Рекомендуем статьи на этномузыкальные темы, а также статью об африканской музыке и её «экспорте» (на русском) «Музыка двух континентов»;
 – в файле ‘XTRA_ESSAYS’ 

Север Африки - см. арабский регион в Asia I.

	Dimi Mint ABBA
	Music & Songs of Mauritania
	1992
	59:25
	label: Auvidis (France)

The Moors are descended from Bedouin Arab tribes that came to settle in the western Sahara in the 12th century; from then on, they came into contact with the neighbouring peoples: Peuls, Wolofs and Toucouleurs, of Islamised Sudanese culture. Thus, Mauritania has always been at the meeting point of Berbero-Arab and Black African civilisations. In this Moorish society with its strongly-marked social groups, the griot occupies, even today, a special position. In the olden days, he was in the service of a noble - hence warrior - family, following the peregrinations of its chief from oasis to oasis, sleeping beside his tent and singing the exploits and the epic of his lineage. But that era is now in the past; since then, the griots have become independent and they appear by invitation at wedding ceremonies and other festivities. But a griot can also turn up unexpectedly to sing in a Moorish family and, by tradition, they cannot turn him away. Late at night or in the early morning, when the performance is over, the griot has the imprescriptible right to ask for his dues: an animal from the herd (animal rearing is the most important agricultural activity), a sum of money, or even a car. The griot - an entertainer and buffoon - is feared because of this strange practice and also because he is free to say exactly what he likes; nevertheless his presence is essential for the success of any sort of celebration. The griot's art is therefore always appreciated in these Moorish families, which are practically cut off from economic reality because a Moor of noble birth considers work to be a crime against his condition.
The griot is readily credited with supernatural powers, which is why he is surrounded by a cloud of mystery. He is a singer, but he is also a poet: he must know all about metre in order to be able to improvise, in the middle of a poem he already knows by heart, all sorts of up-to-date allusions to the actions of certain members of the clan, thus arousing surprise and admiration for his art, like the mediaeval chansonniers. The guests sit around on an enormous mat; the relaxed atmosphere is like that of an Oriental music salon, where the initiates freely express their emotions when they hear a particularly inspired melodic or poetic passage: in the mystery of the desert night, the course of the recital is punctuated with nods, sighs and exclamations of delight.
THE INSTRUMENTS
The influence of African instruments is to be felt in the two string instruments used in Moorish music: the ardin, played by the women, is descended from the kora, a harp-lute that is typical of Mandingue griots; the tidinit is a lute that is present in the whole of the Sahel region and is to be found among the Touareg under the name of taroudant. The ardin is unique to Mauritania. The large calabash is covered with a skin; resting on this, at the base of the neck, is a small metal plate fitted with resonators: these give it its characteristic slightly muffled but sprightly sound. There is no question of suppressing this mute for the purposes of a recording, even if it makes the sound engineer's job so much more complicated: for Dimi Mint Abba, it is the very soul of the ardin, which whispers in her ear. The tidinit has four strings and a relatively deep, elongated soundbox; the lower part of the neck is fixed into the sound-box under a taut skin which serves as a sounding board. In order to play, the musician uses the thumb, middle finger and forefinger to pluck two strings alternately, the others are played as open strings. The instrument is heavy and bulky, but its technique, which is based on a set of very strict principles, calls for a long apprenticeship in order to assimilate the different modes. With the prospect of acquiring greater freedom in accompanying the voice, the guitar was introduced (by Dimi Mint Abba's father) to replace the tidinit or play alongside it for certain pieces such as the dances. The more sensual tones and greater resonance of the guitar, which is played in the same style as the tidinit, certainly provide a sort of light relief. Nowadays, particularly for outdoor concerts, the electric guitar is more and more widely used - this is a consequence of forced urbanisation (between 1965 and the present day, the population of Nouakchott has risen from 65.000 to 400.000 inhabitants!). The main percussion instrument is the tbel, a large kettledrum beaten with the hands ; a sort of tambourine is also used and the tidinit and ardin players also tap the stretched skins of the sound-box every now and again.
MODES: the three "ways"."black", "spotted" and "white"
Traditionally, the griots choose songs composed in modes which follow on from each other in an unchanging order, whetherthey followthe" black way ", the "white way" orthe intermediary or" spotted way". There are five basic modes, all of them on a pentatonic scale. The griot chooses a single" way", keeps to it, and passes from one mode to another via sub-modes, which act as relays. After a vocal and instrumental introduction without moderation come rhythmical singing and dance music like warrior songs. Associated with the modes are specific moods and also poetic metres which the interpreter must respect. These feelings are immediately perceptible to the uninitiated listener, even though it is not obvious to know which "way" the soloist has chosen. In the "black way", the tonic is the lowest note of the instrument; in the "white way", it is chosen in the instrument's middle register. The "spotted way" is less widely used and is a variation on the "black way".
DIMI MINT ABBA
Dimi Mint Abba, who is the most famous Mauritanian singer of our day, belongs to a family of griots. Her father, who is himself a prolific composer and singer, is the author of the Mauritanian national anthem and President of the Mauritanian Society of Authors and Composers. Her mother was an excellent ardin player. At a very early age, Dimi, who was already very fond of singing, learned to play percussion in order to accompany her parents. When she was ten, her mother introduced her to the ardin and she went on to develop a revolutionary rhythmical technique. She made a name for herself at the age of eighteen by winning the first prize in a competition organised by Mauritanian Radio. Since then, she has constantly represented her country at various official events in the different countries of Africa, where she is now very well-known. During her third European tour, she appeared at the Theatre de la Ville in Paris in December 1991, took part in the third "Nuit de la Voix" in Strasbourg and recorded this compact disc.
The immediate presence of her voice is amazing. She has many fine qualities : hervoice is strong to the point of sometimes being strident,there is hypnoticfervour.she has perfect voice control and is capable of subtle modulations... which is enough to convince us that Dimi could also sing the blues... She has started to explore other horizons and has recently recorded some Arab songs, accompanied by an orchestra of the Cairo type, thus securing herself a wider audience throughout the Maghreb countries. Dimi Mint Abba is most certainly one of the greatest voices in Africa. She leads the ensemble with her accompaniment on the ardin, which is rich and varied. Griot music has always been a family affair: Dimi is joined on this record by her brother (tidinit and guitar), a cousin (tidinit), one of her daughters and a niece (percussions and chorus).
--- Christian LEDOUX

	ADZIDO
	Akwaaba

(Dances from Black Africa)
	1994
	56:35
	label: ARC Music (United Kingdom / USA)

Over the past ten years, Adzido has grown from rather humble beginnings to become the largest and most successful African dance company in Europe. Adzido’s firm commitment to the presentation of classical African culture through dance, music and theatre, has contributed largely to this success.

