Samuel Akpabot) were appointed as senior research fellows. Their task was to combine their research with creative work, so whatever original works they produced could be performed with other items at the performing arts center in town during an annual festival that became an important event in Ife.

Recognizing that the result of African musical research could have educational value, some African universities linked their music-research units to institutes or departments of education, or to some educational project. With the support of the Rockefeller Foundation, such a music-research unit was set up at Makerere University in October 1961. Solomon Mbabi-Katana, who had worked on African musical instruments while teaching in a secondary school in Uganda, ran it. The research concentrated on the vocal music of East Africa. By the end of the third year of the program, one hundred fifty songs had been collected and transcribed for use in schools; of these, one hundred were from ethnic groups in Uganda, twenty-five from Kenya, and twenty-five from Tanzania.

A similar music-research unit was established at the University of Ibadan in 1962. Fela Sowande, who had had experience in collecting and recording music for the program and archives of the Nigerian Broadcasting Corporation, was put in charge of it. He decided to concentrate on Yoruba religious music, particularly the music of Ifa divination. Intimate contact with Yoruba music changed his perspectives on musicology, and especially his attitude toward African music and approaches to be used in studying it. He became involved in problems of value and interpretation, in symbolism, philosophy, and psychology. This involvement led him to reject some of the values on which he had based his work, and to deemphasize abstract musicological analysis in favor of approaches that dealt with meaning as a function of African world views.



What seemed important was a discipline that enabled scholars to approach the music of their society as Amu did, “with a trained mind.”





Instead of setting up a small music research unit, the University of Nigeria (Nsukka) took a bolder course, establishing a full-fledged department of music for teaching degree-courses in music, which would offer specialization at the undergraduate level in music education, composition, and ethnomusicology. To assist the department in developing a bimusical program to include the traditional music of Nigeria, the university granted the faculty—consisting of expatriates and a couple of Nigerians, Echezona and Akpabot (before he joined the University of Ife)—money for fieldwork. The combination of teaching and funded research paid off, for Echezona, whose previous research had concentrated on the musical instruments of the Ibo (1963) studied music in parts of Iboland. He compiled his ethnography into eight mimeographed monographs—on the Afikpo, the Agukwu, the Egede, the Ibibio, the Nnewi, the Okpanam, the Owerri, and the Rivers area.

The faculty involved in their research some students majoring in ethnomusicolo-gy. The program required all third-year students to write a minor thesis on music in Nigeria, based on their fieldwork. Until the 1990s, the music department at Nsukka was the only institution in Nigeria that provided a degree course in music locally for Nigerians. Many of Nigeria's musicologists who emerged in the 1970s and after (Achinivu Kanu Achinivu, Lazarus Ekwueme, Meki Nzewi, Mosunmola Omibiyi, Tunji Vidal, and others) received their initial training in this institution.

The need for professional training in music and related arts along conservatory lines led also to the establishment of separate schools or institutions of fine arts in the Central African Republic, Cote d'lvoire, Ethiopia (which established both the university's center for the creative arts and the Yared School), Senegal, Sudan, and Zaire. Two related institutions were set up in Zaire, one for training musicians and musicologists (Institut National des Arts) established in 1967 within the Department of Art and Culture and affiliated with the National University of Zaire in 1971, and the other a research center for the Institute of Culture, which worked closely with the National Museum of Zaire.

Kwanongoma College in Bulawayo, an offshoot of the Rhodesian Academy of Music, came into being in 1961. One of its founders’ objectives was to provide “a focal point for a new African musical scholarship” (Williamson 1963:48). Christian missions also joined in the institutional search for African musical values. They encouraged their expatriate clergy and indigenous Africans to record, transcribe, and study traditional music in their areas (Mubangizi 1966:77-78).


Impact on scholarship

Though the institutional development of the period 1960-1970 was intended to meet the cultural development needs of African countries, it had repercussions on musicology in Africa. It affirmed the need for musicological studies that focus on African materials while responding to the challenge of the African environment in its formulation of theoretical concepts, its modes of interpretation, and its application of the results of research.

Though the foundations for this development had been laid by pioneers such as Ballanta and Amu and their successors, not enough progress seems to have been made everywhere in developing a balance between scholarly studies and practical activities. Cultural awakening and cultural revival create enthusiasm for music and dance, but not necessarily the scholarly orientation required for their study. It was the institutional arrangements for musical research that provided the stimulus for the latter, so African musicians would not only assert their consciousness of identity through their music, but would also be in a position to interpret it—to their own people, and to the wider world.




Study abroad for African scholars

The demand for Africans who could meet these objectives encouraged those who had first degrees or diplomas in music to pursue advanced studies in music, and to make musicology or music education a professional goal, since musicians with these spe-cializations were needed for a variety of programs in institutions of higher education and ministries of education or culture, national museums, broadcasting, and mission-related institutions. In some countries, graduate training was incorporated into manpower development programs. Governmental or institutional sponsorship was provided in this and the following decades for African musicians to pursue such studies wherever they could gain admission. A few turned to the University of Ghana, while others went abroad. Some went to the United States, to study at the University of California at Berkeley and Los Angeles, the University of Chicago, Columbia University, the University of Illinois, Indiana University, the University of Michigan, Michigan State University, Northwestern University, the University of Pittsburgh, Stanford University, Wesleyan University, and Yale University. Some went to the United Kingdom (Belfast and London) or to Paris (the Sorbonne and the Musee de l'Homme). Some went elsewhere in Europe: Brussels, Cologne, Hamburg, Metz, Rome, Vienna.

While some Africans studied in institutions with programs in ethnomusicology, others studied in institutions with programs in historical musicology, theory, and composition, or in music education and other programs that permitted courses in ethnomusicology to be included in curricular requirements. African musicology of the 1960s and 1970s was thus enriched by the perspectives that African scholars exposed to a variety of Western approaches brought into their work. Irrespective of the program, their doctoral dissertations were invariably on an African topic—the music of a contemporary composer or performer, the musical instruments of an ethnic group, the music of a selected society, indigenous and syncretic choral music, drumming and other instrumental traditions, or selected musical genres. What seemed important was a discipline that enabled scholars to approach the music of their society as Amu did, “with a trained mind.”






Themes of musical research

As a result of institutional developments of the 1960s, the number of scholarly contributions to African music increased. The topics examined include

	Theoretical and technical issues in African music: (a) factors that shape and maintain music, the role of music in society, the problem of meaning in African music, historical evidence in music, sources of historical data on music, problems and areas of research in African music, and musicology in the context of African culture (Aning 1968; Nketia 1962c, 1964a, 1970b; Sowande 1970); (b) technical issues, such as compositional techniques, hocketing, multipart structures, and other structures (Echezona 1966; Euba 1967; Mensah 1967b; Nketia 1962b); (c) new trends in music and problems of acculturation (Eno Belinga 1969; Euba 1970; Nketia 1964b; Sowande 1966); (d) traditional elements in Christian music in Africa (Mapoma 1970-1971; Mensah 1960).


	Studies of musical genres, songs, and song texts, such as the Christian music of Ethiopia, the music of female choral groups, the epic literature of the mvet (a chordophone), and folk songs of Ghana (Aning 1965; Eno Belinga 1965, 1967; Kebede 1969; Nketia 1963b).


	Musical instruments and ensembles, including (a) a general survey of resources; (b) instrumentation of African music, and trumpet ensembles; (c) classification of instruments; (d) studies of single instruments, such as the Ethiopian krar and xylophone traditions of Ghana; (e) terms for musical instruments; (f) drums and drumming (Akpabot 1966; Echezona 1963; Kebede 1968; Maraire 1967; Mensah 1966a, 1967a; Ndayizeye and Wymeersch 1965; Nketia 1963a, 1969;Turay 1966).


	The musician (Anyumba 1970; Nayo 1969).


	Overview of the music of single societies, countries, regions, and sub-Saharan Africa as a whole, including (a) ethnic traditions, such as those of the Ibo and the Yoruba of Nigeria (Adetoyese 1966; Echezona 1965), (b) countries and regions, such as the traditions of East Africa, Sudan, and Ghana (Ismail 1970; Kakoma 1970; Nketia 1962a), and (c) sub-Saharan African (Bebey 1969; Nketia 1961, 1966).


	Bibliography and discography: (a) an annotated bibliography of music and dance in English-speaking Africa; (b) a catalogue of recorded sound (Aning 1967; Ojehomon 1969).


	In addition to the writings of musicians and musicologists, African scholars made contributions in related fields. Because of the growth of interest in African folklore, oral literature, and drama, scholars in these fields made indirect but significant contributions to African musicology through their observation and analysis of events that incorporate music and dance, and more especially their collection, transcription, translation, and analysis of song texts as literature and sources of historical data (Alagoa 1968; Babalola 1966; Moore 1970; Munongo and Kimele 1967; Nguijol 1967; Towo-Atangana 1965). As musicians create and use song texts, musicians’ studies of techniques of musical construction and verbal communication have an important place in African musicology, for they are an integral part of music making.






In the 1970s, the formulation of national cultural policies and the planning of cultural development became central concerns of African governments.





