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Focus of the research
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Audiovisual archiving project
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A positivistic model

A Knowledge is built up over time, and any time a researcher

knowledge finds something out that people didn’t know it is added up

to this model and knowledge keeps on growing

In a prositivistic model, knowledge
Is added up and is there forever
as a solid foundation

T

=

This model shows stability,
________________________ continuity|and consistency

)

time



A dynamic research model and mind-set on the transfer of knowledge

A group of experts within a research

>

Temporarily conversations

Space through space and time community determines what knowledge| [The experts are changing

is about a given problem / whiles times goes

New ideas and concepts
come in and old concepts
and models go out

; Problem and
/w solution based

The boundaries of these
think-tank groups are
permeable

time



Positioning The Research Within Ethnomusicology

Toeoretial Ethnomusicology l ONTOLOGY Resaarch \ l Applied Ethnomusicology
% objectives )
STEs Researct ti ® - 4 :
Filling the knowledge gap Rae Qi Problem solving
*  Objectivism —
Positivism *  Realism Interpretativism
> < I 0 - VNN Y AN S W N W A G A SO >
*  Objectivist: value-free research i Conduicie *  Cultural reality has a specific meaning

*  Empiricisms: knowing via the senses
*  Deductivism: theory testing .
* Inductivism: theory building * Interpretation

*  Scientific versus normative statements

*  This model shows ' .
stability, continuity and f  Survey research Audiovisual ficldwork

CONSIStENCY™. - .. ... 17 L e ey '

*  Choices the philosophy of the ethnomusicologist

" What is cultural
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osiavism *  Mainly quantitative in research design I R reality? /
* Knowledgeis buildup +  Universal concepts: The universals of music : ) e

over time and l_(eeps on +  Mind of the researcher is outside the reality | . >
growing. Data is added ... Single reality /studying facts/measurements I
up and is there forever. ¥ 'L aboratorial experiments 1
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Pragmatism :

Research focused on practical issues 1
Research that is relevant for (local) society |
1
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Dagbon HiplifeZone o — .
» The Dagbon Hiplife Zone in
Northern Ghana as an imaginary

Aspects of cultural life that are relevant

Fallibalist view of knowledge: culfuealin be weenness

« The Sahelian Factor

Knowledge are temporary conversations | | . 1tural co-resonance r
in time from experts groups (think tanks) : e M S Teeeton :
v 4 1

H:):can we
understand
cultural reality? .
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How can we

R”
filter of cultural interaction and . get the data?

and structure for the people interacting
with it
* The meaning of cultural interactions
* Understanding interactions with music
Constructivism

Cultural reality is a human construct

|
.

Mainly qualitative in research design T
Partics S Audiovisual
articipated observation in Dagbon S
g = fieldwork
Ethnographic research:
Understanding the idioms of music-making in Dagbon

------------- » Multiple realities 1

MIXED METHODS

Constructivism

*  Cultural phenomena are constructed

*  Cultural phenomena are dependent on local
interactions of the people

*  The construction of locally new cultural
realities

A » FieldworkinDagbon « - - - -

Tamale music and dance questionnaires }< ----------- A e -| Answering the research questions | CONSTRUCTIVISTIC GROUNDED THEORY f¢ -




Methodology

STEPS IN THE GROUNDED THEORY







Filter one: The Dagbon Hiplife Zone in Northern Ghana

The Dagbon Hiplife Zone

Contemporary idioms of
music-making in Dagbon

Traditional idioms of
music-making in Dagbon

Third Space



Filter one: The Dagbon Hiplife Zone in Northern Ghana

The Dagbon Hiplife Zone
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Filter two: A dynamic model for the study of music-making in Dagbon

A dynamic model of cultural transformational processesin time and space

Time — Space Zone Time
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Stable states in society a new transitional state
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statein time



Filter two: A dynamic model for the study of music-making in Dagbon

A dynamic representation of a transitional state in society
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Filter three: Cultural co-resonance

Cultural Co-Resonance

Key aspects related to the music industry in Ghana
Broadcasting

Ads related to local concerts and intemational festivals
Ed::::;?:al radlizc::lsr:losr:g:eons crot;l‘?fd‘::::‘n Radio and television shows/interviews
Music recording € Ads related to nominations of music awards in the entertainmentindustry in Ghana
Cultural know!e::e studios Music companies
and backgrow

and stakeholders in
the entertainment
industry in Ghana

Musical input from
sideman around,
an artist

Educational aspects

Promoting music and video productions

Educational videos

Online Music

AR Local music productions
ucational messages
Providers CU|tura| Online music Messages related to the rich traditional Crowdfunding
Online distribution of Co-Resonance wh:::pl:br:u;ic cultural heritage of Ghana and Dagbon Music and video productions of local artists
music videos platforms Online based fan The introduction of new talented artists to the music platform
Music streaming

Streaming of oaline
usic performances
on social media

s, The radius and impact an
Internet cafés

artist has as a specific
=

; cultural influencer on
their fans
Music Awards

Entertainment
Awards

MUSIGA

clubs and social
News and politics media music

Broadcasting and new press releases platfo rms
Local news on Africa - Blocked ads by the moderator

Promotin,
. Foreign news on Africa Messages related to money transfers

Management around

an artist

Artist website

O\ Marketing strategies

All kinds of irrelevant messages

Subjective opinions with negative input

Neo-tribes

Live concerts, live
performances and
venue
Live performances
during cultural
festivals

Mobile Phone
Industry

Providing various
streaming services
by the music
industry to the
masses

Rites of passage

Birthday announcements Religious aspects Miscellaneous domestic aspects

New births, naming ceremonies, Ideclogical domains Messages related ?o sales: Commercial aspects
marriages, funerals mobile phones, cars

Prayers, blessings Messages related to health issues

Messages related to the SARS-CoV-2 virus

Announcements of annual cultural festivals



Cultural co-resonance and the cultural identities in music of the Northern Ghanaian Artists
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Cultural co-resonance and the cultural identities in music of the Northern Ghanaian Artists

Key aspects related to the music industry in Ghana

Radio and television shows/interviews

Ads related to local concerts and intemational festivals

Ads related to nominations of music awards in the entertainment industry in Ghana

Educational aspects
Educational videos
Educational messages

Messages related to the rich traditional
cultural heritage of Ghana and Dagbon

News and politics

Broadcasting and new press releases
Local news on Africa

Foreign news on Africa

Rites of passage

Birthday announcements

New births, naming ceremonies,
marriages, funerals

Online based fan
clubs and social
media music
platforms

Religious aspects

Ideological domains
Prayers, blessings

Announcements of annual cultural festivals

Promoting music and video productions
Local music productions

Crowdfunding
Music and video productions of local artists

The introduction of new talented artists to the music platform

Blocked ads by the moderator

Messages related to money transfers
All kinds of irrelevant messages

Subjective opinions with negative input

Miscellaneous domestic aspects
Messages related to sales: Commercial aspects
mobile phones, cars
Messages related to health issues
Messages related to the SARS-CoV-2 virus




Filter four: The Sahelian Factor in Music-making of Northern Ghana

Embodied

Cultural key components

Factors concerning music —
e interaction transformational factors : e
el el e o — Ideological factors Local political factors

makingin Northern
Ghana, cultural
dynamics in musicand

buildingmusical
instruments

Philosophy

The role and involvement of chiefs
Religion/Animism

towards the cultivation of music- making

Musical instruments ap
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politics
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Factors of language

The Hiplife Zone

Musicand the
entertainment industries

Educational factors
Mental cultural programming
Music education is oral in the
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Writing regular music education

On the semantic level a
strong connection of
music with

The Sahelian
Factor in the
music of
Northern Ghana

Factors of language

On the semantic level thereis a

strong intimate interconnection
of music with language

The lyrical use of proverbs

Cosmopolitan music
identities
Factors of globalization

Local political factors
The role and position of
chiefs towards music
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namics of local poltics

The Iyrical use of
proverbs.