1. Egwabo (Ghana)

2. Sekiapu (Nigeria)

3. Isikuti (Kenya)

4. Warrior (Zulu)

5. Wali (Guinea)

6. Sindimba (Tanzania)

7. Zagrobi (Ivory Coast)

8. Atilogwu (Nigeria)

9. Tematei / Zaouli (Ivory Coast)

	AFRICAN FORCE
	African Force
	1987
	34:58
	Ginger Baker [d]; Ampofo [perc,v]; Ansou Mana Bangoura [perc, v]; Francis Mensah [perc]; J.C. Commodore [perc, v]; + guests: Ludwig Gotz [tb, Das Pferd]; Wolfgang Schmidtke [s&t&bar sax]; Jan Kazda [b, g, k, production, mix].

Long before Peter Gabriel and Paul Simon discovered the dancing power of African music, Ginger Baker was spreading the good word as an honored collaborator: through his work with Fela Ransome-Kuti (см.) and Guy Warren; and by building the first modern recording studio on the African continent.

	AFRICAN FORCE
	Palanquin's Pole
	1987
	46:53
	Ampofo Acquah [perc, g, v]; Ginger Baker [d]; Ansoumana Bangoura [perc]; Thomas Akuru Dyani [perc, congas]; Kwaku A. Mensah [perc, v].

	AFRICAN TRIBAL MUSIC & DANCES
	
	1995
	66:41
	label: Delta Music (Germany)

Winner of the Grand Prix du Disque

#1-7: Music of the Malinke

#8-13: Music of the Baoule

#14-22: Sonar Senghor and his Rhythms

Sicco originated in French Guinea and is the name of a very practical, simple dance. The sicco rhythm is not played with the bongo drums - only the rectangular and square drums are used along with maracas, cowbells, stick and either a bottle that is stuck with an iron pestle, or a ridged gourd rubbed by a wooden stick.
Ibonga and Sibi Saba come from the French Cameroon, a district in the south part of French West Africa.
Toffi, sad as it starts out, is really a joyous tribal song played to the sicco rhythm, it originated more than five hundred years ago after a village in Senegal, inhabited by friendly people, was razed by fire. All of the houses were burned down, the harvest was lost, and the people were forced to flee into the jungle. However, they decided to return, and they enter their deserted village singing a song of hope and happiness, roughly translated, "we have come back to rebuild our village and plant new crops, and resume once again the happy life we knew here."
Gnounba Gnibi is a sentimental song played in the walof rhythm and sung in Senegalese. It means "we are going back," and concerns the departure of a tribe that had been feted by another, far-away tribe, for two days. One young man of the visiting tribe had spent some
time at the feast with a pretty girl but when it came time for his leave-taking, he said, "I am sorry, darling, we are now going back and i cannot take you with me." He joins his people and they go off.
Dianka Bi is a walof love song, sung by a young man, and means "adolescent girl."
Sindhio originated in French Guinea and is sung in the sou sou dialect, but the rhythm is the Senegalese walof. It is a happy song about a young girl whose mother first refused her permission to go out and play because of household chores. The girl replies that all of her young friends are out enjoying themselves. Her arguments are so convincing that the mother finally grants permission for her to join the other young people and have fun. This is not a serious, but rather a popular song. Whistling is quite common in songs of this nature. It is an expression of freedom and happiness found in any but funeral songs.
Bonomiollo has a rhythm similar to sicco, although coming from British Gambia, which is located between the French districts of Senegal and Guinea. Because of this proximity and there being no enforceable border controls, much traffic existed between these districts. The Gambian dialect (called 'goombay') even today is considered quite fashionable in Senegal. This song concerns the wooing of a Gambian maiden by a young man of Senegal.

	AFRO  CELT  SOUND  SYSTEM
	Volume 1: “Sound Magic”
	1996
	65:51
	label: Realworld Rec  http://realwold.on.net/rwr 

Ronan Browne [uillean pipes, Bb Alto wood flute, Concert D wood flute, mandolin, harmonium]; James McNally (см. тж. с The Pogues) [low whistle, bodhran, accordion]; Davy Spillane [uillean pipes, low whistle]; Myrdhin [celtic harp]; Iarla O’Lionaird [v]; Ayub Ogada [nyatiti, v]; Kauwding Cissokho [kora]; Masamba Diop [talking drum]; Simon Emmerson [main drum, g]; Jo Bruce [main drum, k]; Martin Russell [k]; Levon Minassian [doudouk]; Manu Katche [cymbals]; Simon Edwards [sintar]; Shooglenifty: Iain Mcleod [mandolin]; James Mcintosh [bongos]; Gary Finlayson [banjo]; Angus R Grant [fiddle]; Caroline Lavelle [cello]; Jocelin Pook [viola]; John Fortis [el b]; Zil [vocal drone]. (состав варьируется) Mixed by David Bottrill.

См. тж.  ниже аналогичный проект—BAKA BEYOND
1. a) Saor / Free,   b) News From Nowhere

2. Whirl-Y-Reel -- 1

3. Inion / Daughter

4. a) Sure-As-Not,   b) Sure-As-Knot

5. Nil Cead Againn Dul Abhaile / We Cannot Go Home

6. Dark Moon, High Tide

7. Whirl-Y-Reel – 2

8. House Of The Ancestors

9. a) Eistigh Liomsa Sealad / Listen To Me,    b) Saor Reprise

	AFRO  CELT  SOUND  SYSTEM
	Volume 2: “Release”
	1999
	64:05
	label: Realworld Rec   http://realworld.on.net/afrocelts 

www.afrocelts.com 

The Afro Celt Sound System is...

Simon Emmerson • guitars, programming, keyboards

James McNally • keyboards, whistle, low whistle, bodhran, accordion

Iarla O Lionaird • vocals

Martin Russell • keyboards, programming, engineering

N'Faly Kouyate • vocals, kora, balafon

Myrdhin • Celtic harp

Moussa Sissokho • talking drum, djembe

Guest musicians:

Ron Asian • programming beats

Ronan Browne • uilleann pipes (tracks 2, 3, 4, 9)
Michael McGoldrick • uilleann pipes (tracks 1, 2, 5,10, 11), flute (track 5)
Sinead O'Connor • vocals (track 1)
Ashley Maher • vocals (track 8)
Johnny Kaisi • dhol drums, tablas

Nigel Eaton • hurdy gurdy (tracks 1,11)
Youth • bass (track 8)

1. Release

2. Lovers Of Light

3. Elreann

4. Urban Aire

5. Big Cat

6. Even In My Dreams

7. Amber

8. Hypnotica

9. Riding The Waves

10. I Think Of...

11. Release It (Instrumental)

ПРЕДСТАВЬТЕ СЕБЕ, ЧТО ВЫ СЛУШАЕТЕ ЗАПИСИ ОБРЯДОВЫХ ПЕСНОПЕНИЙ КАКОГО-ТО ДРЕВНЕГО, ПОЧТИ ПЕРВОБЫТНОГО ПЛЕМЕНИ — СКАЖЕМ, ИНДЕЙЦЕВ, И ВДРУГ В ОДНОЙ ИЗ ПЕСЕН ВЫ, РУССКИЙ ЧЕЛОВЕК, СЛЫШИТЕ МЕЛОДИЮ «ПОЛЮШКО — ПОЛЕ», В ДРУГОЙ — «ОЙ МОРОЗ, МОРОЗ». И ВСЕ ЭТО СПЕТО НА КАКОМ-НИБУДЬ ЯЗЫКЕ «СИУ» ПОД БУБЕН ИЗ БИЗОНЬЕЙ КОЖИ. И ВСЁ — КАК ПОЛАГАЕТСЯ. ФАНТАСТИКА? А ВОТ С АНГЛИЙСКИМ МУЗЫКАНТОМ, ПРОДЮСЕРОМ И ПРИЗНАННЫМ СПЕЦИАЛИСТОМ «WORLD MUSIC», САЙМОНОМ ЭММЕРСОНОМ, ДЕВЯТЬ ЛЕТ НАЗАД ПРОИЗОШЛА ПОХОЖАЯ ИСТОРИЯ.