The intellectual stimulus that shaped the perspectives of African writers came to them not only from their disciplines, but also from the new African studies programs in Africa as they determined what their stances were going to be. As part of their self-reviews, they reconsidered Western assumptions about Africa as reflected in the scholarship of the colonial era and in scholarly achievements in the humanities and social sciences, particularly in anthropology, archaeology, history, and religion (”Tropical African Studies” 1964). Musicologists involved in such programs reviewed their stances in musicology or their approaches to particular problems.

The pan-Africanist view of African cultures as an aggregate characterized by unity and diversity also influenced the perspectives of African scholars, for this view allows one to see each musical culture in its own right and as part of a totality. African musicians and musicologists favored this approach to African cultures because eclecticism had taken root in Africa as a result of the pan-Africanist movement. In the postindependence period, it was not enough to be aware of the music of one's ethnic group, for Africa had come to mean more than a collection of disparate ethnic groups. One needed to be familiar with the music of one's immediate neigh-bors, and of others who belonged to the new nation-state, and with the meaning music and dance gave to the concepts of African personality and Negritude.






Trends in African Scholarship: 1970-1980

The goals that inspired pioneers of musicology in Africa in the colonial and postcolo-nial periods continued to provide the basis for musicology in the 1970s, for decolo-nization and development—forces that confronted independent African states in the 1960s—continued to affect the arts. A new emphasis on cultural studies as an avenue for accelerating the process of decolonization gave further impetus to music and musicology. So did the formulation of national cultural policies and the planning of cultural development, which in the 1970s became one of the central concerns of African governments. In 1974, at the intergovernmental conference on cultural policies held in Accra under the auspices of UNESCO and the Organization of African Unity, the need for preserving, promoting, and presenting traditional music was confirmed in a resolution asking UNESCO to formulate and implement a ten-year plan to develop music and the performing arts in Africa.

As a result of all these trends, musicology continued to be recognized at the governmental level in some countries, both as an academic discipline, and as an enterprise that—through its primary activities (collecting, recording, archiving, analyzing, and building up a body of knowledge that could be applied constructively to nation-building, especially in training and educating future generations of musicians, educating the general public, and developing consciousness of identity and a sense of nationhood)—could contribute to cultural development. It was also believed that the results of musicological research could stimulate new directions in creativity and performance. These goals continued to inspire much of the research undertaken in the 1970s, and to shape current trends in African musicology.

The broad areas of research, and some of the topics dealt with, overlapped with those of the previous decade, while the primary focus of scholars continued to be music and musicology, for as Wachsmann observed, in African musicology music is the “primary subject,” not “one of the secondary ones.” This did not mean that considerations of the sociocultural context were ignored, for as Wachsmann pointed out later in the same article, “With music and musicology so strongly in the foreground, it seems as if these pressures leave little room for anthropology. But this is deceptive. It is simply that anthropology has come to serve musicology” (1966b).

Accordingly, the institutional arrangement for musicological studies almost everywhere in the 1970s made musicology an integral part of the programs of departments and schools of music and institutes of fine art, or multidisciplinary institutes of African studies, rather than departments of anthropology. The idea that the study of African music or other forms of nonwestern music properly belongs to anthropology, not to departments of music, is a Western fiction, used only when convenient to provide temporary shelter for musical research in an underdeveloped, hostile, or conservative academic environment, in which music is erroneously believed to be “an art belonging almost exclusively to the European tradition” (Freedman 1978:59).



Composers grappled with problems of syncretism and philosophies of African personality and Negritude; performers trained in some area of Western music desired to retrain themselves in African music.





Even in the Western world, nurturing nonwestern musical studies in departments of anthropology, with a few notable exceptions, ceased to be the convention. Since about 1960, the trend


has been reversed, and as the musicians and musicologists have begun to espouse ethnomusicology, the anthropologists, in the narrow sense of the term, have appeared largely to disengage themselves from its study. It is the one case in which the prefix ‘ethno-’ signals an advance in scholarship and an anthropological withdrawal. (Freedman 1958:59)



It seems likely that the emphasis on music and musicology will continue to be a major trend in Africa, for nearly all those who have turned to the scholarly study of music in Africa since the late 1960s have done so from some field of concentration in music—as musicians with training in Western musical theory, rediscovering and sys-tematizing knowledge of music in their own societies (music that had hitherto seemed inconsequential to some of them); as composers, grappling with problems of syncretism and philosophies of African personality and Negritude; as performers, trained in some area of Western music, desiring to retrain themselves in African music; as teachers, needing to rethink their philosophy of education, methodology, and goals; or as educators, having to undertake the basic collection and analysis of traditional materials.

Though all these persons approached African music from a musicological point of view, they all tended to see problems in African music from both a general and a particular perspective relative to their interests and specializations. Thus, composers like Lazarus Ekwueme, Akin Euba, and Samuel Akpabot (all of Nigeria), Atta Annan Mensah, Zinzendorf Nayo, and Ato Turkson (all of Ghana), Joseph Kyagambiddwa (of Uganda), and Ashenafi Kebede (of Ethiopia) took particular interest in searching for definitions of African idioms, in categorizing creative output, in observing instrumentation, form, and structure in relation to creative process, or (in the case of Lazarus Ekwueme) in formulating or applying Western theory or analytical models, such as the Schenkerian model, to African materials (Ekwueme 1975-1976, 1972).

Similarly, those with backgrounds in performance, such as Nissio Fiagbedzi (of Ghana), Akin Euba and Tunji Vidal (both of Nigeria), and Kazadi wa Mukuna (of Zaire), tended to concern themselves with the intrinsic values of African music, or with problems of musical communication and aesthetics, or of philosophy (Fiagbedzi 1980b), while educators like Solomon Mbabi-Katana (of Uganda), William Amoaku, Atta Annan Mensah, and Gustav Twerefoo (all of Ghana), Christian Horton (of Sierra Leone), and Mosunmola Omibiyi (of Nigeria) were concerned with musicological research that facilitates the transfer of knowledge and skills formerly acquired through socialization to the classroom, and in the case of Twerefoo, its application in continuing education and therapy (Omibiyi 1979; Twerefoo 1975-1976).

FIGURE 2  Percy James Mensah and his “Four-fold Amen” (1925), on a commemorative postcard—front and back. Photo courtesy Atta Annan Mensah.
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Others—Mwesa Mapoma (of Zambia), Washington Omondi (of Kenya), Samuel Akpabot and Meki Nzewi (both of Nigeria), Francis Bebey and Pie-Claude Ngumu (both of Cameroon), Ben Aning and Atta Annan Mensah (both of Ghana)—also looked at problems of music, culture, and communication, or of music and related arts, sometimes both synchronically and diachronically (Nzewi 1979, 1984).



Programs in musical research in Africa showed interest in the study of the interrelations between music and dance, music and drama, music and language, music and the visual arts, and music and various aspects of behavior.





As a field of scholarly research, African musicology thus brought together African composers, teachers, and others, to pursue advanced knowledge and understanding of music in Africa. Its theoretical stance and methods, and its practical aims, were related to the challenges presented by the nature and scope of African musical materials in their cultural, social, and political environments.

African musicologists of the 1970s were therefore concerned with the social and cultural contexts of music—with the makers of music and the dynamics of music making, in both traditional and contemporary contexts; with sound sources and the values that guide their selection and use; with traditions (including myths and legends) associated with musical performance; with the art and technology of sound media; with creative processes, performative techniques, repertories, modes of expression and presentation, and music as an object of aesthetic interest.

Programs in musical research in Africa showed interest in the study of the interrelations between music and dance, music and drama, music and language, music and the visual arts, and music and various aspects of behavior; they are also concerned with political, religious, and social ideas, and with beliefs that inspired or guided music making and values.

In addition to studies of the foregoing in different societies and regions, and in the continent as a whole, studies of African musicians (both traditional and contemporary) also received particular attention, partly because of the need for a better understanding of individual contributions to African musical cultures, and partly because the anonymity of the past was no longer the rule. African radio stations did not broadcast programs of traditional and contemporary music without mentioning the names of individual artists, bandleaders, or composers, while record companies, promoters, and managers often focused attention on artists and ensembles.

A subsidiary reason educators and others give for studying individual musicians “who have produced and still produce the music written about, played, sung, danced or realized through any agreeable combinations of these” was that “the lack of materials on African composers and their works has been one reason for the exclusion of these from the curriculum of music colleges and departments of music of many African countries” (Achiniyu 1979:11-12). Nigerian musicologists seemed taken with this area of research, for their articles dealt with the problems of such composers, providing catalogues of them and their backgrounds. These included articles on popular musicians (such as Sunny Ade, Bobby Benson, and Ebenezer Obey), and full-length studies of composers (Achiniyu 1979; Alaja-Browne 1981, 1985; Omibiyi 1979, 1983; Sowande 1966, 1967; Uzoigbe 1978).

The study of oral traditions related to change and other historical processes (such as differentiation and interdependency, patterns of transformation, and the mechanisms for controlling and diffusing innovation), and the study of the musical confluence of Europe, the Americas, the Caribbean, Asia, and Africa, engaged some scholars’ attention, while educators focused on curricular materials, problems related to tradition and continuity, processes of enculturation in informal and formal settings, and the institutionalization of musical instruction and training.