Local economical factors
Self-regulated economical
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Local economical fa
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Cultural co-resonance

The Dagbon Hiplife Zone in Northern Ghana
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The dynamics of music-making in Dagbon society
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the SudanicSavannah
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The Sahelian Factor in Music-making of Northern Ghana

The disconnection of music
as “a dynamic ordered tone

Cultural key components
complex” from the

Ideological factors Local political factors phenomenon language and
Philosophy The role and involvement of chiefs ethnicity
Religion/Animism towards the cultivation of music- making '

Strong interconnection in Dagbon
with the Islam Chieftaincy and the dynamics of local \
politics Structural key components

Educational factors
Mental cultural programming
Music education is oral in the
[ traditional idioms
Writing regular music education
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The Sahelian Factor in Music-making of Northern Ghana

Objectively measurable
components in a tone

complex

Subjective impressions
of cultural phenomena

The Sahelian factor in making-music
Structural components

Cultural components

Cultural
FEanERa o Embodied music Melody
interaction and Tempo
Ideological REFIEESRES expressive timing
factors Rhythm
Time and cultural . Dynamics
T context of the
QLean performance Timbre
factors Danceability
Factors of . T factor
e language A disconnection within the Texture
Fethre structural key components
from the factor's language Expressivity
Local economical and ethnicity Form and

factors structure

Measurable key components in a tone complex
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Structural musical key components in the Sahelian Factor in
Northern Ghana

We argue for the disconnection of music with the factor language on
the structural key components in music

Musical timbres and tone colors
Melodic ostinato patterns
Rhythmical components:
Homeostasis and transitional states

State transitions
The movable one
Tempo stability factor
Modal rhythmical structures: timeline patterns
The superposition of single rhythmic layers shifted in time
Modal harmony:
Texture of a tone complex
Dynamics of music-making/ the intensity factor
Improvisational character of the music-making within the traditional idioms
Variations and transformations in music-making

Danceability factor in music-making




Some cultural key components of the Sahelian Factor in
Northern Ghana

Ideological factors
Local political factors

Educational factors

Factors of language (on the semantic level)

Factors of globalization

Local economical factors

Factors of cultural transformational processes in music and dance




George Murdock world map of cultures regions and areas
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Tentative mapping of music-making in Africa
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Sudan Savannah Belt Region in West Africa
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The Sudanic Savannah Belt in West Africa

Sudan Savannah Belt Region in West Africa

Sudan Savannah Belt Region in West Africa
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Cantometric Regions and Areas of Song Styles in West Africa

Gulf of Guinea )

(Il SOO.km
1

Steven Degraeve

- North Africa 615 | Sahara

[617 | Moslim Sudan B8N Guinea Coast Bl Eauatorial Bantu

Alan Lomax Cantometric culture sample of the world song map, which is based on
the George Murdock world map of cultures regions and areas. Lomax divides the
Sudan Savannah Belt in Africa into 4 zones. Western Sudan (501), Guinea coast
(619), Moslim Sudan (617), Eastern Sudan 503) and (615) as a separated cluster.
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The Sahelian Factor in music of Northern Ghana
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Map of languages
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Questioning the ethno-linguistic classification model of musical
cultures in the Sudan savannah in Northern Ghana

The Sudan Savannah Belt is an immense geographical area that accommodates a great
diversity of music traditions and cultures.

The Northern Region of Ghana is part of this dynamic belt and therefore has a wide
variety of cultural forms of expression, including traditional and contemporary music
and dance.

These forms of musical expression express themselves among in the different cultural
dynamics that influence both socio - economic.

Ethnicity linked to tribalism linked to the phenomenon of chieftaincy is an important
factor in the promotion, preservation and maintenance of local traditions by the local
chiefs.

Traditional music and dance is mainly promoted and sponsored by regional and local
chiefs. In addition, the spread of Islam linked to trade and commerce has been
important factors in the spread of traditional music and musical instruments in this
area.



The Sahelian Factor in the music of Northern Ghana

* The Northern Region of Ghana is a musical cluster, a cultural zone that is
in full expansion and transition, coming from an earlier agricultural
society - where the extended family unit was used as the basic model
for several generations -, looking for and moving towards a more urban

society model.

* The various urbanization processes that are currently underway and
linked to the globalization discourse naturally constitute new dynamics
within these emerging hidden cities, with the current generation
preferring the urban society model to the traditional model of the
elderly.



The Sahelian Factor in the music of Northern Ghana

The disconnection of the contemporary idioms of music making in
Dagbon with the existing ethnolinguistic classification models of
languages and cultures in this part of Africa.

We argue for a non-ethnic distribution and classification model of
music-making in this area.

We approach music-making not only for its semantic connotation
(singing, the meaning of lyrics,) music but as organised sound.

Dagbon is a well-complex traditional state in full transition to
globalization in Northern Ghana inhabited by different ethnicities that
are part of the cultural and economic richness and diversity of this area
in Africa.



The Sahelian Factor in the music of Northern Ghana

* This study is an attempt to disconnect the phenomenon of music-making
from the phenomenon of tribalism and ethnicity in this part of Africa.

* We collected c.a. 2800 music-dance audio-visual field recordings from
Northern Ghana to back up our research and this collection forms the
backbone - the data and meta data-, to support our research
hypotheses.

* Very good examples are the non-ethnical distribution of the bamaaya
and takai dances and the youth dance simpain the Northern Region of
Ghana and the distribution of the tindana ritual music and dance which
are scattered and spread throughout the Northern Region of Ghana.



The Sahelian Factor in the music of Northern Ghana

* The theoretical model assumes that musical cultures and music
traditions in the Sudanic Savannah Belt are les stationary than in the
forest and the Guinea Coast Region and more mobile and connected
(entangled) with each other.

* Unlike the people of the forest or along the Guinea Coast who tend to be
stationary the Sudanese are mobile, interaction not only with
northerners and southerners but also with each other.

* Tus constant movement may have led to the borrowing of the fiddle
from one group and subsequent adopted by another [DjeDje 2008 pp
23].



Questioning the ethno-linguistic classification model of musical
cultures in the Sudan savannah in Northern Ghana

* The Ethnomusicologist Ali Jihad Racy indicates that
several elements characterize Arab music;

The intimate connection between music and language
The principal position of melody and melodic instruments
The modal treatment of rhythm

The predominance compound formal structures

vi N W o~

The far - reaching influence of Islam and the prevalence of
Islamic expressions (DjeDje 2008)



The Sahelian Factor in the music of Northern Ghana

* (Qur date shows that in the Sudanic Savannah Belt in Northern Ghana
that there are key factors in the distribution of music and dance who are
not language related:, musical styles and musical instruments that
connects and entangled these music and dance cultures. We will focus in
this study on the “The Sahelian Factor” and the “Sudanic Savannah
Factor” in the contemporary idioms of music - making in Dagbon.

» Therefore, we propose a “a non-ethnic” research paradigm that looks at
the division of music and dance in this region from a different angle
than that of ethno-linguistics. We approach music-making from the
angle of embodied music interaction research paradigm in which music
and the interaction of man to the music with bodily movements is
central.



The Sahelian Factor in the music of

Northern Ghana

Therefore, concerning the contemporary idioms of music making in
Dagbon we are in favour of the detaching and the disconnection of
music-making with the existing ethnolinguistic classification models of
languages and cultures in this part of Africa.

Copying and implementing the ethnolinguistic classification models of
languages and cultures e.g, Africa Ethnicity Murdock 1959, the Tervuren
Model for classifying Bantu languages, Marc Felix 2001 “The Peoples
Atlas of Africa”, to the rich contemporary music and dance idioms and
the vibrating music and entertainment industries of Northern Ghana
seems to our results not matching.

Our results shows that music-making among different cultures in the
Sudan Savannah Belt in Ghana has more similarities than differences.



The Sahelian Factor in music of Northern Ghana

Cultural dynamics in West Africa
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Traditional idioms of music-making in Dagbon




A representation of the traditional idioms of music-
dance making
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An indigenous classification model of music
and dance in Dagbon

Music and dancing

performed by the men

e Court dances

* Festival dances

e Ritual dances

e Warriors' dances

* Funeral dances

e Ceremonial dances
e Vocational dances

Music-making at the
court

e Ritual music and
dance
performances

* Music making
performed within
local family clans

e Festivals dances

e Ceremonial dances

Tindana music and
dance

e Ziem : multi-
sectional mixed
ritual dance

e Tindana waa :
Tolon Jaagbo

* Music —making
performed by the
offspring of the
Tindana ( the earth
priest)

Music and dance
performances for
entertainment

¢ Highlife,
Contemporary
Highlife

¢ Old school Hiplife

¢ Dance Hall music

® Jama music

* Reggae revival

® Reggae ton

¢ Foreign music and
dance

e Local film music

Music and dancing

performed by the
women

e Dances for
entertainment

¢ Festival dances

¢ Cult dances

¢ Court dances

* Funeral dances

e Ritual dances

e Ceremonial dances



Music and dance at the court in Yendi

Gonje
One string fiddler
« Yamba Naa
* gonje
+gagle
* gonjeyila

\ —

( Lunsi \

Tomtom beaters

«Namo Naa
*Lung Naa
« Sampahi Naa
« Taha Naa
*lunga
= gungon
«lung yila

\. J

Akarima
State drummer

» Akarima Naa
« timpani
« dawule

\,

Baansi
Court musicians

Singers

Kikaa
Horn player

Daangbee-lana
Storyteller-poet
* Baanga: praise singer




TRADITIONAL IDIOMS OF MUSIC MAKING IN DAGBON

Court music-dance

Gingaanl, gonje, zuu waa, takai,
akarima bangumanga

Ritual music —dance

Ritual music-dance associated with
extended family clans

Kambonsi, dimbu, jera, bla,
Bamaaya, nyindogu, kate waa,

LLl ?