Эммерсон прибыл в африканскую стра​ну Сенегал в 1992 году с целью продюсирования альбома местного музыкан​та по имени Бааба Маал [см. в ‘Africa’]. Во время работы продюсер, с головой погруженный в про​цесс, не может избавиться от навязчивого де​жа вю (или как это называется, когда речь идет о слухе, deja ecoutu?). Записываемый им сенегальский материал англичанин уже опредёленно где-то слышал. «Бааба на​чал петь традиционную сенегальскую песню, в которой отчётливо слышались интонации древнего «гаэльского плача». От произведе​ния веяло настоящим кельтским арома​том», — говорит он. Совпадение заинтриго​вало Эммерсона, но времени на культуро​логические изыскания нет—связанный кон​трактом со звукозаписывающим лейблом Саймон уезжает в Англию, чтобы закончить сведение этого странного творения. Мучи​мый сомнениями, он дает послушать записи волынщику Дэйви Спиллейну, который тоже сразу «узнаёт» в доселе неведомых африкан​ских напевах мелодии кельтов. Для провер​ки тождества ощущений Саймон возвраща​ется на север Сенегала, в родную деревню Маала, и... «Я дал Баабе и его местным кол​легам послушать что-то кельтское, с арфой, и они сказали: «Это же наше!»».

Ещё не до конца уверенный в жизненно​сти своей идеи, Эммерсон решает начать практическое изучение связей африканских и ирландских музык, для чего организовы​вает группу с «программным» названием Afro Celt Sound System, в которую вошли ир​ландцы Ирла О'Лионард (выступавший в на​шей стране в прошлом году), Джеймс Мак-Нелли (бывший участник The Pogues [см. в ‘Alternative’]) и Ронан Браун, а также африканцы Нфали Куятэ и Мусса Сиссоко. Объединившись, участни​ки проекта стараются сочинять пьесы, в ко​торых гармония, размер и голосоведение были бы характерны и для африканской, и для ирландской традиционной музыки одно​временно. Коллектив делает успехи, и про​зорливый до гениальности Питер Гэбриэл приглашает группу записываться на свой «Real World» -- главный фольклорный лейбл мира.

Идея Саймона, которую он называет «world fusion» (всемирный сплав), каза​лась настолько неисчерпаемой, что для вы​хода проекта сразу на несколько иной уро​вень руководство лейбла привлекло к запи​си именитых «special guests». Например, Шинейд О'Коннор, не говоря уж о самом «отце народов» Гэбриэле. Самое странное, что ни Саймон, ни остальные участники не сомне​вались тогда, что их сотрудничество носит ра​зовый характер. Но когда альбом «Volume 1: Sound Magic» вышел, он показал просто от​личные для «world music» продажи, а «афро-кельты» получили приглашения высту​пить чуть ли не на всех фольклорных фести​валях мира. Музыканты вспоминают, что только выступая перед огромными толпами народа на открытом воздухе, они почувст​вовали, как стали настоящей группой. А до этого были только „концепцией".

Идею привнесения фольклорных мотивов в поп-музыку Эммер​сон отвергает самым решительным обра​зом. «Проекты вроде Deep Forest или Sacred Spirit — это бизнес. Они делают с фолькло​ром, что хотят. А это уже проблема даже не творческого, а этического плана: для многих народов исполнение музыки и танцы явля​ются священным ритуалом, с помощью ко​торого вызвают дождь или излечивают бо​лезни. Sacred Spirit же кощунственно делают из культа и ритуала коммерческий танце​вальный продукт. Нельзя вообще вторгать​ся в чужую культуру, приходить и брать. Ес​ли ты в культуре, с людьми, то должен бе​режно относиться к их жизненному укладу, а не пытаться нагреть на нём руки».

Саймон знает, о чём говорит, ведь для не​го музыка имеет сакральное значение. «Я был в племени бушменов, которому 40 000 лет. Это же первые люди на Земле, они ещё, навер​ное, с Богом успели пообщаться! (смеется) Хотя сама музыка и есть прямое общение с Соз​дателем, без церквей и конфессий».

--- Play

	BAHIA  BLACK
	Ritual Beating System
	1992
	42:08
	label: Axiom Records

Produced by Bill Laswell.  

performed by OLODUM — drums group with Carlinhos Brown [g, perc, v]; Wayne Shorter [s s]; Herbie Hancock [p]; Bernie Worrell [Hammond B-3]; Henry Threadgill [flute]; Larry Wright [buckets]; David Chapman [buckets]; Tony ‘Funky Drummer’ Walls [d, metal].

1. RETRATO CALADO (2:02) (C. Brown) 

2. CAPITAO DO ASFALTO (5:05) (C. Brown)

3. THE SEVEN POWERS (7:04) (H. Hancock/W. Shorter/Olodum) 

4. UMA VIAGEM DEL BALDES DE LARRY WRIGHT (3:30) (C. Brown/L. Wright) 

5. OLODUM (3:26) (Olodum) 

6. GUIA PRO CONGAL (5:20) (C. Brown) 

7. GWAGWA O DE (8:08) (H. Hancock/W. Shorter/Olodum) 

8. FOLLOW ME (4:22) (T. Walls) 

9. NINA IN THE WOMB OF THE FOREST (2:26) (C. Brown)

	BAKA  BEYOND
	The Meeting Pool
	1995
	51:14
	cross-folk project (типа Afro-Celt Sound System [см.])