The pragmatic goals that in the 1970s inspired research or guided the ordering of priorities in research did not preclude interest in theoretical and methodological issues in ethnomusicology, or in African musicology in particular. Nor did African musicologists concern themselves merely with analysis and description. Reflection on such materials led some of them to look at specific problems, such as musicianship and bimusicality, determinants of style, and systematic problems in the tuning of chordophones (Aning 1982; Fiagbedzi 1980a, 1980b; Mapoma 1980; Mensah 1966b, 1971; Nketia 1981, 1982, 1984a, 1984b; Omondi 1984).

Some African writers were once preoccupied with demonstrating the integrity of African music, but it was the critical appraisal of scholarly statements about African music or particular approaches that seemed to interest others. Akpabot's writings often referred to Western writers’ statements and ideas about African music, since he was concerned about the tendency to treat African music as “something peculiar.” Juxtaposing his African and Western experience, he saw similarities or correspondences in procedure where others saw differences; hence, he decried the tendency to disregard the features that African music shares with other traditions, particularly those of the West, considering that some elements of twentieth-century musical prac-tice appeared to him to be present in traditional African practices. For the same reason, he found the tendency toward overimaginative interpretation of cultural and musical phenomena reprehensible (1972, 1976, 1978).

Lazarus Ekwueme now and then took issue with statements made by scholars whose approach differed from his own or whose interpretation of Western praxis he could not accept. Commenting on the notation of African music, he pointed out that some researchers (like Arthur M. Jones), highlighting cross-rhythms among instrumental parts, had notated African music using noncoincident barlines. Their “misguided effort,” he said, came from the idea that the barline implied “a metric accent on the note immediately following it (the first beat in the bar)—a notion that was probably given its greatest support by Hugo Riemann in his theories of meter and rhythm”; anyone who conceived African musical rhythm in this way, he added, confused musicians trying to read the notation (1972:249-250).


Outlook for the future

Though in the late 1990s the prospects for developing African musicology as an integral part of curricula in Africa are bright, two major problems need institutional and individual attention: the coordination of research, and the need for specialization within musicology. Inter-African cooperation in research has been minimal, while the choice of topics for research has been quasi-random. With few exceptions, it is unrelated to any kind of planning; hence, the picture that emerges when one looks at any single theme is rarely complete, not to speak of gaps in our information about single societies, countries, and regions.

Part of this problem is an imbalance in personnel. Some countries (such as Ghana and Nigeria) support trained African musicologists, but many countries lack such personnel, and have not yet seen their way clear to hire scholars from other African countries. But for the work of pioneer Western musicologists and their successors, contributions to musicological knowledge in countries without local musicologists would have been nil—a fact usually recognized by African scholars as they look at the positive contributions of the colonial era and the enrichment that comes from a synthesis of insiders’ and outsiders’ stances and methods.

The second problem, the need for specialization, has not received much consideration. Since specialization in problematic areas or branches of a discipline is necessary for the advancement of knowledge, one hopes that this will develop in African musicology. The number of ethnic traditions and linguistic groups, the vastness of the territories, and the variety of problems, invite the enrichment of insights from cognate disciplines—aesthetics, anthropology, history, linguistics, psychology, and sociology.



The spirit of adventure and discovery played a significant part in the early history of Western exploration of African musical life.





It is this need that, despite doubts about its nomenclature and early definitions, has drawn many African musicians to ethnomusicology for an area of specialization; it has outgrown its exotic preoccupations to become a discipline that synthesizes formal and contextual techniques of analysis into holistic studies of music as a cultural phenomenon. Synchronic studies of the musical cultures of Africa, and investigations into musical problems of immediate relevance to cultural development and nation building in Africa, are greatly enhanced when they are approached from an ethnomu-sicological viewpoint—as integrated studies of music, society, and culture.

For the same reason, one hopes that a new generation of African musicologists will emerge and begin to specialize in other areas. We need scholars who will concentrate on historical approaches, making a point of keeping up with developments in methodology, sources, and interpretation in African history, archaeology, art history, and cognate studies; we need scholars who will develop lines of inquiry in historical studies of African music, studies that will embrace the history of all music in Africa—the history of traditional and contemporary African music, and the history of Western and Arabic music in sub-Saharan Africa. We need specialists to undertake intensive distributional and comparative stylistic analysis within the framework of historical studies. Similarly, systematic studies in aesthetics, psychology, and related fields should enrich the scope and quality of African musicology; they should enable scholars to contribute, in significant ways, on the basis of their own fieldwork, to all areas of scholarly studies in music.

It is important also that African musicology stay relevant, maintaining its commitment to the discipline, to the international world of musical scholarship, and to the society that cultivates the subject matter of its research. As the excitement of political independence wears off, and consciousness of national identity becomes less and less an issue, the inspiration that these qualities provided for initiating relevant research might also fade. Music, however, is such a practical and purposeful subject, one cannot lose sight of its role in society, and of pragmatic issues that surround it. Response to the environment, to the pressures exerted on it (internally and externally), and to the world of scholarship, will give African musicologists the versatility they need.






Western Scholars’ Contribution to African Musicology

The growth of musicology in Africa was stimulated by African musicians’ and writers’ responses to social and political transformations on the continent, but Western contributions to African musicology seem to have been stimulated largely by Western writers’ and scholars’ responses to the existence of non-European cultures as sources of musical experiences and data.

The spirit of adventure and discovery, what Alan Merriam called the Western mania for collecting, played no less significant part in the early history of Western exploration of African musical life and resources, for African music is an art “forced upon the notice of the European as soon as he leaves the steamer and before he sets foot on African soil,” a mode of expression “universally popular and universally practised” (Ward 1927:199).


The state of scholarship in 1965

Lionel John Palmer Gaskin's Bibliography of Music in Africa (1965), incorporating bibliographies by Varley (1936), Merriam (1951), and Thieme (1964), gives a good idea of the Western scholars and observers involved in exploring musical life and sources in Africa. It lists about 1,700 authors, including anonymous writers and authors of institutional articles and monographs. Less than 4 percent of these authors are African musicians and writers—a fact that shows both how much Western observers and scholars have contributed to African musicology, and the extent of Western interest in African musical life and sources. However, of the Western authors, slightly less than 2 percent are musicologists. This proportion includes comparative musicologists and ethnomusicologists who looked at African materials, or provided conceptual tools applied or tested in the field.

The bibliography lists not only books and articles on African music, instruments, and dance, but also references to these subjects in other books and 329 periodicals (in English and other European languages) that carried articles on Africa. Of 3,370 entries, 2,653 are references to music in different countries and regions of Africa; references to musical instruments and dancing are 768 and 321, respectively.

Since Gaskin believed “most musicologists would approach music and musical instruments primarily from a regional point of view,” the entries in his work are listed geographically, beginning with those that deal with Africa in general (165 items), followed by those that deal with countries and regions or specific societies located in those countries. About sixteen countries have up to twelve entries on random topics, while ten others have twenty-one entries. Angola, Cameroon, Ghana, Nigeria, Sudan, Tanzania, and Uganda have forty to sixty entries, while South Africa and Zaire have well over one hundred. As might be expected, it is difficult to get from these sources a comprehensive picture of music in any one country, since they often represent the casual observations of individuals who happened to be in those countries on missions unrelated to music.

Though the articles and monographs on subjects such as music and ritual, work and leisure, festivals, and so forth are not classified, two subjects are singled out for special listing: dancing and musical instruments. The entries for these are arranged geographically. In the case of musical instruments, a separate listing is provided for each major class of instrument. Drums attracted the greatest attention (213 entries), while chordophones and aerophones ranked second and third (ninety-six and sixty-one entries, respectively). Xylophones, mbira, and nonmelodic idiophones attracted about equal attention (thirty-six, thirty-five, and thirty-two entries); taken together, they come next after drums.

It was thus African percussive instruments (which had a wider distribution than other instruments) that attracted the greatest attention; however, organology was the subject least understood, not only because of the apparent strangeness of the sounds and textures, but also because of the assumption that the aesthetic principles or critical values of Western music provided a basis valid for approaching the music of other cultures.



As scholars questioned the traditional assumptions and approaches of comparative musicology, new approaches to the study of non-Western music were developing.






Complexities of understanding African music

Awareness of the difficulties that hampered understanding and the bibliographical gaps in knowledge seems to have determined, to a considerable extent, not only the orientation and scope of inquiry into African music by Western scholars since 1965, but also the way in which African materials are organized and presented, for Western ethnomusicologists tend to assume that most people outside the cultures they study are not only ill informed, but often biased and ethnocentric. Accordingly, Western ethnomusicologists’ task is not unlike what Paul Bohannan spelled out for anthropologists, for ethnomusicologists are outsiders, who analyze a musical culture


to classify it, understand it according to more or less scientific principles, and communicate it to colleagues, students and readers who have no experience in it and are, concomitantly, blocked to at least some degree by their own culture from understanding any other one. (Merriam 1964:31)



The concern for disseminating information about African music and enhancing understanding of it was shared to some extent by the pioneers of comparative musicology who contributed to African studies. Ethnographers’ recordings enabled scholars like Erich M. von Hornbostel and his assistants at the Berlin Phonogramm-Archiv (George Herzog, Mieczyslaw Kolinski, Marius Schneider) to analyze and interpret samples of African music in terms familiar or understandable to the musicological world, and documentary source materials enabled others to include Africa in evolutionary studies of musical instruments, techniques, and history.