% nagboli, baga

<

5 Tindana music-dance Tolon jaagbo, ziem, tindana waa

(% Music-dance associated with extended Toht waa, nakogl waa, macheli waa,

> family clans and professions wanzam waa

E Music-dance associated with Damba, ziem,

— annual festivals

< . Music-dance for entertainment:

= The Hiplife Zone Hiplife, highlife, simpa yila reggae,

contemporary highlife, gospel music

Court music-dance

L Ritual music-dance associated with 3 Kat

O extended family clans Inwara paga, kate waa

5 Tindana music-dance Tindana waa

% Music-dan(_:e associated with Damba, damba yila

é’ annual festivals

Ll

21 Traditional music-dance for entertainment Tora, luwa, bihi waa, simpa, bihi yila

E The Hiplife Zone Hiplife, highlife_, simpa waa,

o contemporary highlife, gospel

music etc.




Defining the Traditional Idioms of the music making in Dagbon Society

A proposal of a functional classification model of the traditional music and dance in Daghon

I. Traditdonal musical instruments found in Paghon at the court.

11 Musical instruments found at the court in Yendi

Functional classification' of the court musicians and their musical instruments found at the court in Yendi during the period
Jannary 2041 - 2042 Febrary.

Title of the | Court Name of the instruments | Description of the insoument type
court musicians in Daghani
musician
Akarima Akarimaz Timpant Dpen goblet - thaped drums played in pairs.
Derwiile Double bell.
Name Ma Luinst Lunga Closed double skinned hourglass - shaped pressure
drums.
Gungen Closed cylindrical -shaped druoms with snare.
Chagla Small metal rattle attached to the upper hand.
Yanba Ma Gorfe Gonje {me - swinged fiddle with calabash resonator.
Gagla, Gourd ratles.
(Teibia) Small gourd.
Eambon Maa | Eambonsi twaa) | Dala Open single skinned cylindrical shapes drms.
Derwiile Double bell.
Derwile Bla Single bell.
Bendali lana Binwli or binigw Gourd dmms.
Kikaa Kikaa Kikaa Transversal blown hom from wood with 2 thumb
hole.
Aligaita Aligaita Aligairta Double reed oboe with three finger holes.
Baaga v Bagga Baaga A general name for wraditional singers.
Y lama Fowa Fuwa Motched flute with three finger holes.
Eate lana Eate, (kate waa) | Kate Obliquely blown stalk flute with one our two finger
holes.
Lungyini Lungyini Lungyini Whistle.
Sivalim lana | Sivalim Siverlim Hiwve rartle.

! Phytferoen. D, Unpublished tazonomy on the Dagomba traditional musical instruments at the court in Yendi, 06.12.2005.
BEMCA Archive of Ethnomusicology, Tervuren, 20405,
? Timpani: dngle membrane goblet - shaped drums played in pairs. (DjeDje Tacqueline, MH48, pp 183}

1.2 The human vokee as a main mosical instroment and the nse of body percnssion in the muskc of Daghon

Transformation Volces Functions Short Deserip ion
nombser
121 Mal: songs
1211 Sole male songs, Singer Sole mail voke es
accompanied hinself with
a nmsical ins broment
12111 Ganje vila Cour music Praise songs, historical songs, dynastic
pOelTy, namative proverbial songs.
12112 Lunsi vila , hung sarigw vita, | Court music Praise songs, historical songs, dynastic
gingaani vila nATAtive SONES.
12113 Magle vita Cour music Praise songs, historical songs, dynastic
POelTy, NATTAtive SOngs.
12114 Jirfelin vila Entertainment | Educational songs, love songs, narrative
proverbial songs.
12113 Biegu vila Entzrtainment | Drinking songs, praise songs, namative
SOHES.
12116 Eunnarfi vila Entzrtainment | Play songs for school boys, animation
SOHES.
1212 %olo male songs, Sinper Solo mail voices
accompanied by other
nmsicians with musical
ins bronents
12121 Eambon wag vita Cour music War songs, praise songs, historical songs,
dynastic poetry, narmative proverbial
SONZS.
1213 Male songs that serves as Sole voice alternating with ¢all and
interlodes during dances respond of a male choir,
12131 Bamazyva vila Ceremonial, Love songs, namative proverbial songs,
Entertainment. | dance songs, festival wongs.
12132 Dimbi vila Court music, Funeral songs, namative proverbial songs,
ritual music praise songs, dance songs.
Funeral music
traditional
African
religion,
12132 Tera vila Court music, Praise songs, narrative proverbial songs,
ritual music hunting songs.
traditional
African
religion.
12133 Bl yila Court music, Praise songs, dance songs.
Titnal music
traditional
African
religion.
1214 Male songs sing during Sole voice alternating with ¢all and
dance performances respond of a male choir.
12141 Mmdagu vita Court music, Funeral songs, namative proverbial songs.
Titnal music
traditional
African
religion.
12142 Jirfelin vila Entertainment | Educational songs, love songs, narative
roverbial songs.
12143 Ziem vila Bimal music, Bitual war songs, songs from the land
music of the priest.
land priest,
traditional
African
religion,
ANIiSHL.




Music and dance at the court in Yendi

Gonje
One string fiddler
» Yamba Naa
- gonje
* gagle
* gonjeyila

é Lunsi )

Tomtom beaters

«Namo Naa
«Lung Naa
« Sampahi Naa
+ Taha Naa
*lunga
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Akarima
State drummer

* Akarima Naa
« timpani
« dawule
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Baansi
Court musicians

Singers

Kikaa
Horn player

Daangbee-lana
Storyteller-poet
* Baanga. praise singer




1253 Foot stamping Beating, shuffling and pping the
gronnd with the feet.
12531 Bamanwa wag Leremonial, Male rain dance, cow dance.
Entertainment.
12532 Dimbu waa Lourt music, Male funeral dance.
ritual music
traditional
AfTican
religion.
12533 Jarg waa Lourt music, Male hunting dance, funeral danee.
ritual music
traditional
AfTican
religion.
12534 Big waa Lourt music, Male fire dance, funeral dance and rimal
ritual music shrine dance.
traditional
AfTican
relimon,
12533 Luwa Entertainment | Semi circular female dance.
Educational songs, love songs, danee
songs and songs of unity.

1215 Mixed sonps sung during
dance performances
12131 Tendana yila Bital music, Songs from the land priest. Bimal songs,
music of the franee SONES, songs asseciated with the
land priest, local shrines and lesser gods.
traditional
African
religion,
animism.
12132 Jirfelin vila Entertainment | Educational songs, love songs, namative
proverbial songs.
122 Female songs Female voices
1221 Sode feraale somgs A cappella sole songs with
handclapping and body percnssion
12211 Paga vila Entertainment | Educational songs, love songs, dance
SONES.
12212 Damba vita LCourt music, Praise songs, narrative proverbial songs.
Festival songs
1222 Female singing gronps Female solo front sinper with femaale
choir in call and respond style, with
accompaninent of fersi drom
ensemble and handelapping and body
peTemssion
12221 Torayila Entertainment | Educational songs, love songs, dance
songs and songs of unity.
12222 Luwa vila Entertainment | Educational songs, love songs, dance
songs and songs of unity.
12223 Damba vita LCourt music, Praise songs, narrative proverbial songs.
Festival songs,
12224 Paga vila Entertainment | Educational songs, love songs, dance
songs, and songs of unity.
12223 Bihivila Entertainment | Educational songs, love songs, dance
songs, and songs of unity.
122286 Jinwar paga vila Bimal Spint possession songs, Magic sONgs,
ritual songs.
123 Mixed singing growps
1231 Bihivila Entertainment | Educational songs.
1232 Sitpa vila Entzrtainment | Educational songs, love songs.
124 Lhildren songs Entertainment | Educational songs.
1241 Bihiwita: Girl songs Entertainment | Educational songs.
1242 Boy sonps Entertainment | Educational songs.
12421 Hurave kurava Entertainment | Play zame
1.2.43. Talking texts, narrative
12431 Akrama talling naative Court music Dymastic poetry, narmative proverbial text.
12432 Hikny talking narrative LCourt music Dymastic narative proverbial text.
125 Body percmssion
1251 Handclapping
12511 Tora vila Entertainment | Female songs with handclapping
12512 Luwa vila Entertainment | Female songs with handclapping
12513 Paga vila Entertainment | Female songs with handclapping
12514 Sitpa vila Youth songs Mized male and famale youth songs
Entertainment
12513 Bihivila Entertainment | Female songs with handclapping
1252 Hips and buttocks
123521 Tara Entertainment | Female circle dance.