Deep in the forests of Cameroon the Baka play music that is at the same time energetic and relaxing, simple parts creating a complex whole, music that brings together those that play it—in harmony with itself and the world around. Beyond the forest is a cacophony of different tribes, nations and cultures. Baka Beyond attempt to create a small moment of order out of this chaos. The Meeting Pool is where different musicians, ideas and styles of music come together. Celtic melodies meet African rhythms. Acoustic instruments meet electronic. Ancient meets modern. Just as the music has its inspiration from different places and countries, so too Baka Beyond brings musicians together from across the globe. On this album Martin Cradick is again joined by Paddy le Mercier from France. He brings his own style of fiddle playing, blending Celtic, Cajun and gypsy jazz styles with touches of Arabic music and hints of Jimi Hendrix, as he did on Spirit of the Forest (HNCD 1377) and Outback’s Dance The Devil Away (HNCD 1369). Also from Outback is Sagar N’Gom. Sagar is descended from the famous Griots (storytellers and musicians) from the Casamance region of southern Senegal, renowned for its rich music and arts. He has been playing with Martin since 1989 and introduces West African percussion to some of these songs. Tom Green played in a band with Martin in the early 1980s but then went his own way, working on a number of projects including ‘The Orb’ (he co-wrote Star 6 & 7, 8, 9 amongst others). Their mutual appreciation of the Baka’s music brought them back together and Tom’s very organic approach to electronic sounds aids the cross-over between acoustic and electronic instruments. Tom has taken time out from his solo project, “Another Fine Day,’ to remix ambient dance versions of some Baka Beyond tunes (e.g. track 8) and to play live with the band. In order to perform songs from Spirit of the Forest live, Su Hart needed a singing partner. This role was expertly filled by Kate Budd who sings in an a capella group with Su. She also brings gallic and swahili influences to the band, learned from her Scottish mother who lived in Tanzania. Baka Beyond ‘live’ is completed by Sam Pope on drums who here plays the bodhran on track 2, and Mark Pinto who brings a London/Caribbean roots, jazz influence on the bass. John Ssekitoleko Ssempeke from Uganda met Baka Beyond while touring the UK with his father playing traditional Ugandan xylophone music. He performed with the band at the 1994 WOMAD festival and was an instant hit with the crowd but unfortunately could only be present at one short recording session before returning home. Also touring the UK last summer was Mark Robson with his band, Kangaroo Moon. He guested on ‘Ohureo’ at the WOMAD festival and was able to fit in a recording session with Martin just before returning to Australia. Due to the large geographical distances between the musicians involved in Baka Beyond we have always had to rely on spontaneity and chance both in live work and recording. The songs on this album have grown out of a series of recording sessions towards the end of 1994, where each musician put their ideas into the musical pot and Martin organised it into this resulting stew. If you see Baka Beyond don’t expect it to be exactly like the album. Each concert and each audience is different and we aim to keep the music alive and evolving. On this album the music is frozen in time by the recording process like a snapshot of an ever changing scene. When live expect the unexpected.

1 Woosi   
               6.40

2 Ancestor’s Voice  
5.50

3 Lupe      
5.43

4 Ohureo  
6.50

5 Meeting Of Tribes
5.56

6 Journey
6.05

7 Ndaweh’s Dream 
5.06

8 Booma Lena
8.48

Martin Cradick—guitar (tracks 1-8), kora (2 & 3), mandolin (6), balafon (4 & 6), vocal (3), percussion (1, 2, 4, 5 & 6), ngombi (7)

Paddy Lc Mercier—violin (1, 2, 4, 5, 6 & 8), dzourna (5), flute (6)

Tom Green—keyboards and samples (1, 2, 3, 7 & 8), rhythm programming (8)

Su Hart—vocals (1, 2, 3, 4, 6 & 7) 

Kate Budd—vocals (1, 2, 3, 4, 6 & 7)

Sagar N’Gom—djembe (1 & 6), m’balax (2 & 3), n’doun n’doun (1), sabar (6)

Mark Pinto—electric bass (1, 3 & 4), double bass (2)

Sam Pope—bodhran (2)

John Ssekitoleko Ssempeke—skin drums (2), shaker (3 & 7)

Mark Robson—didgeridoo (4. 5 & 6) 

Ne-ne and Nahwia—waterdrums (2) 

Baka Forest People—bwambwa drums (5), vocals (8)

	BEU BEU
	Beu Beu
	2000
	60:30
	Mali

label: Bleu Regard (France)  bleu.regard@wanadoo.fr
Baba Sanou [djembe, bara]; Nazou Sanou [balafon, tamani, voix]; Serge Pesce [guitare accommodee, berimbao]; Jean-Luc Danna [batterie, voix].

	BONGA
	Swinga Swinga
	1996
	64:33
	label: [pi’ra:nha]

В аналогичном стиле африканского варианта португальского fado см. тж.: Cesaria  EVORA в секции ‘Latina’.

Bonga – lead vocals, dikaza, afoxe, conga, apito 

Costa Neto – guitar, vocals 

Tiao – guitar, cavaquinho, vocals 

Bruce Grant – saxophones, flute 

Fusica – keyboards

Alfredo – bass, vocals

Haraldo – congas, pandeiro, caxixi, apito, triangle, keixada, tambourine, pandeireta maracas, vocals 

Freddy – drums

Recorded l02% LIVE during the HeimatKlange Festival Berlin, August 1995; mixed 1996.

1. Mariquinha

2. Mukanji

3. Praca

4. Ungu-Dikanza / Galinha Kassafa

5. Avijota

6. Monakin’ gui xica

7. Olhos Molhados

8. Kisselengenha

9. Makongo

10. Mama Lala-Muadiakime

11. Jigonca

Bonga and LusoMania

Born in Dande (Angola) in 1942, Bonga is the ideal personification of "Lusophone" culture, that is to say, the culture of the Portuguese-speaking community. He grew up in Africa but launched his career in Europe, initially as an athlete with Benfica in Lisbon. Since the beginning of the seventies, however, it is as a singer that Bonga has won fame both in his native land and amongst the African living in Portugal. On his debut release, "Angola 72", recorded in Holland, Bonga denounced the continued presence of Portuguese colonial rulers in Africa in no uncertain terms. This cultural ambassador with his penchant for social criticism was granted political asylum in Holland and settled there in 1972. He then left that country for Paris where many Africans from ex-Portuguese colonies had taken up residence. It was in France that he formed "Batuki" with musicians from Angola, Brazil, the Cape Verde Islands, Sao Tome and Guinea Bissau. The name, which derived from the Portuguese word "batuque" drew attention to the message at the centre of the group's outlook and philosophy. The Portuguese gave the name "batuque" to the music played by colonised people, whether in Africa or South America, in the coloniser's eges this music was alwags considered "primitive". The musicians in Batuki not only shared a common Lusophone bond but also the fact that they all belonged to hitherto marginalised and downtrodden cultures. The Portuguese revolution in 1974 allowed Bonga to return to Portugal and even to Angola, where a large and faithful audience for his music exists up to the present day Bonga, who divides his time between Paris and Lisbon, has already released more than a dozen albums and is universally acknowledged as someone who possesses one of the "most beautiful voices in Africa".

There can be no doubt that Bonga's art is one of the best expressions of the cultural and geographic breadth of the Lusophone community. His Angolan musical outlook mixes with a Brazilian approach and a sentimentality that is very much Portuguese.

Semba, rebita and other elements of Angolan music, and particularly of that sung in the Kimbundu language, are the cornerstones of the popular music of that country. Bonga's first musical steps might have been taken to the tune of the rebita music which his father placed on the accordion but he also knew how to find his way from the Angolan semba dance to the Brazilian samba. The striking similarities between these two styles bear irrefutable witness to the common destiny of both countries. Even today many aspects of the music, dance and use of certain instruments of Angola and Brazil remain inseparable and intertwined. Moreover Bonga travelled to the only Portuguese speaking country in South America where he gave numerous performances with the poet of samba, Martinho da Vila. This type of samba typical of the Rio de Janeiro region has found its way into many of his songs, particularly in the rhythm of the cavaquinho, the small four stringed guitar. Furthermore the musical bow that Bonga plays often in his concerts is the perfect symbol of Lusophone homogeneity since it exists both in Africa and Brazil. What does it matter if the Angolan hungu is really a berimbau. The same goes for his 4 feet long scraper, his dikaza,  with which Bonga accompanies himself and gets his audience dancing, punctuating his music with "swinga, swinga" sounds. When this scraper teams up with the beat the resulting rhythmic mix is hard to resist.