A growing accumulation of recordings, collections of instruments, and ethnographic data made it possible for the ethnology of African sound instruments and an overview of the music of sub-Saharan Africa as a whole to be attempted by Hornbostel (1928, 1933), an attempt emulated by other scholars, like Gilbert Rouget (1961), Herbert Pepper (195??), and Merriam (1958, 1959), all of whom provided overviews of African music or the music of a region. So established was the tradition of using secondary sources that Rose Brandel, a pupil of Curt Sachs, could write a whole book on the music of Central Africa (1961) without having set foot in the region, for she could rely on her ability to transcribe, describe, and interpret in her own terms what she heard on recordings, using familiar Western musicological categories and information on the societies and cultures in the region printed on record jackets and in ethnographic monographs.






Fieldwork

When the importance of fieldwork undertaken by musicologists became generally accepted, investigations into African music were undertaken, not only by musicologists who visited different African societies for short periods for this purpose, but also by permanent residents in South Africa, such as Arthur Morris Jones, Percival Kirby, Hugh Tracey, and Klaus Wachsmann.

Much of the groundwork in African musicology undertaken by these scholars was accomplished in the period 1920-1950, when information on African societies, cultures, languages, and physical environment encouraged international scholarship and the development of colonial institutes and research centers such as IFAN (Institut Francais d'Afrique Noire). In emulation of the Berlin Phonogramm-Archiv, a comparative musicology section of the Musee de l'Homme was founded in 1929 by Andre Schaeffner, who between 1931 and 1958 organized six expeditions to West Africa—a practice followed by Gilbert Rouget, who became his successor in 1965.

European musicologists’ interest in the on-site study of African music continued through the 1950s, the 1960s, and the 1970s, when new generations of British scholars (John Blacking, Anthony King, David Rycroft), French musicologists (Simha Arom, Hugo Zemp), and German and Austrian musicologists (Robert Gunther, Gerhard Kubik, Artur Simon), made important contributions to African musicology.

Parallel developments took place in the United States from 1950 onward, for academic interest in African music had been generated by the work of anthropologists of the earlier decades (like Melville Herskovits), of collectors of African music (like Laura Boulton), and of the results of expeditions to Africa, such as the University of Chicago expedition to Liberia, 1930-1931 (in which George Herzog, who had emigrated from Germany to the United States, participated), and the Marshall expedition to the Kalahari, in 1952-1953.

African roots of jazz became an issue, and as scholars questioned the traditional assumptions and approaches of comparative musicology, new approaches to the study of non-Western music were developing. In 1955, the Society for Ethnomusicology came into being—an event that in several institutions gave new impetus to the establishment of programs in ethnomusicology and to the initiation of fieldwork by American scholars and graduate students in different parts of Africa, notably in Central Africa, East Africa (Tanzania, Uganda), Southern Africa (South Africa, Zambia, Zimbabwe), and West Africa (Gambia, Ghana, Liberia, Nigeria).

American Africanists of 1950-1960 included two of the founding members of the Society for Ethnomusicology: Alan Merriam, who worked mainly in Central Africa; and Willard Rhodes, who did his initial research in Zambia and Zimbabwe, and later worked in West Africa (principally in northern Nigeria). Those who followed included Lois Anderson (Uganda); Fremont E. Besmer (Nigeria); Max Brandt (Nigeria); Roxane Connick Carlisle (Sudan); Nicholas England, who worked with the !Kung and other societies in Southern Africa (1958-1961), and later with the Anlo-Ewe of Ghana; Roderic Knight (Senegambia); Norma McLeod (Madagascar); and Darius Thieme (Nigeria). The number of active scholars increased considerably after about 1970.




Recording and documentation

The stimulus for fieldwork in the colonial period and the period of great transition also came from fields other than musicology. The goals of folk musical study and music education led several scholars from the periphery of musicology into the heart of musical fieldwork.


Hugh Tracey (1903-1977)

The chief of these, Hugh Tracey, viewed African music primarily as an artistic heritage to be shared, preserved, and promoted. These goals, which Merriam considered tangential to the purposes of ethnomusicology (1963:206-213) were central to Tracey’s research, since fascination with the African songs and tales of southern Africa impelled him into musical research.



No single individual has collected as much African music over such a vast territory as did Hugh Tracey.





The methods of Cecil Sharp and his assistant, Maud Karpeles, provided Tracey with an intellectual model. Two eminent composers—Ralph Vaughan Williams and Gustav Hoist, who appreciated the contribution that systematically collecting African music could give to the world of music—offered encouragement and advice, reassuring Tracey that his objectives were worthwhile. With the support of the Carnegie Corporation and the Nuffield Foundation, he embarked on research with the Shona of Zimbabwe—an experience that gave him the practical tools he needed to plan and execute the music-research scheme with which his name is associated.

Writing about his fieldwork and the materials he first published as the core of his African Music Research Transcription Library (which he hoped would be acquired by overseas libraries, archives, and broadcasters), he wrote that most


records in this library have been recorded out in the country, in the villages of the various tribes. Others have been found in municipal locations, mines and industrial compounds, missions and schools. They have been recorded on the latest types of high quality machinery by our field recording unit. High fidelity recording equipment is essential owing to the special difficulties associated with reproducing percussion sounds such as those of the drums and xylophones, of which so large a proportion of African music is composed. No effort has been spared to make these records of African music as effective as any studio recordings elsewhere.

The standard of performance, though outstanding and vital in most cases, reflects the general run of performances by common people. In a country of such vast distances and poor communication, it is not always possible to trace down those individuals who have the highest reputation for performance in any one type of music, though we have done so wherever we were able.

At this stage in our research into African music, it is more important to record a wide cross-section of the music of the people in the knowledge that the stimulus given to the artists of the various tribes should itself produce still better performances in future. Bearing this in mind, we have included in the library a number of records which were sung and played by artists of the second rank, by old people, or by children. The material which they offered was of far greater significance than their own ability to perform satisfactorily.

Students of African music have thus been given a range of recordings, wider than that which, in the normal run of record publications, would have seen the light of day. A few re-recordings from our own library taken privately many years ago, having special musical virtue, have also been included in spite of occasional background noises and minor technical faults, as we considered that the interest of the music itself was worthy of permanent reproduction for reference and study. (1960:6)



Despite textual infelicities, I have quoted this statement extensively because it gives a good picture of the goals Hugh Tracey set himself, and the kinds of decisions and compromises he had to make at the initial stages of his fieldwork, when, because the aesthetics of the music he recorded had not been investigated, he could not afford to be choosy.

No single individual has collected as much African music over such a vast territory as did Hugh Tracey. Though he produced a few significant works, such as a study of Chopi musicians (1948a), collections of song texts (1948b), descriptions of dances (1952a), and reports on the state of music in Bantu Africa (1929, 1948c, 1949, 1950, 1952b, 1954b, 1957, 1961), he seemed to have been more concerned with what ethnomusicologists regard as primary research, involving activities such as recording, collecting information or background notes on recordings, identifying the music makers (so they could receive credit, especially on broadcasts), observing and cataloguing instruments and the process of their manufacture, assessing their tuning, taking note of what African musicians sang about, how they dressed and danced—in short, with information that could be documented, catalogued, and published with perceptive commentaries. For as he pointed out,


African music without a reference library must necessarily remain the toy of any prejudice which stalks the countryside and at the mercy of those varieties of cant which so frequently bedevil African studies. The first essential towards a proper classification, and therefore, a fuller understanding of the humanities behind the special form of music, is the continual collection of a representative selection of African composition by the most practical means at our disposal, phonograph recording…. The second essential is the spread of information through the publication of the results of all work on African music. (1954a:7)



In addition to recording music, Tracey's experiences convinced him that contributions in the form of factual data to an “uncharted field” like African music could be made by a wide range of Westerners visiting or residing in Africa—educators, social workers, missionaries, administrative officers, choreographers, musicians, linguists, and other scholars specializing in African studies. As far as he was concerned, contributions to the knowledge of African music (from whatever perspective) and reports on musical activities should be welcome. Unlike some of his Western colleagues, he was not committed to any particular school, theory, or method. Nor did he, like Alan Merriam, feel the need to make a clear-cut distinction between the musician as artist and the musician as scholar, for musicologists must constantly integrate objectivity and experience.




The African Music Society

With Winifred Hoernle, in 1947, to bring all fieldworkers and interested people together in the hope that their support of African music would lead to widespread recognition of the integrity of African music, and that their collective contributions would similarly lead to pan-African recognition of distinctive African musicality in education (Tracey 1966—1967a:5), Tracey founded the African Music Society.

As Tracey saw it, the research of members of the society would be development oriented. It would be their task to work toward the discovery, analysis, and “appraisement of the virtues of African music,” or as he put it earlier, the discovery of “the disciplines and foundations of African artistry for future generations to build on” (1963:5).

To ensure the existence of a forum for news and articles of all sorts on African music, he in 1948 founded and edited a newsletter, replaced in 1955 by the annual journal African Music. What started as the African Music Transcription Library of Gramophone Records eventually became the International Library of African Music, with John Blacking its first resident musicologist.



In 1966, Alan P. Merriam listed seventy-one companies and organizations involved in processing and distributing long-playing records “designed primarily, but not exclusively, for the non-African market.”