13 Musical instruments used during performances at the courts and in the local
towns and villages during the period 1999 — 2010,

Droms 1.3.1 Localnames | VHS -code A short description of the instrument

1311 Lunga 211.242.11 | {Closed double-skin hourglass - shaped pressure dnms

13111 Lung ' tla 211.242.11 | Small closed double- skin hourglass - shaped pressure drums.
Lung bia is wsed to accompany the ferg performances. The
tung ' bia has a higher pitch than the funga dmms

1312 Dalgu 1.2 Am open single-skin cylindro-conical shaped drums in wood

13121 Data 2112711 A pair of open single-skin cylindro-conical shaped drums from
vkl The dala drums is traditionally used to accompany the
kambon wag dance; the dance of the traditional warmiors

13122 Dala 2112711 & pair of open single-skin cylindro-conical shaped druoms in
metil. Metal conpa’s wedto acoompany the simpa dance

1313 Timpant 211.26 Open goblet - shaped drums played in pairs. Talking drums

1314 Gngsn 211.212.12 | Closed individual double - skin cylindrical droms with timbre

13141 Gungan bla 211.212.12 | A small closed individunal double-skin cylindrical droms with
timbre. These druoms are used to accompany the fera danee The
gungen bla has a higher pitch than the standard gungon

1315 Sitmpa- set 211272 Set of metal drums consisting of open single-skin cylindro-
conical drums and open cylindrical droms. A local variant in
metal of 1 drum kit

Bells 1.3.2

1321 Dawule 111.242 231 | Double metal bell

13211 Dawule by 111.242.121 | Single metal bell

1322 Yilinga 111.242.122 | Metal clapper bell. Striker is attached inside the hand bell

1323 Husia 1.2 Individual perenssion plaque strucked directly with 2 small rams
hom

1324 Sabani 111141 A paired of large metal castanets

1325 Fienga 111141 Metal castanet. Metal finger bell with external clapper

Rattles 1.3.3

1331 Sivalim 11213 A pair of hive ranles. Baffia hive with intemal pellets, loose
percussion pellets stike against the inner wall of the vessel. The
hive stands on a curved piece of gourd. Several holes have been
made on the edge of the gourd. The hive is sewn through the
gourd along the bottom. The calabash serves as a base and
supports the hive. The extemal shell of the gourd sits along the
inside of the hive on which the internal pellets collides. The
calabash shell has 4 direct impact on the produced sound

1332 Chagla 11211 Strung rattles. A pair of ankle rattes. Metal ranling objects are
strung in rows. hetal rattles are tied t0 a2 piece of leather or sewn
to 2 piece of woven fabric, which in tm is wound on the shin
and ankles.

13331 Bamazya 11211

chagla
13332 Jera Chagla [ 112111
1333 Mrmant {ourd rattle with handle. Wessel rattle with fruit shell and seeds
11213 15 1oose percussion pellets strike against the inner wall of the

vessel.

Sticks 134

1341 Dogu 1.1 Percussion stick in wood.

1342 Sampa 111211 P ion tool in wood nsed during flooring and work songs.

1.3.4.3 (Fng maa 111.211 P ion stick in metal.

1 Tlophane 1.3.5

1.3.51 Alambos 122.12 Lammellophone with 4 sound box below the board.

Lutes 1.3.6

1341 Gorje 32151 Ome - stringed fiddle with calabash resonator. Spike bowl lute

1.3.4.2 Bisgu 32151 Two string plucked Inte. Spike bowl lnte

1.3.43 Magla 321332 Flucked three string harp- lnte with box resonator. Halve - spike
box lute

1.3.64 Eunrur fi 32133 Halwve - spike box Inte. One sming plucked lute with 2 tin can
I2SONAtor

Musical bow 1.3.7

1371 Jirjelin 311.121.22 | One string musical bow with calabash resonator played with
index finger

Flotes 1.3.3

1381 Katumbaoo 42112112 | Closed transversal flute with finger holes

1382 Eare 42111112 | Open single notched flute with one of tae finger holes

1383 Fiwa 42111112 | Open single notched flute with two finger holes

Horns 1.3.9

1381 Eikaa 4251221 | Open straight ransversal hom with one fingerhole. Yendi,
Eumbungn.

13411 Eikaa 423.122.2 Side blown curved bush cow hom only found at the local count
in Eumt

Dboe 1.3.10

1.3.1¢1 Aligatta 4221112 Double reed oboe with cylindrical-conical bore and three
fingerholes, only found at the court in Earaga.

LClarinet 1.3.11

13111 Nakpagu 4222112 Pastoral clarinet with rae vessel - shaped resonators and one

fingerhole.




I Traditional music and dance in Daghon
3l TRADITION AL MUSIC AND DANCE ENSEMBLES FOUND AT THE LOCAL COURTS
311 Music and dance ensembles associated with royal family clans and/of reyal instroments
Code | Instroments! Fuonctions Short deseription Gender
ensembles’
dances
21 Lunsi Court music, historical songs, Traditional clan of drummers, roval Male
dynastic poety. princes of the court.
21111 | Lumsiensemble | Court music, drm ensemble. Drum ensemble consisting of funga Male
drums and praise singer. Bepertoire
consists of dynastic poetry, namative
5ONZS, praise songs, proverbial songs,
2111.2 | Gimgaant Court music. Praise songs for the Praise songs for the chiefs Male
chiefs. accompaned by Linsi drum ensemble
Gorje Court music. Praise songs, historical | One sming fiddler Male
SONES.
2.112.1 | (Forje ensemble | Court music. Praise songs, historical | Ensemble of one swing fiddlers, singers | Mized
SONZS. and dancers.
2113 | Eambensi Court music. Traditional warmors group. Male
21131 | Eambon waa Court music. Dance of the traditional warriors, Male dance
traditional ) 5
2.113.2 | Kambeon vila LCourt music. W ar songs of the musk 5 Male
2114 | Zuvowaa Lourt music. Solo dance of the chief Male dance
2115 | Eare Court music. Flute music with calabash Male
AcoOMpaniment
21151 | Eare wag Lourt music, court dance. Sole male and female dance, Dagomba | Mized solo
aristocracy, Mag bihi. dance
2116 | Takat waa LCourt music, court dance. Circle danee, Multi sectional danees Male dance
2117 | Akrama Court music, transmitting messages, | Dynastic talling droms. Male
dynastic poetry on the minpant
drums.
2118 | Kikaa Court music, transmitting messages, | Dynastic hom used in anmmeiation of | Male
the king and chiefs.
12 Music and dance ensembles associated with {royal } family clans and/or traditional African religion and
aninuisn,
Code |Instroments! Functions Short deseription Gender
ensembles!
dances
221 Jimwara paga Ritnal music, court music. Spirt possession dance. Trance dance. | Female
Woman songs and dances accompanied
them selves with calabashes. Lunsi
ensemble is present.
222 B & ial dance. Multi sectional | Bain dance, cow dance. Circle dance. Male
dances
2221 | & vila i ial songs. Bamazya wongs. Male
223 Jera waa Court dance, traditional African Hunting dance, fineral dance and ritual | Male
religion, animism. danee. Circle dance.
2231 | Jeravita
Court songs. Praise songs, narrative proverbial songs, | Male
hunting songs.
224 Blawaa Lourt dance, ritnal dance, Fire dance, funeral dance and ritual Male
traditional African relizion. shrine dance. Circle dance.
2241 | Blavila Court songs, ritual songs Praise songs, dance songs, shrine songs. | Male

traditional African religion.

