








fully adjusted outer garments. The cloth is worn in such a way that the 

legs of the women are exposed to show the beautiful beads on their knees 

and ankles. 
Then to the accompaniment of drum rhythms and handclapping, the 

women sing about their marriages, about other relationships between men 
and women, and about the type of men they adore. In this slsection we 

hear the performers praising women who do not bear children without first 
getting married. They also ridicule women who are in some kind of "immoral" 
relationships with men. It is asserted that women whose relationships with 
men are not "officially" acknowledged go to their lover's homes through 

the back door. 
1\ * 1\ It I&: 

Band 3 Ewe (recorded in Have Etoe) Akayevi Dance Group Aviha - Funeral 

Dance for Women. The Logba people of Northern Eweland speak Logba 
and Ewe as their first and second languages respectively. Available evi­

dence, however, indicates that the Logba sing music of their mourning 
songs in Ewe, their second language, and demonstrate a strong competence 

in it. Why they do not sing these songs in their first language has not 

yet been explained. According to most Logba people their Gods forbid them 

from singing mourning songs in Logba. 

Aviha in Ewe literally means "weeping song". Aviha, therefore is 
performed mostly at funerals and on memorial occasions for important 

and respectable figures of the community. Thought it may not be performed 
outside such contexts, individuals may sing Aviha in private in remem­

brance of dead relatives. The performance of Aviha creates an atmosphere 

of solemnity which helps individuals to express their grief for the dead 

and to identify with the bereaved family. On funeral and memorial days 
women parade the streets singing aviha and making stops every now and 

then at the appropriate places to inform the members of the community 

of the occasion. 
As songs for mourning, most of the themes of the texts are based on 

death and the havoc it does to individuals and their families and the 
community at large. Hence in this song we hear the women sing: 

The snail has bitten me 
And my enemies are laughing. 
Grandsir, mother, the snail has no teeth, 
Yet it has bitten me. 

That these songs are sung in Ewe may be an indication that the Aviha 
tradition is Ewe in origin and was borrowed by the Logba people as a 

result of some kind of social interchange between the two groups. Inter­

estingly, however, the Logba claim to be the originators of the "genre". 

* * Ie * lit 
Band 4 - Fanti (recorded in Cape Coast) Adzewa Women's Group. Adzewa. 

Instruments: - Mfobah (gourds) Ampae drum. Adzewa is the Fanti 
variation of adowa a graceful dance-music of the Ashanti people. Though 

it was formerly performed at funerals, today it is performed on other 
ceremonial and festive occasions. Adzewa features prominently in the 

installation of chiefs and on occasions of naming ceremonies and marriage. 

Membership which is predominantly female is open to both young and 
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old. On festive occasions, however, participation by the entire community 

is highl y encouraged. Since it is social music the themes for the song­
texts cover a wide spectrum of subjects. The verbal contents of the songs 

may allude to love, kindness, respect and obedience for old age as well 

as covering the history of the community. 

Ie it * * * 
Band 5,6,7 - Fanti {recorded in Cape Coast) Abibindwom - Fanti lyrics. 
Until recently the management of Christian churches and their activities 
in Ghana was in the hands of European missionaries. These missionaries 

forbade their converts from practising African indigenous musical traditions 

both outside and inside the church - on the grounds that African music 
was primitive and satanic. Christian worship, therefore, emphasized the 

singing of hymns and anthems which were western in content, structure, 
and texture. Local priests and laymen were trained to translate hymns 
into local languages and soon Ghanaian Christian-musicians were writing 

hymn tunes t o which texts in their "natural" tongues were set. 

In the last century Fanti women of the Methodist Church departed 

from this practice and created a new musical style . Abibindwom(Fanti 

lyrics) as the new sacred music came to be called, was organized , as 

illustrated by this piece of music, in traditional Fanti singing styles: 
overlapping call-and-response - patterns created by the alternation of two 
lead singers above a chorus that sings a short refrain repeatedl y . Some­
times the alternation is between a soloist and chorus. Usually the more 
melodious refrain is preceded by a declaimed passage. 

This new style of singing at worship gained popularity with other 
Christian churches and came to be adopted by many of them; its influence 

was particularly strong on the music of the syncretiC Christian churches 
that sprang up in the early part of the present century. Despite the 

Africanness of the musical contents and structure, the texts of these 
lyrics are almost always based on biblical texts. This song first tells 
the story of the offering of Isaac to God by his father, Abraham, and 

then goes on to laud the mightiness of the power of God. 

* Ie * * * 
Side 2 ---
Band I Ashanti - (recorded in Domenasi ) . Instruments: Frikyiwa( an 

idiophone consisting of two pieces: a metal ring worn on the thumb and 
a small round bell constructed to be worn on the middle finger); 

Dawuro (metal bell); Nnawuta (double bell). In many Ghanaian 
societies the appearance of the full moon provides occasion for musical 

performances. In villages where there are established bands, the leader 
summons the women of the band to the village square to perform music 

and dance to entertain themselves and the community. If there is no for­
merl y organized recreational group, friend call one another to the square 

to sing, drum and dance. This song is sung by a woman's group of 
Domenasi to entertain themselves. The song is on praise of men: 

It is true that real men are not easy to come by 
4 When I give birth to my first child it will be a male 

Who will give me a befitting burial on my death. 
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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 l2-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 

fue 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 
wi th her statement. Chorus pattern 1 then can be considered as "fi1l- 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. 

'It '* * '* 1\' 

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 fings 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 
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Verse: 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 
l2-beats repetitive melody. Occasionally, multipart singing is heard 

when some members 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 (01. d. J. d.). As usual, ululation is heard during the 
course of the song. 

Figure 1. 
Pattern 1 Pattern 2 
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