Paradoxically, the list of the members of the African Music Society published in 1954 shows that the society was a network of people of Western heritages—musicians, scholars, administrators, governors, and European settlers in Africa, plus musicians, musicologists, folklorists, and anthropologists in Canada, Cuba, Europe, Mexico, and the United States. Only five of 211 members were Africans; more than 40 percent were southern Africans who had no ethnic affinity with African music.

To compensate for the imbalance in the membership of the society, Tracey tried to arouse general African enthusiasm and support for indigenous music. He encouraged the formation of African music clubs. He lectured wherever he could. He urged his African assistants and others to contribute to the newsletter and journal, instituted awards for African musicians, and sponsored the publication of a monograph on Yoruba music (Phillips 1953).




Other researchers and recordings

It was not only Hugh Tracey who gave priority to systematically recording, cataloguing, and publishing phonograph records of African music, or even studying African music as an object of aesthetic and educational interest. Intensive research and better awareness of the nature and scope of relevant background information led increasingly to the publication of the recordings of other field workers as sources of new musical experiences or musicological documents. For records, the visual accompaniment of notes or illustrated booklets became a tradition that some commercial record companies—like Folkways Corporation, which provided outlets for publishing selections from the recordings—pursued vigorously. French companies and organizations—like SORAFOM (Societe de Radiodiffusion de la France d'Outre-Mer, founded in 1956), and its successor OCORA (Office de Cooperation Radiophonique, established in 1962), operated along similar lines.

In an annotated discography, African Music on LP (completed in 1966, published in 1970), Merriam listed seventy-one companies and organizations involved in processing and distributing long-playing records “designed primarily, but not exclusively, for the non-African market.” In Merriams estimation, more than 1,050 such records were available, in addition to the wealth of unpublished tape recordings in private collections and archives—a situation that led Alan Lomax to describe Africa as “the best recorded of continents” (Lomax 1968:xvi).

Another important area that has engaged the attention of Western scholars and writers is the cataloguing and documentation of musical instruments and art objects used in dancing. Many museum collections in the Western world, contributed by colonial governments and private collectors, often include older specimens and greater variety in geographical coverage. Such collections have encouraged measurements of tunings (however faulty) and systematic classification and distribution studies, such as the early series published by the Tervuren Museum (Boone 1936, 1951; Laurenty 1960, 1962, 1968, 1974).




Theoretical perspectives

Since classified and catalogued reference materials are important for advancing knowledge, particularly in a field maintained largely by oral tradition, scholars attached to museums and research institutes took these basic activities seriously. In addition to providing factual information and accounts, Western scholars have been interested in analyzing, describing, and interpreting such data and the implications of these and aspects of their fieldwork for theory and methodology.

In the work of scholars of the comparative musicology era, the value of such materials was seen in relation to general problems of history and the evolution of music, especially the possibility that lacunae in the ancient history of music in general, and Western music in particular, could be filled by appropriate methods of historical reconstruction with materials from the non-Western world.

However, as a result of the expansion in fieldwork and increased sensitivity to the relationship between music and culture, plus the need for intensive synchronic studies, Western perspectives on African musicology have broadened since the late 1960s. The evolutionary approach of comparative musicologists, for whom Africa represented a stage in the supposedly linear evolution of music, has been supplanted by interest in the history of music in Africa itself. New approaches to the problem of the historicity of music in African cultures are being explored, for developments in African historiography have demonstrated that limited application of distributional and other criteria and the use of historical evidence from documentary and oral sources, plus the findings of other disciplines (such as archaeology and linguistics), can provide a basis for reconstructing the history of music in precolonial Africa.

Much of Wachsmann’s work was devoted to the study of “history in the making.” Documentary sources, and musical instruments as repositories of stylistic and historical data, engaged his attention. In 1962, interest in developing a historical perspective in African music led him to organize a symposium on music and history in Africa at the Royal Anthropological Institute, London (Wachsmann 1971). Similar responses to developments in African historiography can be seen in the works of other scholars, such as Alan Merriam, who concerned himself with methodological issues involved in historical reconstruction (1967), and A. M. Jones, whose work on Indonesia and Africa (1964) raised controversy because of the seeming randomness of some of its supporting data.

In addition to historical studies concentrating on the precolonial era, the study of acculturation in music (begun at Northwestern University because of the stimulus provided by Herskovits's work) has received attention since the 1980s. Research into music in urban centers, plus the new types of popular music flourishing in Africa, begun on a small scale in the 1950s (Rycroft 1958), is being undertaken by the younger generation of Western scholars, for the idea (once prevalent among musicologists) that only “authentic” forms of traditional African music are worth studying because they are “outside of Western civilization” is no longer widely supported.

Interest in history and the study of music in culture has not diminished the traditional Western preoccupation with the technical aspects of music. Transcriptions and analytical descriptions of songs, drumming, and the music of instruments such as flutes, harps, harp-lutes, lutes, mbiras, musical bows, and xylophones have been attempted, for “to know what African music is really like,” one must proceed by taking the step that “will lead to the heart of it”—producing a body of transcriptions that “would enable a student to understand the principles and techniques of African music,” producing “reliable scores” for musicians to “see what African music is like” (Jones 1959). Jones set himself the goal of reducing “the intangible, evanescent coun-terplay of rhythms in African dance” to objective, stable, and visible forms”—goals pursued by scholars.



If from musicological methodology and theory Western scholars eradicate the vestiges of Eurocentrism, they can make greater strides toward developing perspectives on African musicology that are truly Africa-centered.





Though scholars now recognize the importance of such goals, they are giving more attention to the cultural analysis of African music than Jones could do in his laboratory in London, where he worked with a master drummer, acting as principal respondent. The integration of transcription, structural analysis, and cultural data can be more readily done by scholars who have observed and recorded music in the field, for they can find correlations between music and context, including details of performative techniques, voice leading in polyphonic styles, and the interrelations of music with movement and ritual (Blacking 1965, 1969; Knight 1984; Koetting 1984). Aware of the advantage of the field, Jones expressed the hope that other scholars would continue from where he left off (1959:9).

Scholars are also interested in the terms and concepts used by African peoples to refer to their music, musical instruments, categories of musicians, and social contexts of performance. Some scholars have provided comprehensive glossaries of such terms, or have used them in historical studies (Ames and King 1971; Hause 1949); others have drawn on them in inquiries into aesthetics and the formulation of the theoretical principles of African music, or have used them as part of a framework for analyzing and interpreting musical occasions and events (Kauffman 1969; Knight 1984; Stone 1982). Because of the insight that indigenous terms provide, scholars are more cautious in their use of Western terms and descriptive categories than they were in the 1960s.

The integration of objectivity and experience has also concerned some Western scholars, for the idea that ethnomusicologists focus on music as an object of analysis, and not with music as an art and a creative experience, is not wholly accepted by scholars with backgrounds in composition and performance. Many scholars are continuing their studies of African music from where the scholars of the comparative musicology era left off; these include Lois Anderson, Roderic Knight, Gerhard Kubik, David Locke, and Andrew Tracey, who base their transcriptions and interpretations of African music on their practical knowledge of the performative techniques of the instruments they deal with. Other scholars are trying to refine theory and the interpretation of African music on the basis of their experiences as students of performance in some African traditions, such as Shona mbira or Dagomba and Ewe drumming (Berliner 1978; Chernoff 1979); some of them want to share in African musical experiences, and to make performance not only a tool of research (as Percival Kirby suggested in the 1930s), but also a source of aesthetic experience.

In the 1980s, interest in the technical and humanistic aspects of music began to broaden the scope of organology in African musical studies. Scholars did not limit themselves to the superficial description of materials, design, and construction, or to descriptions based on existing systems of classification. They also explored instrumental technologies, tuning systems, playing techniques, histories, and related issues (Tse and Kimberlin 1984; Woodson 1984).




Eurocentrism

What seemed to have been lacking among Western ethnomusicologists with field research interest in Africa was not sensitivity to theoretical and methodological issues, for several Africanists—Blacking, Merriam, Wachsmann—made a significant impact on the theoretical orientations of ethnomusicology (Nketia and DjeDje 1984).

What was lacking was a sense of the importance of Africa for its own sake. With the best of intentions, musical researchers labored under assumptions that had remained as Eurocentric survivals, vestiges of the colonial era, in which scholarship was the exclusive concern of the West, while other peoples and cultures merely provided laboratories for research. If from musicological methodology and theory Western scholars eradicate the vestiges of Eurocentrism, they can make greater strides toward developing perspectives on African musicology that are truly Africa-centered.

When we take the writings of Alan Merriam, a scholar who—through assiduous compilations of bibliographies, discographies, book and record reviews, and papers on theoretical and ethnographic issues—did much for the study of African music, we find that because he took his role as interpreter seriously, he seemed nearly always to address himself exclusively to Western audiences, for he was preoccupied not only with breaking down Western myths, prejudices, and false notions surrounding African music (Merriam 1957), but also with the need for examining or testing the cross-cultural validity of what he describes as “Western conceptual terms,” such as “products which Westerners define as art,” or “the conceptualization which Westerners call aesthetics.” His essays contain statements or observations using Western frames of reference. The number of collocations with the descriptive term Western and Westerners reflects the Eurocentrism of his approach to the exploration of conceptual fields. Here are some examples from his posthumous collection of essays on African music (1982): “Western observer” (64), “Western listener” (84), “Western functions of music” (68), “Western rhythmic assumptions” (79), “Western concepts” (80, 85), “Western terms” (113), “Western influence” (82), “Western standpoint” (95), “music as it is known in the Western world* (126), “connotations to Westerners” (126, 136).