225 Dimby wag Lourt dance, ritnal dance, Funeral dance. Circle dance. Male
traditional AfTican religion.
2251 | Dimbwvila Lourt songs, ntual songs, Funeral songs, narrative proverbial Male
traditional African religion songs, praise songs, dance songs.
Animism.
226 Myindogy waa Court dance, ritnal dance, Funeral dance, ritnal dance. Semi circle | Male
traditional African relizion, dance.
Animism.
2261 | Myindogu vila Court music, rimal music Funeral songs, narrative proverbial Male
traditional AfTican religion. SONZS.
2.3 Musi and dance associated with family clans and traditional professions
Code |Instroments! Functions Short deseription Gender
ensembles’
dances
231 Tohi waa Yocational dance, ceremonial Hunting dance, Circle dance Male
dance.
232 Nakog waa Yocational dance, ceremonial Butchers dance, circle dance Male
dance.
233 AMachali waa Yocational | 1al dance. Dance of the blacksmiths Male
234 Wanzam waa Yocational dance, ceremonial Dance of the barkers. Male
dance.
14 Recreational traditional nmsic and dances
241 Tora wag Entertainment. Torg dance, Circle dance. Female
2411 | Terayila Entertainment. Tara wongs. Female
242 Lywa Entertainment. Lywa dance, semi circle dance. Female
2421 | Zuwa vily Entertainment. Luwa songs. Female
243 Bihi wag Entertainment. Children dances Female
2431 | Bikiyila Entertainment, dance songs Children songs during dance Female
perfonmances
244 Pagayvila Entertainment, dance songs Female songs during dance Female
performances
15 Traditional youth dances and sonps
251 Simpa waa Y outh entertainment, educational | Youth dance. Mized
2.3.11 | Simpa vita Entertainment, educational songs | Simpa vouth songs, educational songs. | Mized
1.6 Musical play pames
2.6.1 Kuraya kuraya | Entertainment [ Musical play game for school boys. [ Male
7 Tendana musk and dance, Traditional music and dance of the land priest
271 Tindana waa Ritnal dance, court dance, Dance of the land priest, ftual dance Mized
animism, Traditional Affican trance dance.
religion practice
2011 | Tindana yila Bimal songs, songs about amimism. | Songs of the land priest Mized
232 Ziam Court dance, Warriors dance, traditional battle dance, | Male
blood dance and rance dance
Phyfferoen Dominik

Draft: A proposal of a taxonomy of the traditonal idioms of music and dance in
Daghan. Part T: “The traditional idioms of music makingz™.

dominik.phyfferoen@ugent.be




Zuu waa__)—Taaka sannw) (__Nyagholi ) Dagbon Dance Taxonomy: III The Traditional Idioms

Court Dances

| »rr
Gonje waa m
L Group dances Joyful dances With instruments Jinjelin waa
DucesTr
Group dance - & Gbungbun ehtertainment [ Circle dance | [ [ Multi- sectional Tora
Nagbiegu Nun da nyuli [ Play%amc | Semi- circular — Luwa )
Zhim taai kurugu —— i
e S
Only handclapping
@—{ Multi-sectional}—( Takai Kondaliya
‘1 Solo dances Gonje waa )
.
\gamor = - Drum rhythms and ——
e Multi-sectional |—(_ Ziem ) bodily movements Gl
Solo ) - -
_— T Festival L{ Ritual procession}—( Komlana )
V(l))c:Itlt:oeI;a Dances Group dances I—{ Circle dances Bangumanga)
:
. —
Dakoli Tukoto irit- possessi -
g Group dance || Multi-sectional Spmtdz;l):cszessmn
Macheli waa y—(__Dikala__) Sikalo Cult
Tuubankpuli Davces Solo dance Ritual dance |—— Tindan’paga waa ~)
|
Festival Ziem Pounding yam | —(Sakaro )
Dances I D Vocational — — -
T : rum rhythms and —— Group activity ——{Multi-sectional Flooring | Zuga )
Circle dance | Victory dance | bodily raovements Danlces
I
Circle dances |—| Multi-sectional Bamaaya
Cooonal ) Igl):él:s +——{ Group dance |—— Circle dance |—(Bangumanga)
Dances s
| Horse dance |—(WoribalsilD) | D s
: Funeral : = "
Ritual = o e - Mixed dance Dances  [1_0roup dance [—Multi-sectional [ Tora ) :l;:vl;gldéln)"s
—1 Group dances rance dance i
Dances . : |
. : g;;“;ls +—{ Group dance }—{Multi-sectional H{Trance dance[{ Mixed dance
—| Circle dances O T o rmmm i e S A R R A R R A S S e A
"""""" Cg::c:fsﬂal - Solo }-{Ritual procession | Komlana )

— Semi-circle dance |—( Nyindogu )  (_ Bamaaya )
|
L Multi-sectional dancel— Circle dance }—{ Rain dance |

r— Solo dance | Gonje waa ) ( Di;[nbu ) C Bam(:aya )
Dances Group dances Circle dance - Multi-sectional — Rain dance |
Semi-circle dance | Nyindogu )

—(Macheli waa )—___ Dikala )

Dances for —— Group dances |—| Circle dances | Multi-sectional Bamaaya )

entertainment



b Youth Dances
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Examples of musical instruments at the court in Yendi:
The Lunsi: The tom-tom beaters




Lunsiat the court




Lung Sarigu




Lung sarigu




Musical instruments at the court

The gonje: One string fiddle Akarima : The state drummer




Gonje ensemble




Kikaa

Side blown horn




Kikaa

Side blown horn




Gonje
One string fiddle

Ashanti kotoko

Ashanti the porcupine Salisu Mahama Gonje
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Timpani

Signal mode/speech mode

Ashanti katoko

Akarima

Ashanti kotoko

Kikaa




The use of tone language

The same narrative of Na Gariba is also played on the kikaa at the court
in Yendi. The kikaa is a side blown horn made of yomanvaa wood
(Grewia venusta) with a thumb whole and is used at the court in Yendi
to annunciate the coming and the presence of the Ya Na. The kikaa is
also used as a signal instrument on the battlefield when the Paramount
chief is around.

The kikaa is an adopted musical instrument coming from the Ashanti
land. It was introduced in Dagbonin Pre - colonial time. The language
that was used at the time for communication was also an old type of
Twi an Akan language. To hear the recording sound of the kikaa
performing please see: Recording: MR.2002.4.1-22 at the website of

http://music.africamuseum.be.).



http://music.africamuseum.be/

The use of tone language

* To sum up, influences of the old Twi language and the use of
the Akan proverbs are still present in the different
performances of the narrative of Na Gariba.

e Elements such as the lyrical use of the proverbs (which are
tied to rhythmical phraseology and expressive components
such as timbre and melodic contour of the ambitus of the
melodies) are transformed in a cultural idiom of music making
in Dagbon.

 The above examples illustrate clearly in which way the
embodied interaction with music is based on concrete

actions, narratives, and linguistic structures can influence the
musical actions.



Drummers and the Modes of drumming

* Signal mode of drumming
* Speech mode of drumming
* Dance mode of drumming



The Akarima with a pair of Timpani drums
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Akarima at the court in Yendi 2008




Speech mode of drumming

* The speech mode of drumming is characterized by a steady flow of
beats, often lacking in reqularity of phrasing, but distributed within a
two- tone framework.

* The rhythms are played in groups which are separated from each other
by pauses of longer duration than they contain within themselves.

* The drums used in this mode of drumming are those which can make a
clear distinctive tone contrast. The Timpaniis recognized as the principal
talking drums in Dagbon and has an Akan origin.



Dance mode of drumming

Dance mode of drumming is characterized by its use of selective
combination of rhythms and tone patterns, both of which are used in
recurring and contrasting sequences.

The simultaneous superposition of simple rhythmical patterns.

The reqularity of pulse which may be crystallized by handclapping and
tapping of a bell, a rattle or other idiophones.

Drum ensembles: Lunsi ensembles, the tom-tom beaters

The beats of the accompaniment provide a common reference point ( “a
common one” and “a movable one” in the grid) for all the drums.



Lunsiat the court in Yendi




Lunsi ensemble
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Examples of dances in the traditonal idioms of music-making

* Bamaaya: Male rain dance

e /Ziem: Tolon Jaagbo: Mixed multi sectional ritual
dance

* Tora: Female joyfull dance



Distribution of the Bamaaya dance
in Northern Ghana
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An approximate distribution of
the Bamaaya dance in Northern Ghana
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Bamaaya




Bamaaya: River valley.
Intruments:
Kalamboo
Lunga
Gungon

Bamaaya waa




Mokuru
Gmandugu
Chagla
Tipara
Darna
Bouwa
Kafani

Bamaaya costume
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Different parts of a bamaaya dance costume

Mokuru : a waist belt, a skirt worn around the waist by
bamaaya - dancers

Tipara: variant: tibikpara earrings

Kafani: Fan made of Raphia sudanica

Gmansulugu/ Gmansuligagban: a black hat made of the
skin of a black baboon

Chagla: A pair of metal ankle rattles

Boduwa: On some occasions in the Tali and in Kumbungu
recordings dancers put a towel around the neck




Kafani. Fan made of Raphia sudanica. Middle is a Hausa variant made in Tamale Zongo. Kafani are used during the dance
to fan the dancers. These kafani are simultaneously used to clarify and magnify some of the bodily arm movements that
the dancers make.