The role of Angola's cultural ambassador has entailed decades of struggle for Bonga, against Portuguese colonial oppression, against the undeclared war in his home country and against the intolerable misery in which a large proportion of his fellow countrymen are forced to live. The task of stirring and moving his Angolan and Lusophone audience requires more than that, however Bonga's lyrics evoke the beauty and charm of his country, the humour of the people and the fidelity of his friends. “Amigo do amigo, amigo e” goes the song Avijota: "The friends of my friends are my friends”. The saudade, that melancholic quality so characteristic of Lusophone music is present in Praca, named after hometown main squares where the locals go to talk, stroll and pass the time of day. Olhos Molhados reminds the rest of the world that the Angolan people continue to have tears in their eyes: "Tem uma lagrima no canto do olho". However, despite war and repression, Bonga has never lost his confidence and his belief in a better future for Angola. “Mariquinha, come with me to Angola”, he sings, "look at my country and my people so that this war might finally end because, really, in our country we are all brothers". Bonga has always been a symbol of hope in the struggles, not only of Angola, but all Lusophone Africans the world over. His gruff, almost rasping voice which retains nevertheless its own particular warmth has become their “sonic symbol”. It is the expression of a musical aesthetic, held very dear in Africa, that a multitude of different sounds can be fused together in such a way that they complement each other. This is in direct contrast with the simplified and sanitised sound which may sound clear and correct to Europeans but which leaves Africans cold. The most striking examples of this approach are the thumb piano family of instruments equiped with vibrating rattles which buzz whenever a note is plaged, or the use of the cellophane which is fixed above the small holes in the calabash resonator of the xylophone so that it vibrates whenever the wooden key is struck or even the musical bows which are sounded with a rasp. All these sounds find their echo in the aural rainbow of Bonga’s voice, a voice which manages to convey the sound of Africa and which continues to fascinate listeners in every continent.

	BONGA
	Angola 72

(Soulful Roots Music from Angola’s Greatest Legend)
	1997
	42:50
	label: Tinder Records (CA, USA) (licensed from Lusafrica, Paris)

e-mail: tinder@worldmusic.com 

www: http://worldmusic.com/tinder 

Barcelo De Carvalho (Bonga): Vocals, Tumba & Dikanza • H. Bettencourt Santos: Viola Solo & Bass • M. Rui: Kissange & Viola.

Uengi Dia Ngola (Bonga) 4:07 • Balumukeno (Bonga) 4:45 • Ku Tando (Bonga) 3:30 • Mona Ki Ngi Xica (Bonga) 4:56 • Kilumba Dia Ngola (Bonga) 3:52 • Muadikime (Landa) 3:21 • Luanda Nbolo (Bonga) 4:19 • Mu Nhango (Traditional) 4:34 • Paxi Ni Ngongo (Traditional) 3:51 • Muimbo Ua Sabalu (Di Kamba) 5:00.

People who know Bonga's music cherish it like a prized family heirloom. Inspired by the traditional rhythms and melodies of Angola, and borrowing from the sounds of Cape Verde and the other former Portuguese colonies of Africa, the music of this legendary figure is revolutionary in both style and content. If the raw emotion of Bonga's trademark raspy voice move you to tears, you certainly won't be the first to have his musk go straight to your heart. Like Cesaria Evora (см. в секции ‘Latina’), Bonga has a style that generates images of Portuguese fado (см. в секции ‘Latina’) and Brazilian samba, but is firmly African in its sentiment and intention.

‘Angola 72” was the first album Bonga recorded, and it is soaked with the political ambience of the early-Seventies. Angolans were uniting against Portuguese rule and facing the oppression and resistance of powers that did not want to lose their grip on the last of their African strongholds. Bonga’s music is filled with the power of this era, but it maintains a timeless quality that con​tains as much resonance today as it did when it was first recorded.

Bonga’s life and career trace an emblematic route across Africa and Bantu-speaking countries, with his loyalty to his Angolan roots as guide.

Bonga Keunza was born Barcelo de Carvalho in 1943 in Kipiri, Bengo, north of Luanda, to a Zairean mother and Angolan father. His family lived in a musseque, a working-class district of the Angolan capital. Here, popular music was at the center of a new craze, after having been despised and cast aside by the colonial powers. Bonga formed his group Kissueia, proudly proclaiming an Angolan identity at a time when independence movements were secretly being formed.

“We sang the hard facts of Angolan’s lives under colonial domina​tion,” says Bonga, “Poverty, shantytowns, how it was for the chil​dren. We sang the dreadful sordid facts of life under the colonial regime. We sang popular songs, passed on by word of mouth, or at baptisms and weddings. Then, as the movement grew stronger, the colonial powers could no longer tolerate such a situation.”

Bonga, however, had another card up his sleeve that shielded him from repressive action: he was a champion runner. Thus, in 1966 he joined the Lisbon Benfica team, going on to become a 400 meter champion and setting a record he would hold for ten years. Nevertheless, he kept in touch with the indepen​dence movement from Lisbon, a fact which the Portuguese authorities did not fail to notice.

He was forced into political exile in 1972, first living in Holland, where he recorded this album. Originally produced for the Morabeza label, “Angola 72” introduced the world to one of the greatest African artists of our time.

Following the Portuguese military coup of April 25, 1974, which led to the beginning of negotiations with the independence movements, Bonga was able to return to Portugal, and above all, to Angola. He has since recorded numerous albums and performed around the world. He now lives near Lisbon, Portugal and continues to produce and perform.

	BONGA
	Angola 74
	
	50:01
	Bonga = Jose Adelino Barcelo de Carvalho, born 1943.

Use is made of local instruments: the dikanzas; the big ngoma drum; the ungu musical bow, subsequently exported to Brazil as the berimbau; the puita, a stick pushed into a skin and used as a bass.

1. sodade (L. Norais / A. Cabral)

2. venda poro (Bonga)

3. kubangela (Fontinhas)

4. makongo (arr. Bonga)

5. roots (Jo Haka)

6. ghinawa (SR Perazzo)

7. marika (Bonga)

8. ngana ngonga (trad.)

9. ai-ue mama (trad.)