While it cannot be denied that because, as Bruno Nettl puts it, “one is perhaps unable to absorb new information about a musical culture except by making implicit comparison to something already known” (1974), cognitive ethnocentrism has some positive values, excessive dependence on this or the “validation method” of comparison leads to a lopsided view of African musical cultures. A cross-cultural comparison of concepts held by different African societies would be illuminating and even more valuable for establishing African typologies or consensus than a comparison of the concepts of individual African societies, like that of the Basongye, with those of the West.

Merriam was not alone in holding this stance, for in the 1970s, providing information of all types about African music and musicians for Western readers, demonstrating the subtleties of this music to Western musicians, or devising notation that helps Western readers approach African music with little or no interference from the cognitive systems of their own musical culture and performative habits remained common preoccupations of scholars eager to share the African experience with those who have little or no knowledge of it, or with those who have difficulty relating to it. There will always be a place for informing the public, a place for cognitive ethnocentrism as an approach to knowledge, and the reactive approach, which responds to Western assumptions and biases.



It seemed natural that the stance of most Western scholars and collectors—even those who resided in Africa—should mostly favor institutions, readers, and the public in their home countries.





It seems to me, however, that such approaches belong to the era in which the primary concern of musicologists was with Europe in the wider world, the era in which the search for historical, conceptual, and formal linkages and differentiations were primary goals, or the era of Western assertiveness in which scholars (like Jones) felt it necessary to present their observations and theories through a series of arguments and demonstrations intended to forestall all possible objections that ethnocentric or skep-tical readers might raise. In the search for African values, African musicology can afford to be more positive and objective, for there is greater openness to what insights Africa itself can offer than was the case before. One goes to the field, no longer as a master and teacher (as in the period of colonial development), but as a student, eager to learn from master musicians and other carriers of musical traditions. Current trends in African musicology pursued by Western scholars who recognize the integrity of other cultures are therefore reassuring, not only in data and reference materials, but also in the search for a framework of analysis and interpretations that would reflect African aesthetic and cultural values in music and related arts.








The Challenge of Sociopolitical Change

Though the colonial environment facilitated fieldwork and the accumulation of data on African music, it did not encourage the reciprocity that we expect of scholars, for there was no question about the legitimacy of Western researchers’ fieldwork, since the principle and practice of studying other people's cultures had long been recog-nized and established. Institutional support for such research was available overseas, while avenues for scholars’ interaction were provided through journals and membership in scholarly organizations or educational enterprises. These provisions, which strengthened African musicology in the West, were lacking in Africa during the colonial period.

A similar picture emerges when we turn to collecting. Most collectors did not have qualms about recording and publishing samples of traditional African music for Western markets. Copyright in folklore enjoyed no legal protections; and because colonial dependencies were not nations, but aggregates of “tribes,” the notion that the music of traditional societies in a given territory could constitute a national heritage had not come into prominence. Africa itself seemed to have no need for such recordings, and in any case it lacked the resources to record and document its own music. Companies that published recorded materials for African markets paid more attention to new forms—popular music!—which had wide support in contemporary societies, for traditional music was not commercially viable.

It seemed natural, therefore, that in the colonial period, the stance of most Western scholars and collectors—even those who resided in Africa—should mostly favor institutions, readers, and the public in their home countries. Until the situation in Africa itself changed, or a substantial body of African scholars and a readership for publications on African music emerged there, scholars and collectors felt no need for changing their focus. Consequently, the enthusiasm with which they reported on the musical scene in Africa, or the eagerness with which they built up private collections of recordings, or deposited their materials in archives (or gave them to commercial publishers) was not matched by a similar concern for audiences and institutions in the places where they had worked.

This situation was not peculiar to colonial Africa, for, as Alan Lomax observed, most scholars of the 1960s were working to publish books and articles that, “like a good deal of research, have often been of more benefit to the researchers than to the people whose lives they closely concerned” (1968:9). Except among teachers, missionaries, and musicologists committed to education and development in Africa, and particularly attached to the countries where they worked, what we now regard as a moral or ethical issue was not then held to be so.

The political changes that took place in the 1960s introduced new factors into African musicology. These factors called for a new reciprocity between Africa and the West. Whereas in the colonial period outsiders saw Africa as a place from which to extract data, the new situation required them and their successors to see themselves not just in terms of what they might take back to Europe and America, but also in terms of the value that such data might have for Africa itself, then in the process of rediscovering, reinventing, and reasserting its own cultural values.

As a consequence of these changes, the open-door policy of colonial governments was curtailed—an action felt by field workers who had previously had unlimited (and often virtually free) access to music and musical life in African societies. In a footnote to an editorial in African Music, Hugh Tracey referred to experiencing “considerable difficulty” in getting adequate amounts of publishable data, owing to what he described as “the increasingly disturbed political situation throughout the continent,” which, in many territories, had hindered or blocked his work (1963:5).

Since the primary challenge of political independence was national development in all spheres of life, African musicology and its basic activities were to be seen as areas of particular significance to cultural development, able to benefit from international collaboration. To ensure that copies of materials such as tape recordings would be deposited or sent back to the country with any relevant publications, theses, or dissertations, governments set up regulations to enable specified official bodies to identify visiting researchers, and to encourage them to collaborate or keep in touch with appropriate local institutions.

While some scholars interpreted this move as merely a requirement of their professional ethics, others welcomed the opportunity of making a contribution, however small, to the African awareness of the African heritage. In addition to depositing materials, some scholars (like Gerhard Kubik) tried to share the outcome of their researches through lecture tours, while others accepted African governments’ invitations to record and document their national musical cultures; these included Herbert Pepper (who worked on the national aural archives of Senegal), Simha Arom (who over an extended period worked in the Central African Republic), and Jim Rosellini (who set up the visual and aural archive of Upper Volta, now Burkina Faso).


Discographies

In addition to individuals’ contributions, some institutional responses to the new political situation emerged in the capitals of former colonial powers, which began to see cultural development as an area for technical assistance.

Within Radio France Internationale, departments and national institutions of the French government established an office of electronic cooperation (Office de Cooperation Radiophonique) and later a center of African documentation (Centre de Documentation Africaine) for compiling distributional discographies of traditional African music. In view of the role taken by new African music and pop music in urban musical life, one of the aims of the project was to contribute to the preservation and dissemination of traditional music.



Hugh Tracey directed his editorials not only to musicologists but also to urban Africans “on the brink of cultural genocide” because of their neglect of their indigenous music.





Conceived as country profiles of traditional music and dance, the discographies provided not only a catalogue of recordings, but also information on the state of musicological research and documentation in each country. Accordingly, the plan for the volumes included introductory essays on historical backgrounds, institutions concerned with music and music research, bibliographies of music and dance, relevant ethnographic works, catalogues of musical instruments, filmography, expositions on selected topics of musicological interest, lists of ethnic groups and performers, and the subject matter of the recordings. Profiles for all Francophone countries were projected. The first two, devoted to Mali and Upper Volta, came out in 1978. By 1982, nine of them had been compiled and published. The discographies incorporate those of Merriam, Tracey, and locally available sources.

Though in the 1960s the idea of preparing discographies of what had already been accumulated seemed all right as an immediate step, the pace of change suggested a different strategy to Hugh Tracey, whose field collecting made him more forward looking than backward looking, for he was more concerned with what had not been recorded (and might be lost forever) than with what had already been recorded and documented. In his view, what Africa needed was not reciprocity on the part of Western scholars and collectors, but their direct involvement in local research and education:


One criterion which must certainly predominate, and not only in music, is that of relevance to Africa. Without this, non-African research in Africa will have to be seen as mere collecting, not giving.

Of all the books and articles written about African music, one wonders how many are of use, or in use, in Africa. (1972:5)



Relevance, in Tracey’s terms, thus meant writing texts designed for African audiences, texts that could be used in African schools and colleges, texts like his Ngoma Graham Hyslop's Since Singing Is So Good, and Cootje van Ovens work on the music of Sierra Leone, designed as a sourcebook for teachers (Tracey 1948b; Hyslop 1964; Oven 1981). While music educators resident in Africa naturally respond to the needs of Africa, one cannot expect every scholar to be a textbook writer, or even to address pedagogic issues. The primary task of African musicology is to provide musical knowledge (Nketia 1970a).

Tracey believed, however, that for contributions to knowledge of African music to be relevant, a change of theoretical stance was required. He believed that what he and his collaborators were doing was what African musicology needed:


The expounding of the theory of African musical techniques to non-Africans will continue to have an exotic and intellectual virtue, as well the teaching of non-African music to Africans. The heart and soul of the matter on this continent is more direct. It is to find a body of articulate men and women… who will undertake the discipline of actual performance and have the ability to convey their knowledge to Africans in terms related to African instruments, modality and circumstances. (1966-1967a: 5)



The use of performance as a tool of research was nothing new in African musicology or ethnomusicology. Its rationale, long defended by Kirby, was accepted by Hood and explored by his students.