Mokuru: a waist belt, a skirt worn around the waist by bamaaya - dancers. In the olden days the mokuru
waits belt and the bracelets were made off leaves. These are reconstruction of traditional mokuru.

Chagla: a pair of metal ankle
rattles used as metal
idiophones to produce an
external rhythmical pattern
interlocking with the
accompaniment of the lunsi
ensemble.
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Bamaaya

Bamaaya, a fertility ceremonial dance is an anticlockwise circular male
rain dance performed by a group of men dressed in mokuru, a woman
skirt wearing tipara, earrings, gmandugu a black hat made of baboon
skin, a waste belt and chagla, ankle rattles.

In the traditional idioms the dance is performed during annual festivals
funerals and occasions of entertainment for the local chiefs.

A Bamaaya dance consists of different sections, usually three to four,
which are merged into a medley. Each section relates to a particular
proverb and dance movement. The sections are not vast bust there is a
certain ranking.



Bamaaya Narrative

* Astandard Bamaaya dance medley can start with a pure
Bamaaya, followed with Tubankpuli and Kanton but always
ends with a Nag’ boli. Tuubankpuli is a local proverb and

means: “as long as you're not satisfied [eating food], you
cannot join the dance”.

* Nag’ biegu (meaning: “bad cow")



Bamaaya Narrative

e Nag’ boli means [“searching for cows”]. When a person is
searching for a lost cow, he looks on the ground for the hoof
prints of the cow. He moves forward for a short distance and
moves back again to retrace the hoofprints. That is what the
dance symbolizes.

* [tis always the last section in the Bamaaya dance because it
IS a fast dance which demands allot of physical energy not
only from the dancers but also from the drummers and the
kalamboo players (a side blown flute).
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A dynamic model for the study of music-making in Dagbon

A dynamic model of cultural transformational processesin time and space

Time — Space Zone Time
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. -~ ™, Homeostasis state
Homeostasis state

A stable state towards

Stable states in society a new transitional state

Towards
a new

homeostasis
statein time
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Transition state J [ Homeostasis states ]

.

A segmentation of 30 sec of a waveform of the ritual dance Bamaaya
nagboli, showing a transitional state and homeostasis states.

The transient state transition is indicated as a liminal zone of state in-
betweenness



Transition state ]

|

I

Unstable state:
Tension and tempo
fluctuations in the
music

Homeostasis and transitional states

[ A state transition ] [ Homeostasis states ] Stable states: A strong tempo stability in the music

Selection

The liminal zone where the rhythmic
states meet is also the zone where
the two rhythmic states dissolve and
merge

State transitions are short in time
forming a temporal liminal zone of
rhythmical in-betweenness, between
the old state and the next state




Bamaaya Nagboli
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“The tempo stability factor” is very good example of an
expressive key component that contributes to the dynamics
of music-making in Dagbon within the research paradigm of
embodied music interaction and expressive timing.

It was detected during the audio analysis of the Bamaaya
nagboli dance. Homeostasis state with an accurate tempo
stability in combination with a hemiola style of drumming.

Tali 28.07.1999: MR. 100.4.7-6.
http://music.africamuseum.be/english/index.html.
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Distribution of the tindana in Northern Ghana
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findana waa




findana waa

Tindana waa: Dance of the
earth priest.

It is a fertility dance, performed
for the local god “jaagbo” of
Tolon > a Lion.

The ritual:
- short introduction.
- long central part.
- short decay.

Instruments:
- lunga: hourglass shaped

drum.

- Gungon: double - headed
cylindrical drum with
timbre.

- handclaps and singing.
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Tindana waa

“Ziem”, meaning blood, is the ceremonial ritual dance of the
tindana.

Ziem can be performed during different occasion such as the
installation ceremony of a new tindana, the fire festival,
futility ceremonies.

Ziem is also beaten during combat at the battlefield. When a
new tindana is to be installed the baga (traditional
soothsayer) consults the local god’s through the medium of
his bag.

The baga bag consist of different amulets and regalia to
contact the spiritual world. Among these amulets are pebbles,
horsetail, porcupine needles.
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Defining the Intensity Factor
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homeostasis states and transitional states
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Different states

6 homeostasis states in the Tindana waa ritual

State 1 State 2 State 3
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Defining the Intensity Factor
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Concept of the “Movable One” in Tolon Jaagbo

" - @) : - " | . a —
PP 8 s Y e AP s OO s A e AP e N e O s A s I e B s A e 0 e I
gl L. O Y G Y M Y Y Y A A D T s O A O O o O
Rl o N M M O Y A A 0 A o Y Y N4 N AN MY 1 [

1 2 3 1 2 3 I 2 3 I 2 3 4, andn1 2 3 1 2 3 1 2 3
I (S A — d N e B
Grid 2




“one” State 1 —_

—  “one” State 2

“one” State 1

-~

“‘one” State 2

State 2 = U(State 1)



Intra-musical structural components

Bodily interaction patterns

Bodily interaction patterns among musicians, dancers and audience can be understood as information
exchange based on signs, gestures, corporeal movements. It is possible to measure them on the basis of
video cameras and movement sensors. Time in African music emphasizes motion, is dynamical and contingent.

Aferian hemiola

The Aferian hemiola is a rhythmical structure that emerges from the combination (sequence, superposition)
of duple and triple meter. Each section may have further subdivisions in units of 2 and 3. E.g., Jera waa.

Rhythm layers

A rhythm layer is a pattern played by one musician, or by a group of musicians. Several rhythm layers
added together define cycles, states, timelines, elementary pulsation, simultaneous double elementary

pulls lines, movable one, intensity factor. E.g. simultaneous multidimensionality in the kalamboo hocketus
playing technique of the Bamaaya nagboli dance.

Cycles and states

A cycle is one round of a constantly repeating rhythmical structure. Rhythm patterns are cyclic when they
are repeated. Given the fact that cycles define a stable temporal organization among musicians (and dancers)
they define a stable interaction state. We distinguish compound cycles (strophic forms) and short cycles
(cycles of 12-16 pulses).

Timeline

A timeline emerges from the grouping of duple and triple elementary pulses. The timeline defines how time is
structured in relation to movement, shown through handclapping or the beats of a simple idiophone.

The guideline which is related to the time span in this manner is the timeline.

Often, this structuring can be related to linguistic patterns as well. It is also called an archyrhythm and
rhythmic gestalt. E.g., Ziem, Bamaaya Naygboli

Meter

Meter is regarded as a matrix of beats of different duration and position within an isochronous time span
that recycles repeatedly during performance. Common meters in music Dagbon are: 3/4, 6/8, 2/4,4/4 and 12/8.

Spacing

Rhythmic layers are organized that they interlock within the grid. In order to achieve this the parts

which interlock are arranged that they start at different but specific point in time. The interlocking parts

are payed differently in time thereby creating a greater density of sound that contributes to the intensity factor
of the performance.

Elementary
pulsation

Underling pulse, interlocking of rhythmical layers with an ‘elementary pulsation’ also called ‘the grid’,

‘the smallest units’, and ‘micro timing’.
AAXXXXAXXXXXAXXXXXAXXXXXAXXXXXAXXXXXXX

Simultaneously
Double elementary
pulls-lines

Simultaneously double elementary pulls-lines, e.g. simultaneously running pulse -lines duple and triple meter in
the architecture of the ritual music-dance. ) [ o I
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Reference beat
gross-pulse

The reference beat is a subjective timing. It usually combine 2, 3 or 4 units of the elementary pulsation to form
larger units of reference that may server dancers to find their steps, or a gungon to mark the beat.

Grading

The organization of multipart multilinear rhythmical structures is called grading. It finds its highest expression in
the music of percussion or the percussive section of aerophones and chordophone ensembles. The rhythms to

be combined in this manner must be grades in density or complexity in relation to the role of each part as
accompanying response or lead instrument.

Movable one and
state transitions

The "one™ is the moment within the elementary pulsation where rhythmical layer starts with cycle. When the "one*
is moved, for example, the gungon- player (bass-drummer) is shifting the entire cycle by one pulse, then a

state transition occurs. The outcome of that state transition is a new state, with a new stable relative timing

position among musicians. E.g. Bamaaya nagboli dance.