10. kinga kueta (trad., arr. Bonga)

	BURKINA FASO
	Pays Lobi – Lobi Country (Xylophone de funerrailles – Funeral Xylophone)
	1999
	70:44
	label: Ocora (France)

Pale Tioionté (xylophone jolõbuo) 

Hien Bihoulèté (xylophone jolõbuo) 

Kambiré Tiaporté et Da Gboro Ale (tambour bèmbè)

1 • Gõpir. (Pale Tioionté, Kambiré Tiaporté, Da Gboro Ale)

2 • Déjé [1st version]. (Pale Tioionté)

3 • Ler. (Pale Tioionté)

4 • Déjé [2nd version]. (Anonyme)

5 • Binkõntina. (Hien Bihoulèté, Kambiré Tiaporté, Da Gboro Ale)

6 • "L'Adresse au mort". (Hien Bihoulèté)

7 • Déjé [3rd version]. (Pale Tioionté)

8 • Bàmba. (Pale Tioionté, Kambiré Tiaporté, Da Gboro Ale)

	BURUNDI
	Musiques traditionelles
	1988
	65:22
	label: Harmonia Mundi / Ocora (Paris)

This record presents some characteristic examples of the musical traditions of Burundi. Covering an area of 27,834 sq. kilometres, situated to the east of the Zaire Republic and to the west of Tanzania, Burundi is one of the most densely populated countries in Africa (over 100 inhabitants per sq. kilom​etre) ans has a very varied relief, rising from 800 to 2,600 metres. The Nile has its source in one of the highest mountain peaks. In the former Kingdom, now the Republic of Burundi, possession of cattle and waging was represented the two major economic, social and cultural activities. Today the culture remains very diversified even though the entire population speaks one single, national language - kirundi. The recordings presented here demonstrate this cultural diversity insofar as music is concerned.

Track 1: Whispered Song with "inanga" accompaniment. Recorded on 25 May 1967 near Bujumbura. 

The singer accompanies himself on the inanga, which is a sort of through-zither (see cover photo). The vocal technique which might be described as "whispered singing" is in current use in numerous regions of Burundi. According to some musicians, this manner of singing enables them to obtain a good balance between the voice and the inanga. Songs with inanga accompaniment are performed by men of all classes. It is a type of music played purely for one's own pleasure, alone or sometimes before an audience - at the king's court, for example - and often deals with historical subjects. It is by turn epic, moralizing or humorous but almost invariably on pastoral themes. In the present instance, we hear a song in praise of a benefactor.

Track 2:  Female Choir. Recorded on 27 May near Bujumbura.

Two tunes in sequence, extracts from a suite of short pieces sung and danced by women during a ceremony of rejoicing. Some 30 voices singing in unison alternate with a soloist; the rhythm is maintained by hand-clapping.

Tracks 3 and 4:  "Ubuhuha". Recorded on 1 June 1967 at Ngozi.

The ubuhuha (literally "to blow") which were formerly performed by women during wakes, have practically disapeared today. Here, two old women perform a ubuhuha one after the other. In the first example, a vocal section alternates with a section which could almost be described as instrumental: the woman uses her lips like reeds to set in motion the volume of air contained in the cavity formed by cupping both hands against her mouth. The resultant sounds vary in pitch, timbre and volume according to the position of her hands and the tension of her lips.

Track 5: Lament. Recorded on 24 May 1967 near Bujumbura. 

A lament sung by a young boy who accompanies himself on a one-stringed fiddle. A series of nostalgic anecdotes, not lacking in humour, are inter​spersed with proverbs of a more or less moralizing nature : "...honour is precious...", "...The world is a vale of misery; may no-one trust in its deceptive charm!" The accompaniment is provided by a one-stringed fiddle which has a sound-box made from a section of ox-horn, one face of which is covered with a pegged skin. The vibrating string and the bowstring are made of ox tendon.

Track 6 : Song with musical Bow accompaniment. Recorded on 1 June 1967 at Ngozi. 

A shepherd-musician, accompanying himself on a musical bow, performs a song in which he thanks a person of note who has given him a cow. The instrument is composed of a curved wooden stick, with a metal string stretched between the two ends. The string is held, a third of the way along its length, by a ring, which brings it slightly closer to the stick at the point where a hemispheric calabash acting as a resonator is placed. The musician holds the instrument vertically in his left hand with the open part of the calabash pressed against his chest. In his right hand he holds two sticks arranged to form a V, with which he strikes the string to produce sounds.

Track 7 : Song with "sanza " accompaniment. Recorded on 26 May 1967 near Bujumbura. 

The sanza is a small, portable instrument held in both hands. The keys are plucked by the thumbs. It is used here to accompany a lament sung by the musician himself. "What shall I do in life, since providence has not given me the same good fortune as other people?" is the theme.

Track 8 : Flute solo. Recorded on 11 June 1967 at Bugarama.

The straight flute is found in Burundi mainly among shepherds. It usually consists of a tube of dried bark, pierced with a variable number of holes (2 to 4) and has a notch at the end which acts as mouthpiece.

Track 9 : Greeting sung by a young girl. Recorded on 9 June 1967 near Bujumbura.

The vocal technique heard on this track, in which chest and head-voice alternate, is mainly encountered among the pygmies of the African forest.

Track 10: Greeting sung by two young girls. Recorded on 1 June 1967 at Kayanza.

The polyphonic interplay of the voices is particularly remarkable.

Track 11: Zither solo. Recorded on 25 May 1967 near Bujumbura.

The inanga or trough-zither (cf. track 1) is composed of a soft-wood sounding board on which a long string made from ox tendon is wound between two rows of notches to form a network of 8 parallel strings (see cover photo). This solo celebrates a warriors' victory.

Track 12: Drum ensemble. Recorded on 31 May 1967 at Bukirasazi. 

Music played in honour of the authorities by a group of drummers from Bukirasazi. The ngoma drum, an instrument symbolizing power, was in the past used solely at the court of the king or the main chiefdoms. A group of drummers was attached to the king's person, following him on his travels into the interior of the country, participating in the traditional festivals at which he was present (chiefly the sowing festival) or intervening at certain moments in the royal day (e.g. the king's awakening). The privilege of playing these drums was handed down from father to son. Today the drummers continue to appear at various festivities. They are considered by the Rundi (the inhabitants of Burundi) as one of the most representative elements of the musical tradition of the country. 25 drummers can be heard in this recording. The group begins to play after series of calls from their leader. Then each drummer in turn takes up his position in front of the central drum, which he beats while dancing and the other musicians continue playing their own drums. The declamations of the musician-dancer are in praise of the person of authority who is present, in the hope of obtaining a present for the group (a cow, for example). Usually the group plays until each drummer has had the chance to perform as soloist.

The music of Burundi, when it received world-wide recognition in 1968 through a first record-album in the OCORA collection, became renowned for its royal drums.

Recorded locally with effective but simple technical equipment (a profes​sional Nagra III tape recorder and a single microphone), those drums have nevertheless resounded since then on all the radios and televisions of the world.

But Burundi's musical tradition, even though the groups of Tutsi drummers are representative, has various other aspects, certain of which can be met elsewhere in Africa (the female choirs, the sad ballads sung with Sanza accompaniment) and others which are more specific to East Africa (the musical bow with its resonator, the one-stringed viol with its tubular sound​box and especially the Inanga bulbed cither often used to accompany a male voice singing with a particular breath technique).

The first part of this compact-disc uses the entire original edition unabridged, offering in this way a panorama of Burundi's different instrumental and vocal resources. A more complete development is presented here thanks to the additional space made possible by contemporary phonographical technol​ogy.

