














Band 5 - Dagomba (recorded in Tamale) "Sibere sibere'" Courtship dance
and "Tora rori yamba " Courtship dance. Female singing and handclapping.
One doube-headed hourglass pressure drum (lunga) played by a male.

Among the Dagomba, courting songs provide lively entertainment
for the young. Such music is often performed just for the enjoyment
of females without males being present. Girls also want to practice
their steps before actually dancing with male partners. A popular court-
ship dance in Dagbon, called "Tora," is characterized by the touching
of the buttocks by two partners on specified beats. The music included
here are examples of songs used for the accompaniment of such a dance.
This is noticeable by the handclapping rhythm, which is strongly accented
on two beats (points when the buttocks are touched) within the 12-beats
time line. Along with handclapping, the drummer provides percussive
accompaniment by repeating and developing his rhythmic ostinato.

In both songs a call and response form is used. In example of
"Sibere sibere'" the lead part is alternated between two singers both
of whom introduce improvisatory material of varying lengths, while
the second is performed by one leader. A repetitive statement is
sung by the chorus in both examples. The melody of the response part
in example A is very simple consisting of only two notes; however the
music is organized into two patterns (see Figure 1). Each of these
chorus patterns is used for different purposes. About two or three
times during a solo passage, the leader briefly pauses before continuing
with her statement. Chorus pattern 1 then can be considered as "fill-in"
material that is performed when these short pauses take place. On the
other hand, chorus pattern 2 is used after the leader has completed her
solo passage. She breaks for at least one time line (12 beats) to in-
dicate that this part of the song has been completed and uses the time
to think or create new improvisatory textual material.

In the second part the chorus begins, abruptly ending the first
courting song. The response is initially sung in parallel fifths but
later changed to a unison melody (see Figure 2):

An anhemitonic pentatonic scale is used in both.songs, and
ululation is heard throughout the two performances.
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Band 6 - Dagomba )recorded in Tamale) "Mbia cheli vuri yee yee."
Lullabye. Female singing and handclapping.

Normally, when one thinks of the lullabye, it is the situation
where a mother sings to comfort her own child. Oftentimes, the lullabye
is sung not by the mother but a female relative or friend who is not
even related to the infant. The latter situation is the case with this
example, for parts of the song text indicate that it is not the mother
who is doing the singing. Rather, we hear the sitter attempting to com-
fort the child by explaining why the mother is absent.

Chorus: Mbia cheli vuri yeeyee
Child stop crying

Ama daa chenla tindamba yiri.
Your mother is gone to the house of the earth priest.
The lullabye presented here has been performed as a social song,
totally out of context. In a call and response form, the leader begins
by introducing the chorus ostinato. The chorus follows, restating its
12-beats repetitive melody. Occasionally, multipart singing is heard
when some membekrs perform a fifth above the response melody but rejoin
the group in unison during the middle of the statement (see Figure 3).
A tetratonic scale is used and handclapping is performed in groups
of four beats (CL cL A-AO. As usual, ululation is heard during the
course of the song.
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