State transitions are short in time forming a temporal transitional zone, a liminal zone, between the old state and the
next state. e.g. Jera waa and Ziem.

Intensity factor

The intensity factor is a structure unit that occurs as first strike ahead of a strong accent or beat. Its function is agogical
in the sense that it drives the motor system to respond and ad energy to the music-dance

Collapse

Collapse is the reduction of the rhythmical complexity to one of the basic metrical forms, duple rhythms or
triple rhythms. This is especially relevant to dance and bodily movement. e.g. tora waa and luwa.

Linguistic patterns

The lyrical use of proverbs and how the associated narrative is enacted through the structural aspects of music related
to tone, timbre, syncopated rhythms, dances and body movements, phraseology and speech rhythms.

Call and response

The call and responds is a large-scale structure based on a succession of two distinct phrases, where the second phrase
is a direct answer to the first.
e.g. Call and responds singing style in Tolon Djakboo, tora yila, simpa yila, luwa yila.

Improvisation

Improvisation can be understood as idiomatic structural units on top of, or in replacement of a structural layer.
Combination of different rhythmical patterns. Moving from one pattern to another, moving from one rhythmical layer

in the grid to another.

In Dagbon drum rhythms are based upon language texts and proverbs. e.g nagboli, damdu, taka saanu, Tubaani puli etc.
Free rhythm: e.g. Damba yila and gingaani.

Homeostasis

A homeostasis is an emergent effect of interaction. It occurs when the different parts nicely fit together in a fluent state
of interaction

Extra -MUSICAL ASPECTS OF THE INTENSITY FACTOR

1. Distinctive costumes, make-up, and objects related to the occasion of the ritual performance e.g. amulets and regalia.

2. The animal sacrifice.

3. Giving of coins to the dancers and musicians.

4. Trance and narrowed consciousness due to intoxication of the dancers and musicians as a result of drinking e.g. guinea corn stalk beer. (Sorhum bicolar).
5. The breathing in of herbs and herbal extracts mixed with parts of roasted animal.

6. The expectations of the group, expectation pattern.
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Dagbon Dance Taxonomy: III The Traditional Idioms
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Tentative Distribution of
the Simpa Dance in Northern Ghana
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Simpa ensemble

Simpa is an adopted dance from
de Ga people of Southern Ghana.

In Dagbon Simpa dance is a
youth recreation dance.

The name “Simpa” itself, is the
local name for “Winneba”, one of
the Fanti port towns in which
“highlife” was born.

Simpa ensemble:

- a lead singer

- a choir

- 4 young female dancers
- percussion ensemble

127



Simpa group




Tamale




Degraeve Steven

An Approximate Distribution of the Xylophone
in Upper West Ghana

ando T : —
Nandom — 4 Local name
445 1 I Jengsi
Lawra " _p
Jirapa . : 2 Gyl
Nadawli “,.‘{' \ 3 Gili
3 @Wa” 5y 4 Gyil, Kogyil
e oL "
WA 23 3 H 7
S H , “Yendi
- e i v Tamale ;
luna 1 _:' ‘:'L ] OO . k-
Bole ‘Damongo:" )
o g
Techiman
Kumasi

Accra

F— 100 km

Culture

Sisala

Dagaare, Dagaba
Wala

Lobi, Birifor

Keys

17 keys

15 -18 keys
14 keys

14 keys



An Approximate Distribution of the Western Sudanic Xylophone
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Eastern Liminal Zone of the Distribution
of the Western Sudanic Xylophone
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The distribution of the notched flutes
in Northern Ghana
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Distribution of the Two String Plucked
Lutes in Northern Ghana
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Tentative distribution of the Lamellophone

in Northern Ghana

®
Techiman

Tentative distribution of the lamellophone

Local name
Gyilgo
Alamboo
Alamboo
Kolego
Lango
Lango
Kontikta
Lango

=T - B = R T e e

Prempensua

Culture

Gonja

Nanun

Dagbon

Grunsi

Mamprugu

Bimoba

Kusasi

Gurense, Frafra, Nankan

Variant among the Ashanti (Akan)









Cultural ambivalence




Northern Ghanaian Artist




Northern Ghanaian Artist

Kawastone

PAG’ BEI DOO



Northern Ghanaian Artist

6th Nov 2015 A - ‘.rv%} p' . 'l A
14 7 - | ’ l' » e
. S ‘ 1’— 4 }‘ ,




The Hiplife Zone

The Dagbon Hiplife Zone
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The Hiplife Zone

* The concept of the Hiplife Zone derives directly from the fieldwork
done in Tamale and is used by the Northern Artists to describe their
own music- dance hybrid identities relating music-dance
productions.

e The creation of the “Hiplife Zone” in Northern Ghana had to be done
to distinguish the urban contemporary idioms of music making in the

Northern Regions of Ghana from the Southern music- dance idioms of
music making.

* The Dagbon Hiplife Zone contain the urban popular idioms of music
making including the traditional idioms who creatively blended and
transformed into these new idioms of music making.



The Hiplife Zone

The term " The Hiplife Zone" stands on its own and has little connection
with the local hip-hop variant called Hiplife music.

The Dagbon Hiplife Zone is an imaginary filter, a liminal time-space, an
intangible cultural in-betweenness in which the traditional idioms of
music making interact, transform and blend with new hybrid urban
Afro- American, Western into a local urban Afro-pop idiom of music

making. In short that is what we mean with the phenomenon “Hiplife
Zone”



The Hiplife Zone

It is a time - space liminal transitional imaginary zone of cultural
interaction, an intangible transitional zone of cultural in-betweenness.

The liminal space of cultural in-betweenness were all these
transformations are taken place, is a tolerance zone of cultural and
musical interactions. It is an imaginary space, based on a mix of cultural
values, customs a habits of the music and dance performances in that
culture including musical agreements, aesthetical values of the music
and dance performances and the cultural expectations of the local
people.



The Hiplife Zone

The theory assumes that the “Hiplife Zone” lies in the intersection of these new cultural
transformations and that it goes hand in hand with the construction of new cultural identities,
sometimes called 'Neotribes'.

The term “Neo-tribes” (Maffesoli1994]) is used to identify contemporary music and dance
subcultures and club cultures in Tamale.

Neo-tribes are groups of musicians, dancers, actors, and performers whose cultural backgrounds
are situated the intangible zone between different idioms of music making.

This zone is open to all cultural interpretation and cultural interaction between musical
performers (Bhabha, 2011). It is unpredictable as to who the musicians, actors, performers may
be, what subject of transformations will take place, what cultural position he or she may take up,
and how and when these musical transformation might emerge. The phenomenon of cultural
interweaving elements from one culture into another is usually related with the term's
“acculturation”, “cross-cultural influence” and “hybridity” ( Bhabha, 1994).



Cultural transformation processes

A model of cultural transformation

 The few examples of narratives and language influences in embodied interactions with
music, and the context in which globalization affects the traditional idiom of
music/dance making, are indicative of processes of cultural change.

 These processes affects different forms of traditional arts, including handicrafts, music
and dance, architecture, and literature.

* Asthe examples show, the traditional arts contain already many elements from
different cultures, and this resulted in a cultural idiom that provides inspiration for
new changes due to the urban “ Hiplife Zone”. The changes are manifold and complex,
but they give a unique insight in how cultural dynamics works. It is therefore of
interest to try to identify elements are due to change.



Tablel: Model of cultural transformation processes

Cultural Local transformation | Regional cultural Global transformation
Change/ processes transformation processes | processes (foreign music)
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interaction
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Local transformation processes

Local transformation processes

Local transformation processions are transformations that take place within one
musical culture, such as a traditional idiom of music making that is transformed and
rearranged into a urban idiom of music making.

For example,a hiplife song “Sharatu”from the group Abada which is sung in the
Dagbani language mixed with Pidgin English and jabber talk. On other example is the
finjelin song “Simdi Nyaanga" from the Ghana legend Fusieni Tia.

He was one of the first pioneers to fusion music and dance from the tradition idiom
with synthesizers, westerns trumpets, brass horns and drum computers. The song simdi
nyaanga is sung in the local Dagbanilanguage and mixed with disco elements and
elements from rap music coming from the foreign music idiom of music making.



The Hiplife Zone

The cultural transformation model that we extract from the analysis of
our field data in Northern Ghana does not make use of ethnical group’s
our tribalism and ethnicity but refers to pre-colonial and postcolonial
musical cultures in this area.

In this approach, we no longer adopt the prevailing idea that ethno-
linguistic anthropological classification of languages in the Northern
parts of Ghana can be applied the music and dance classifications and
culture. Instead, our model emerges from field data.