What we have here therefore are perfectly preserved recordings from that time that have been unedited until now and which form in the second part of the disc a natural reserve in which the listener will be able to broaden his approach to the fundamentals of this music:

- half whispered, half exhaled chant accompanied on the Inanga cither. A selection of connecting pieces displaying subtle changes of form. (Track 13),

- Ikembe Sanza with complex distinctions of timbre (Track 14),

- Ingoma royal drums where the constancy of the rhythmic construction is asserted (Track 12),

- chant and Umuduri musical bow executed by a child. 

Burundian music is a sound-world of manifold nuances where everything is in continual movement. This music has been captured here in the spirit of a documentary with its expression as true to life as possible. The microphone that managed, twenty years ago, to work its way into the breathing of the singers accompanied on the Inanga, to crawl down in the dust of the war-dances or to hover over the royal drums, provides us today with much more than a collection of musicological date: it brings back to us the incontestable, artistic qualities of a unique culture.

--- Michel VUYLSTEKE, December, 1987.

	CENTRAL AFRICA
	 Gbaya Music – Songs For Reflection (2)
	1995
	63:13
	label: Ocora (France)



	Stella Rambisai CHIWESHE
	Chisi
	
	59:20
	Zimbabwe

label: [pi’ra:nha] Music

S. R. C. [lead voc, mbira, ngoma]; Virginia M’kwesha [v, mbira, hosho, perc]; Gilson Mangoma [baritone marimba, v]; Leonard Ngwenya [soprano marimba, perc, v]; Charles Willie [g]; Eric Makorora [b]; Tonderai Zinyau [drum kit].

    This mercilessly ‘grooving’ album cycles through all variations of possible mbira sounds. For the first time on record the technically perfect recording makes the essential junction of mbira and hosho (rattle) audible. Mbira and marimba together create irresistible dance grooves while the traditional Western drumset.

     With her unique blend of traditional Shona songs, personal stories and observations, and tales of the ancient spirits, prophets and ancestors of the Zimbabwean people, Chiweshe is travelling on one part in two directions. When performing solo on the Mbira, she journeys through the world of her ancestors, preserving their traditions; backed by the dynamic sounds of her band, the Earthquake, she visits the urban streets of Harare and calls on the younger, westernized generation to take pride in their own culture.

    The MBIRA is the classical instrument of Zimbabwe which has been used for religious and entertainment purposes for hundreds of years. The sound is produced from rows on iron keys, flattened at the playing end, attached to a wooden resonating box, often placed inside a large gourd for further amplification.

1. Ndinderere
(4.51)

2. Huya Uzoona
(5.48)

3. Mikono
(4.22)

4. Hyamaropa pachipembere
(5.24)

5. Gwendere-Gwendere
(5.26)

6. Mapere
(5.42)

7. Kudara Kwangu
(1.45)

8. Rwuye Rwuye
(4.55)

9. Mudzimu Dzoka
(5.44)

10. Machena
(5.56)

11. Baya Wa Baya
(5.50)

12. Zungunde
(5.25)

15. Dande
(4.20)

14. Mese Maikwana
(5.54)

15. Kuzanga
(5.55)

Music and words by Stella Rambisai Chiweshe

	Stella Rambisai CHIWESHE
	“Ambuya?” / “Ndizvozvo”
	1989
	54:53
	label: [pi’ra:nha] Music

   «A rollicking mbira-meets-marimba, metal-on-wood breakdown... Heady-feety stuff» 

--- ‘The Beat’ (USA)
   To call upon the spirits at Bira procession rituals is the most significant job performed by mbira musicians in the African culture of Zimbabwe. Through mbira music the souls of ancestors are honoured and made to appear, to give advice and energy to their living family members. Playing for the spirits not only involves the capacity to work for several nights and days in a row but also a particular lifestyle dedicated by traditional cultural values. If this was not adhered to, the mbira players would not be able to establish the communication with the spirit. This record is based on the rich variety of Stella Chiweshe’s experience. The secret Fezco music smuggling exchange trade import-export Hijas Mustapha produced nine never heard before tracks.

   Mbira: flattened nails fixed on a wooden board so that they can be hit with fingernails, amplified by means of a calabash and coloured with various rattle bits such as coke bottle tops. Chiweshe not only broke into a previously male domain but also boosts the Mbira sound into the here and now with the sound of giant wooden marimba xylophones.

1. CHACHIMURENGA

2. NEHONDO 
3. NJUZU 

4. MUGOMBA 

5. CHAMAKUWENDE 

6. KASSAHWA 

7. CHIPINDURA 

8. ND1NOGAROCHEMA 

9. SARURA WAKO 
10. KACHEMBERE 

11.CHA PFUDZAPASI 

12. NDIKAFA 

13. VANA VAKO VOPERA

	Stella Rambisai CHIWESHE
	Kumusha
	1990
	59:42
	Pure Mbira Music from Zimbabwe 

label: [pi’ra:nha] Music

Stella Rambisai Chiweshe [v, mbira, ngoma]; Chinembiri Chidodo [mbira, ngoma, v]; Leonard Ngwenya [ngoma]; Gilson Mangoma [bosho]; Eric Makokora [v]; Gordon Mapika [v]; Job Muteswa [v].

1. Chigamba

2. Chikara

3. Gova Rine Mhanda

4. Mapiyemana

5. Maharoro

6. Bangiza

7. Chakwi

8. Temayimisasa

   Here is Mbira Music recorded as it is performed today in the villages and during magic-religious possesion rituals. The interlocking mbira sequences reach such a speed that you cannot listen to them without starting to hear your own melodies and rhythms to depart on a trip to the insights of your experience.

    Zimbabwe’s foremost Mbira player, S. R. Chiweshe — “The Queen of Mbira” — blends haunting mbira lines with percussion and call & response singing behind her evocative vocals. The effect is otherworldly and mesmerizing. Although the haunting thumb-piano known as mbira — or sanza or kalimba — is found in many parts of Africa, Zimbabwe is the source of perhaps the richest mbira traditions — a thousand years of music! The Mbira played by Chiweshe is the Mbira dzaVadzimu, the classic Zimbabwean thump-piano, which is the medium for playing songs handed down from generation to generation for centuries and for maintaining contact with the spirits of  the Shona people. In the traditional way there are no pre-fixed or written lyrics but the words come out of a collective spiritual dimension over the singer, the words want to be sung and Chiweshe afterwards doesn’t even remember what had been sung through  her. Sometimes the words are such a deep Shona that only few — mostly old — people know them or even understand their meaning.

For Chiweshe the songs “come” as visions and dreams into her playing mbira. Mbiramusic is basically the interwoven interplay of two sequences of tones linked into the intervals of each other which produces so many tones in such a speed that the hearing sense cannot perceive all the sounds and starts to hear its own music inside the sound of mbira: Suddenly bells are ringing, dogs are barking, fragmens of sounds, music and memories turn up. This is the starting point for losing — and finding — your self in the music. KUMUSHA is a travel in time towards the inner side of your life! Mbira is one of the deepest musics of the world revealing not only the mystic inner dimension of life but also its connection with the outer environment if performed within a cultural context. A true Maridzambira (Mbira musician) only plays the traditional repertoire and follows its rules for individual improvisation and composing. The Maridzambira’s lifestyle is guided by the rules of The Culture being one of its guardians.