Tracey directed his editorials not only to musicologists (with whom he disagreed on goals and emphasis), and to scholars pursuing the study of African music “as a means of acquiring merit in the intellectual world of the universities” (as he put it), but also to urban Africans “on the brink of cultural genocide” because of their neglect of their indigenous music.


The Codification and Textbook Project

To remedy this situation, Tracey in the late 1960s proposed a plan, the Codification and Textbook Project. Covering all of sub-Saharan Africa, it would

	establish “accepted and local terms suited to African phenomena”;


	confirm that “the many forms of African music scattered throughout the continent are integral parts of a distinctive culture of historic validity”;


	bring “deep satisfaction to African musicians of the future in having their own poetry and musics culturally recognized for their intrinsic merit as never before”;


	demonstrate that the study of African music is “far from being a study of obsolete phenomena,” establishing “the virtue of continuity of their artistry—a prime consideration for all civilized persons”; and


	help Africans realize “their personality through their music, so that they may be a more fulfilled people.” (Tracey, Kubik, and Tracey 1969; see also Tracey 1966, 1966-1967b)



To achieve these results, the goals of the project would be “to discover the practical basis of the music of this continent, and expound it in terms of its usefulness and comprehensibility in Africa.” This Tracey planned to achieve by compiling a so-called tome, containing in several volumes “classified information on all aspects of African music,” and then by producing a textbook, “of authoritative statements on the pattern of ideas behind indigenous styles of music” to bring “the subject naturally into the realm of African education” (Tracey, Kubik, and Tracey 1969:6).

The plan would cover a period of ten years. In the first five years, teams in each country would collect data, aiming to get one recorded item per 10,000 people; in the second five years, experts would analyze the collected materials, prepare samples for the tome, and write the textbook. The International Library of African Music, based in South Africa, directed by Tracey himself, would be the principal coordinating body, the central depository for all the recordings, responsible for publishing the tome and the textbook.



The period 1920-1950 was when African awareness of the need for studying and interpreting the African heritage of music began.





An extension of Tracey's mode of operation and his concept of fieldwork and musicological investigation, this plan raised conceptual and methodological problems for some ethnomusicologists, to whom the separation of fieldwork and writing, and the lack of a conceptual framework for the collection of data, seemed anachronistic. So was the idea, once popular in folk-musical research, that one could do satisfactory fieldwork by reading a pamphlet, “Practical Suggestions for Field Research.”

Similarly, educators had problems with the idea of textbooks that would be written in a vacuum by experts browsing over data, while others were skeptical about resuscitating the colonial idea of books for Africa written by foreigners—for even though the stated intention was to involve qualified Africans in the project, many African countries clearly did not have scholars who could participate fully in it. To plan a textbook for independent Africa in the hope of enlisting the collaboration of graduate students from overseas universities did not seem like a progressive step to take at that time. The project was paternalistic and premature. It did not materialize.

An alternative to the project seemed to be

	to intensify the documentation of existing materials, in both public and private collections, and to make them accessible to all scholars;


	to train African musicians and scholars to undertake the writing of textbooks and other materials, taking into account their national needs, values, and aspirations; and


	to foster interaction and collaboration among African-oriented scholars.






Dialogue with African musicians and scholars

Another problem that surfaced in the 1960s was the gap (created by inadequate interaction and dialogue) that had developed from the colonial period between Western musicians and scholars and their African colleagues, and the failure of many Western scholars to recognize that Africans’ roles in scholarly research and national development were changing.

The period 1920-1950 was also when African awareness of the need for studying and interpreting the African heritage of music began. Because of the politics of colonialism, no interaction occurred across the continent—between the pioneers in West Africa and the resident musicologists in South Africa, Uganda, and Zambia. Such was the state of affairs in 1953, that Tracey, reporting on folk music in Bantu Africa, could say to the conference of the International Folk Music Council at Biarritz that


it is only because we have found that the African is pathetically incapable of defending his own culture and indeed is largely indifferent to its fate that we, who subscribe wholeheartedly to the ideals of our International Council, are attempting to tide over the period during which irreparable damage can be done and until Africans themselves will be capable of appearing at our conferences as well-informed representatives of their own people. (Tracey 1954b)



Yet twenty-seven years earlier, George Ballanta had represented Africa at the conference of the International Missionary Council in Belgium, where he had lectured on African music. The secretary of the conference acknowledged that Ballanta had made “a name for himself by his researches in African music” (Smith 1926:26).

The apparent lack of interaction continued in the 1950s, for the initial stimulus for academic research in music came from the academic environment of African universities, not from programs in ethnomusicology in the United States.

It was during the 1960s that African musicology in Africa and abroad began to converge—a process that continued in the 1970s, as more Africans received musical training, and as travel grants enabled the older generation of African scholars to keep in touch with international scholarship in music, and more especially with the work of Africanists—a development that Wachsmann welcomed because “the gap between Western musicology and music in Africa seemed about to be bridged in many places.” He found it “fascinating to watch the change in the African role come about, to see history being made,” for


until not so long ago, African performers and listeners alike were cast into a passive role: they were “objects” on which Western attention and curiosity could focus. Now their role is active. One expects them to make clear and confident statements and to be thoughtful participants and initiators in everything that touches on the arts in their culture. (1966b:62)



The change of role described by Wachsmann was viewed with ambivalence by some Western ethnomusicologists, including leaders in the field. Writing in the mid-1960s, when African participation in musicology was becoming evident, Bruno Nettl observed that the consensus among ethnomusicologists was that


ethnomusicology is, in fact as well as in theory, the field which pursues knowledge of the world's music with the emphasis on the music outside the researcher's own culture, from a descriptive and comparative viewpoint. (1966:11)



In other words, African musicology pursued by Africans could not properly be considered ethnomusicology, but the study of this music by an outsider (such as Merriam) would qualify as ethnomusicology because the field of research would be “outside the researchers own culture.” According to Nettl, the justification for this emphasis on “other” cultures was that “only in studying a culture foreign to himself can a scholar muster sufficient objectivity”—an assumption that invalidated not only the work of Western scholars who studied music in their own environment, but also the work of their colleagues who studied Western society and culture. Nettl believed, nevertheless, that “many would surely deny that studying one's own musical culture is ethnomusicology at all” (Nettl 1966:70).

Writing earlier, Merriam had similarly described the ethnomusicologist as


the outsider who seeks to understand what he hears though analysis of structure and behavior, and to reduce understanding to terms which will allow him to compare and generalize his results for music as a universal phenomenon of man's existence. (1964:25)



This preoccupation with the outsider seemed to make what Nettl described as “the emergence of many scholars from the non-European societies whose main aim is the study of their own cultures” something of a problem, for “this inevitably puts ‘the field’ into a different perspective.” However, since studies of Japanese and African music had “become perfectly acceptable to Western musicologists,” he referred to the study of ones own musical culture as “this newest branch of ethnomusicology,” even though European scholars had long been studying the folk music of Europe.



What is significant about African scholarship is not what it obviously owes to the West, but what it is able to give back in knowledge and insight as it is shaped by the environments in which it operates.





Though insiders’ participation in a scholarly field hitherto regarded as the preserve of outsiders seemed to have caused immediate concern, it did not take long for this to be resolved by legitimizing fieldwork undertaken in the Western environment by Western scholars, for as Nettl again pointed out, current ethnomusicology was not the study of non-Western music, but “the study of music in culture” (1982). What makes a study ethnomusicological was no longer the geographical location of the fieldwork, or who did it (insider or outsider), but the scholarly approaches used.




Scholarly competence

Another issue of concern to Western scholars was scholarly competence, for the works of non-Western scholars had to be “perfectly acceptable to Western musicologists.” In the 1950s, when three monographs written by African musicians came out, Merriam observed that they were worthy of attention because “they are works by Africans speaking of African artistic traditions,” and “such writing has indeed been rare in the past” (1956:290). However, unhappy with scholarly pitfalls in two of the books, he warned that “scholarly standards have been established in the Western world, and whether we like it or not, African writers are going to be judged by those standards when they venture into a scholarly field.”

Speaking in a different context to an African audience, John Blacking reminded those present of the importance of scholarly standards and the need for acquiring the discipline of a field of study—requirements that one expects to find in both Western and African musicians who venture into the field of musicology. He observed that


though by virtue of birth in a particular culture a person has certain essential qualifications to understand its music, it by no means follows that these qualifications are sufficient. For example, only a fraction of the thousands of Europeans who have disseminated European music in Africa are able to write down the sounds they hear without recourse to a piano, and still fewer have understood the first thing about the structure and cultural origins of the music that they have taught, though all of them have had the advantage of being reared in European cultures.

Similarly, though Africans may best be able to appreciate the immediate social meaning of their music, it by no means follows that they are able to write about it with authority unless they adhere to certain standards of scholarship which apply to musicological research anywhere in the world. (1966:39)



In addition to the issue of scholarly competence, uncertainty lingered about how the contributions made by non-Western scholars might differ from those made by Western scholars. At least two panel discussions on this issue were held at conferences of the Society for Ethnomusicology. Panelists tended to assume that some scholars invariably approached the music of their own cultures with the same assumptions as those held by their Western colleagues. While their Western colleagues could be original and imaginative, for example in their invention or use of notation, African scholars seemed to “have had a long conditioning to the usage of Western notation,” to the point of not readily endorsing suggestions for other systems, like cipher notation (Hood 1971:100).