In presenting our model , we will introduce three concepts of cultural
transformation processes and then illustrate them with examples from
the field work.



Artist: Abu Sadiq
Album: Soldier 2009
Track: 1

Introduction:

Chorus 1

Azindo

Azindo, yeh yee, ya ya ya Azindo oho Chorus 2

Nkabira na yili bia Azindo.
The son of Nkabira Nayili ~ Azindo.

Yala yala yala yala i ye. (jabber talk)

Azindo, zom yom yom,
Azindo, run very fast,

n ti yeli mba,
and inform my father,

ni Salimu n yi na ni nun chani la
that Saimu is going to

Nkara kaya zibu.

Accra for “kayaye". Narrator:

N mi ku wumli.
I cannot hear it.

Azindo, zom yom yom,
Azindo, run very fast,

n ti yeli mba,
and inform my father,

ni Salimu n yi na ni nun chani la
that Saimu is going to

Ankara kaya zibu.
Accra for "kayaye".

N mi ku wumli.
I cannot hear it.
Get to, in the mix,

XX XXX
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Abu Sadiq
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Azindo waveform + spectrogram from the first 8 bars
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Peaks of energy in the overtones between the frequencies 1700 and 5200Hz
Peaks of 85dB around the frequency of 1174Hz
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Key components of the Sahelian Factor in the
music of Northern Ghana
Timbre and Roughness Intensity of energy in a
segmentation of overtones
_ _ with frequency modulation
Vibrato in the are key components that

overtones contributes to the Sahelian
Frequency

. Factor in the music.
O modulation
in the overtones
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Spectrogram showing a plot of the first 6 bars of the song Azindo. The plot shows a vertical superposition of energy
levels in the harmonics, indicating a nasal timbre of the voice. The theory assumes that these peaks of energy in the
fundamental and the harmonics are key components that contribute to the tone color to the Sahelian factor in
Northern Ghana
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Peaks of energy up to 85 dB in the fundamental tone and in the overtones
Key components of the Sahelian Factor in the music of Northern Ghana are
the nasal timbre of the voice and tone color, the roughness of the sound,
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7 regions in the audio signal of the song Azindo
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Region One: Spectral segmentation of fundamental and 6 overtones between 1000 Hz- 4600 Hz
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The fundamental and the superposition of 6 peaks in the overtones: The formants
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Lead vocals

Backing vocals

Jinjelin

Cowbell

Jinjelin music

Simdi Nyaanga
The afthermath of love

Fusieni Tia

sim-di nyaan -

A-ba sim-di nyaan - ga. M-ba ye sim-di nyaan - A-ba sim-di nyaan - ga.-




Local transformation processes

Simdi Nyaanga

The afthermath of love Fusieni Tia
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The urban idioms of music-making
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Local transformation processes

Simdi Nyaanga
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Local transformation processes

Lead singer
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Kuraya Kuraya




Kuraya Kuraya




Kuraya Kuraya

Kuraya kuraya is a song based on a play game of stones played by boys.
The beating of the stones to the ground is reflected in the melodic
ostinato pattern of the song.

Kuraya kuraya is sung in call and responds style with a lead singer and
the group that answers. In the recordings kuraya kuraya was performed
in the traditional idiom of music making using a simple binary meter.
Kuraya kuraya was performance and recorded in the village of Tarikpaa.

The transcription shows the binary structure of the boy's play game
kuraya kuraya in call and responds singing style.

The call is with an anacrusis to the upbeat, whiles the responds is with a
syncopated rhythm that we call a Savannah syncopated rhythm.
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Local transformation processes




Global cultural transformation processes

* Global cultural transformation processes in the music of
Dagbon are transformations based on elements from foreign
musical cultures outside the African continent.

 These elements are transformed, re—configured and
rearranged with local cultural elements into a fusion of
“Hiplife Zone”-music.

* Among these are jazz, hip-hop, Jamaican reggae, and rap
music influences, as well as Bollywoodish influences of film
music, western inspired harmonization choral music, and
Afro - American gospel music and a huge among of western
musical genres.



Global cultural transformation processes

* The use of electronic manipulated timbres such as voice vocoders and
the implementation of electronic sound coming from synthesizers drum
machines. The main musical change in this mode of transformation is
the abandoning of local drumming for the implementation of drum
machines, drum samplers and drum computers.

* Sheriff Ghale and a few others reggae artiste in Tamale are making in
exception by using the lunga drums, a real drum set and other local
percussion instruments instead of a DJ during life performances.



Kuraya Kuraya
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* Global transformation processes in music

e https://www.youtube.com/watch?v=AxKQigf
WJhk

e Ghetto Kumbeé



https://www.youtube.com/watch?v=AxK0igfWJhk
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The Hiplife Zone

In Tamale, for example there are several artists coming from the local
theatre "Simli Drama Group", and the local film industry. Ahmed Adam
and Adisha Shaakira, for example, started to work in the informal music
industry and they took their inspiration from Bollywoodish film music.

Tamale therefore has the nicknamed "India of Ghana". Weekly, Radio
Justice dedicates a radio program to the promotion of Indian music.
During these programs, listeners can call in to ask for explanations
about the contents of certain lyrics. The local theatre productions were
later transformed into local films, which are more attractive for general
public.



Regional cultural transformations

* The second type of transformation involves the urban spaces
characterized by the Hiplife Zone. These transformations are based on
cultural elements coming from other African contemporary musical

cultures and mixed and rearranged with cultural elements coming from
the local musical culture.

* Among these cultural transformations are influences of Highlife and
Hiplife music from the southern parts of Ghana, influences of Juju music
of Nigeria, Nigerian Nollywoodisch film music, Rumba - and Soukous
music of Congo and Palm-wine inspired guitar music from the Akan.



plife Zone




Preliminary conclusion

In this presentation, we
introduced the research
model of the Sahel factor in
the contemporary idioms of
music-making in Northern
Ghana.

The Sahel factor, is a
research paradigm, working
hypothesis and research
model that contains both
the structural components
of music-making and
reveals the different
culture-bound phenomena.

Steven Degracve




Preliminary conclusion

We extracted these components in phases from a selection of
2800 audio-visual field recordings that we realized during
various fieldworks in Northern Ghana.

In this part of Africa, the Sahel factor disconnects the
phenomenon of musical cultures from the phenomenon of local
languages and local ethnicity.

Using several analytical examples, the model clearly shows that
the prevailing ethno-linguistic anthropological classification of
languages in the northern parts of Ghana cannot be fully applied
to the classification of music-making in this area.



Preliminary conclusion

The classification of musical cultures according to tribal groups,
tribalism and local ethnicity is an outdated and old-fashioned model
that echo’s a colonial remnant.

The ethno-linguistical model of dividing musical cultures according
local ethnicities and languages cannot be fully applied to the current
dynamics of music-making in Northern Ghana.

The production, reproduction and distribution of music in the Sudanese
Savannah belt in Africa has become mobile and digital, transforming
from the traditional idioms of music-making to a hybrid form of neo-
traditional and contemporary idioms of music-making.



Preliminary conclusion

The Sahelian factor as a research model clearly shows that a
classification according to the structural components of music in
Northern Ghana has a different picture of music-making in that area
than the established ethno-linguistic model that has adopted
musicology.

Therefore, we strongly argue that the proposed model - which looks at
both the cultural and structural components - can be of added value in
the study of these rich music and dance cultures that the north of Ghana
is home to. We do not necessarily have to include the very valuable
ethnolinguistic model in the study of music-making in that area.

This research clearly shows clearly that the linguistic anthropological
model applied to classify music-making in Northern Ghana is a
somewhat outmoded model.



Preliminary conclusion

As human beings, and in musicology we are already clearly much further
along in terms of accurate knowledge of the phenomenon of music-
making than simply adopting a rather tribal division according to
linguistic anthropology that applies to languages.

On the other hand, the Sahelian factor as a research model clearly shows

that on a semantic level there is an intimate connection between music
and language in that area of Africa.



Preliminary conclusion

* According to the data and metadata we collected and analysed, the linguistic paradigm
of classifying music cultures in the northern parts of Ghana within the ethno-linguistic
model acts as a historical remnant from a colonial period and a colonial past.

* |t acts as a mental colonial force that is supported by institutions and is still thought
at Universities and institutions of learning in Africa.

* We hope that our model can bring new light and insights to the complex existing
issues surrounding the classification of both the traditional idioms of music-making
and the contemporary urban idioms of music-making in that part of Africa without
having to take into account ethnicity factors.



The end

* Questions?

e dominik.phyfferoen@uagent.be
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