It was perhaps the thought of such conditioning that led Merriam to say Westerners and Western-trained Africans formed a single category (1982). I believe, however, there is some truth in Jean-Paul Sartre's assertion:


A man can always make something of what is made of him. This is the limit I would today accord to freedom: the small movement which makes of a totally conditioned social being someone who does not render back completely what his conditioning has given him. (1970:22)



What is significant about African scholarship is not what it obviously owes to the West, but what it is able to give back in knowledge and insight as it is shaped by the environments in which it operates.

It was precisely this concern that drew those who were not part of Nettl's consensus to African writings so they could find out what Africans might have to offer when they became interested in knowledge about themselves and their cultures in response to their own consciousness of identity and awareness of their relationship to the wider world, for as Wachsmann pointed out,


though one may not exchange one's own musical condition for that of an African colleague's simply by adopting his fashions, the dialogue with him adds new dimensions, new insight to one's own musical equipment, and this relationship works both ways. (1970:128-151)



Wachsmann's response to African scholarship encouraged Western initiatives in setting up a forum for positive dialogue.




Dialogue between African and Western scholars of African music

Of the events that resulted from this dialogue, two deserve mention. The first is the organization of summer sessions of lectures, seminars, and workshops in African music in an African university for American students, scholars, and educators who made a special trip to study with African professors, instrumental teachers, and dancers (Pantaleoni 1968:68). In the years that followed, the enrollment of Western students in the regular course of that university, or as associate students, became routine. African music could now be studied not only in Europe and America (as before), but also in Africa itself. In the spirit of scholarly interaction, the acceptance of visiting professorships or lecture engagements in Africa by Western scholars provided further opportunities for dialogue.

The second event was the hosting of the sixteenth annual conference of the International Folk Music Council in Ghana in 1966—an event that signified not only Africa's readiness to participate in international scholarship in music, but also the wider world's recognition of the need for changes in orientation that would broaden the international dimension of musicology and facilitate intercultural dialogue and communication. It was the first time the International Folk Music Council had met outside Europe and the United States.



Collaboration now extends beyond field situations and conferences to projects involving research, preparing texts, cataloguing materials (including instruments), and writing.





What these events (and others) suggested was that African musicology of the future would continue to draw its stimulus from ethnomusicology, folklore, and cognate disciplines, and that the primary activities of folk musical research would be an integral part of African musicology. The recording, documenting, classifying, cataloguing, preserving, and promoting of traditional music would receive as much attention as investigations into theoretical issues raised by the music and its sociocultural context. It is indeed this prospect that has encouraged African governments and cultural institutions to support African musicology as one of the fields of study that can contribute to cultural development in contemporary Africa.

Much more scholarly interaction between Africa and the West has taken place since the events of the 1960s. The participation of ethnomusicologists from the non-Western world is no longer a subject of debate, for the change in stance resulting from this has contributed to some extent to the search for “emic” values. As Maurice Freedman pointed out,


there has been a tendency partly to disengage the study of non-European music from the framework established within Western musicology… [and] one stimulus for this development has been the emergence of a body of scholars within the “new” nations who, in studying their own music by the basic methods devised within the Western tradition, yet bring to their work a view from the inside. (1978:60)



As a result of this change in orientation, some scholars now plan their fieldwork in consultation with local institutions so they can participate in their overall research or teach while doing fieldwork. Many African institutions, being bimusical, benefit from the input of ethnomusicologically trained musicians sensitive to situational issues in the way some African musicians act as resources, or teach, or perform in the West while acquiring the conceptual tools and discipline they need for their own work.

Collaboration now extends beyond field situations and conferences to projects involving research, preparing texts, cataloguing materials (including instruments), and writing. To establish African musicology formally as an area of specialization and scholarly collaboration, much remains to be done, but these trends suggest that a basis for this development already exists.








Challenges for the Future

The growth of a scholarly discipline depends not only on the quality and scope of the materials it deals with, but also on the extent to which its theories and methods are progressively refined in the light of new data, solutions to problems, and advances in knowledge contributed by cognate disciplines. These often go hand in hand with institutional support for research and related programs, an increase in the number and quality of scholars, and the conceptual cross-fertilization that results from scholars’ interaction.

The history of African musicology outlined in this review is a history of growth that has taken place since the 1920s almost simultaneously within and outside Africa, and which needs to be consolidated and expanded and, in certain respects, reoriented to enhance its further development as a field of international scholarship and cooperation. Many aspects of this history are complementary, for on the African side it is largely a history of growth in the number of scholars, in institutional development, and response to the pressures and challenges of the African environment and Western praxis, while on the Western side it is largely a history of expansion in documentation, changing perspectives, and differentiation in fields of focus relative to individual interests and backgrounds.

In retrospect the decade 1960-1970 seems to have been the most exciting period of all for music and musicology in Africa, for the events of the decade established a bond between the study of music as an art (approached from the viewpoint of its theory and practice) and music as a scholarly discipline and a focus of research. Because of this, the history of musicology in Africa is bound up with the institutional development for the study of the theory and practice of music, while the history of music, and musicology are an integral part of the intellectual and cultural history of post-colonial Africa.

Because of the importance Africans attach to cultural studies and cultural development, African musicology will probably continue to receive support from future generations of African musicians. The music of many societies remains to be studied in depth, but from national and pan-African festivals, the work of African radio orga-nizations, ministries of culture, and university institutions, accumulations of recorded data continue to grow. There will be room for both individual initiative and teamwork through which typologies of musical usages and features can be established, both for specific areas and subregions, and for the geocultural region as a whole.

A problem that musicology in Africa may have to face may not be just its lack of trained personnel, but also the lack of a reasonable balance between practical and scholarly goals, between the immediate requirements of cultural development programs and issues that may have no immediate application. More time and energy may be spent in recording music and collecting information for specific projects than in analyzing and writing up such materials, especially when the initial pressure of a dissertation or some other external pressure is out of the way. Alternatively, pressure from academic colleagues may lead an aspiring scholar away from the priorities of development to speculations on philosophy and aesthetics, or on theories of communication.

When scholars only look inward (and not outward), they run the risk of insularity inherent in regional specialization. Though African scholars have tried to minimize this risk by seeking formal links with international scholarship, it is important that this shows up also in the perspectives they bring, not only to African musicology, but also to musicology in general, for it is only when they deal with the implications of their findings for specific issues in musicology, or for the understanding of music as a cultural phenomenon and a worldwide art, that they can play an active role in the development of the discipline as a whole.


Narrowing the gap between communities

It is essential that what Wachsmann described as “the gap” between African scholars and their Western colleagues—a gap created by attitudes inherited from the colonial past, and by narrow definitions of ethnomusicology by scholars who still regard it as “a purely Western phenomenon” (Nettl 1983:9)—continue to be bridged though dialogue and collaboration, for the comparison of the topics covered by African writers and musicians since the late 1960s shows that concern for new approaches to history, acculturation, the study of new music, transcription, analysis, song texts, and terms used in African languages for musical instruments and performance, organolo-gy, and other areas of musicological investigation has become common in African musicology. The need for collaboration between African scholars and their Western colleagues cannot therefore be overemphasized, for African scholars and their Western colleagues may be studying the same musical cultures, observing the same events, and using the same teachers and respondents, though they may not always be asking the same questions or seeking solutions to the same problems.



The need for collaboration between African scholars and their Western colleagues cannot be overemphasized.





For the same reason, African musicology of the future must take full cognizance of the outcome of the investigations of scholars (especially in the Caribbean and Latin America) who deal with African and Africa-related materials, and vice versa. A few scholars specializing in musicology in Africa, such as Kazadi wa Mukuna and Gerhard Kubik, have carried their investigations farther into Latin America, just as some Latin Americans interested in African rituals have extended their investigations to relevant parts of Africa.

As far as Western praxis goes, the issues in African musicology, being both theoretical and practical, call for contributions to both areas. The disciplinary affiliations of scholars and their musical sensitivity, plus the nature of the African musical materials and the changing African scene, will always raise theoretical issues or problems of methodology and interpretation. It is important that African musicology in the West continue to respond to these, though they may not always be of immediate relevance to the practical issues of cultural development, or to the problems of meaning encountered by Africans in the contexts of music making.

Always critical of its own methods, Western musicology persists in approaching, in the light of new ideas, the ever-widening vision of humanity and the proper place of the West in the postcolonial world community. This mechanism will continue to shape African musicology in the West, as scholars become aware of the international dimension of their discipline. Ideas emanating from responses to the Western environment of African musicology may not only provoke discussion by Africans, but also stimulate ideas that may enhance the quest for an African-centered approach to African musicology, “the search after wholeness of vision” that Wachsmann (1970) believed characterized African musicology after the 1960s.

The practicality of music demands that Western scholars not lose sight of the implication of their study for other musicians, and for those interested in the cultural dimensions of music, for as Richard Schlatter points out (1965), humanist scholars not only analyze and describe, but reassess, reintegrate, rediscover, and make available “the materials and the blueprints” with which their “contemporaries can build their own culture.” Until the 1960s, “contemporaries” meant those in the Western world, but by the late twentieth century, Western musicians and scholars specializing in African musicology had learned that they faced a dual obligation—to Africa, and to the West. A matching obligation equally guided African scholars, for their discipline requires that they also deal with Africa in the context of a wider world.
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