	Stella Rambisai CHIWESHE
	Shungu
	1994
	67:01
	label: [pi’ra:nha]

Her Majesty, the queen of mbira (thumb piano) music in Zimbabwe, as Stella Rambisai Chiweshe is often referred to, is the first female artist to achieve prestige and recognition in this otherwise male dominated tradi​tion, due to her persistence and talent.

«When I first listened to the mbira sound, I wanted to hear more and more and more. I could not stop it, I was sick until I learned to play, so I could hear these sounds.»
In traditional Zimbabwe Shona culture, people keep on being part of the community even after their death. At special ceremonies they are called down by the sounds of the mbira, and possess a person through whom they communicate with the gathered people.

When Zimbabwe was still the white settlers' Rhodesia, Stella started to receive under​ground recognition as a musician and medium at these kind of ceremonies. After playing all night in forbidden meetings she then return​ed to her daytime struggle of survival as a maid in a colonial household.

After independence she was invited to become a member of the newly founded National Dance Company of Zimbabwe, where she soon played a leading role as solo mbira player, dancer and performer. After her controversial performance of Mbuya Nehanda, Zimbabwe's national heroine in the first Chimurenga war, she decided to break away to live the life of an artist and woman according to her own rules, something unseen before in her home country.

Since then Stella has experimented with transferring the mbira music into a Western performance context without losing her close relationship to the tradition.

«Rhythm is the main thing. It can be combined with everything without losing its identity. You can go to jazz, to samba, to tap-dance... You just have to start a song and let it go wherever it likes. You just have to keep the time.»
At concerts at home as well as overseas her first concern is to build a spiritual bridge to her audience: «I play what is needed, what has to be played:

I can feel what keys have to be played, what sound is needed to make the spirits come closer.»
In the beginning she was still quite unsure whether it would be possible to touch a western audience with her music:

«The first times I was really worried: How can these people understand what I'm sing​ing about, how can they understand mbira?»

In the meantime Stella lost her doubts. Mbira music can reach people everywhere:

«Sometimes I play solo, sometimes with a band, sometimes accoustic, sometimes with the help of electricity, sometimes very tradi​tional, sometimes what you call pop.

I'm doing concerts and workshops. Every​thing depends on the situation, to find the best way that the mbira can meet its people. I especially like to work with women and children. One day I even performed in a hospital for the mentally ill somewhere in Europe. You should have seen the surprise in the faces of the doctors, when people who hadn't moved for years, started to react. It is not just the sounds, it is going deep, something you discover you are familiar with, but not understanding how, from where. Because this music is like water, which is the same everywhere.

And it's the dance. Dance is like another instrument, another part which needs to be filled in. The dance comes from the earth. It comes from inside, you don't even think about it. When you feel that you should dance, just stand up and dance.

It's good for the mbira to travel, but there are shortcomings too with the western way of doing things. At some places they want you to write down which songs you are going to play. And you have to write some​thing. And you have to stop at a certain time. But it doesn't work like that. It comes through feelings. Something like that should be understood. You can not give the same treatment to different music. This way many problems are created, from not knowing how it should be done.

With mbira music, the song just comes into you when you start playing. I always need some time to feel which song I'm playing. Only then you can be really sure of the song I'm playing. Playing mbira in Zimbabwe is playing all night. You start playing at evening and it goes on until next morning. This way you can relax, you can let yourself go far away and then you start to see things, visions. You just have to keep the time and you can let it go anywhere.»
There are other obstacles too. In traditional Shona culture spirits and visions are part of the real world, something missing for the secularized Westerner: «People in the West take it as it is, and the people back home know how far it goes... On the other side, people in the West do stand up and dance. Back home they often feel forced to sit, but they are dancing inside, you can see it how they dance inside! Some​times people are afraid to dance, because it will be said 'ah, he got possessed at a public place!'. It is because the missionaries taught us that all this music and dancing is a sin. But after some time they start to open up a little bit, it just takes a while. So, when I'm performing I also try to show people a way to find their roots, something they know but have forgotten.»
The Mbira Queen of Zimbabwe has come a long way from the secret gatherings of colonial times to the stages of the world. Besides her successful international perform​ing and recording career she has worked for theatre and film.

She not only introduced the combination of mbira and marimba into the modern Zimbabwe soundscape, but she is the only woman in her home country, who leads her own band, and is in control of her own equipment and trans​port , an achievement only those, who know under what kind of horrifying conditions (female) musicians normally work in Africa, can understand. She took a leading role in the formation of the Zimbabwe Musicians Union, and since 1993 she is director of the Mother Earth Trust—Network of Female Artists in Zimbabwe.

This album offers the unique occasion to catch her together with her band LIVE in a magic moment of time. But beware: this is just one of the many sides of Stella Rambisai Chiweshe. Meet her on her way to discover the others.

	Gabin  DABIRE
	Afriki Djamana (Music from Burkina Faso)
	1994
	63:11
	label: Amiata Records

All music composed by Gabin Dabire and performed by Gabin Dabire and musicians.

As many may know, a great part of African musik plays a role in social communication and is intrinsic to collective participation on important occasions. Not surprisingly, Kolo, a young intellectual from Burkina Faso, tells me that “music is a necessity as essential as food.” Indeed, in many parts of Africa there are no important occasions or ceremonies, either religious or political which are not accompanied by music. For example, the king of Fada is awoken each morning by the sound of the “lunga” and when he appears in public he is always accompanied by a musician who gives a musical commentary based on everything which he says. As in many African countries, the people of Burkina Faso give great importance to their musical instruments, which they divide into two groups: “talking” or “accompanying.” The traditional musician is almost always the craftsman of his own instruments, thus many instruments are particular to a specific ethnic group, and are therefore not readily found in other regions of the same country. The “lunga” is a percussion instrument whose hollow body, shaped in the form of an hour glass, has skins stretched over both ends of the instrument. The skins of this “talking” drum are held by cords of gut or twine which run the length of the instrument and allow its pitch to be raised or lowered by squeezing. The drum is held under the arm and played by striking the skin with a flat ended stick shaped like a hook. The “bendre” is a also a type of “talking drum.” This powerful instru​ment is smaller in size than the “lunga” and can also be used for accompaniment. It is made out of a rounded gourd whose top has been cut off, allowing a single skin to be stretched across. At the base there is a ring which holds the cords.

The “wele” or “man flute” is a small wooden flute with three holes which the hunters use as a call. There are innumerable phrases, and each one is used for calling a different animal. There are also sounds which are used as warnings to others (such as the presence of wounded animals which are best not approached).

The “balafon” is an instrument similar to our xylophone, but made with 18, 19, or 21 wooden bars. Under the bars hang open gourds of varying sizes which act as resonating chambers. “Balafons” vary in size and are played with two wooden mallets with heads made of dried resin or rubber. This instrument is undoubtedly one of the most complete of the traditional African instruments, and, being much like a marimba, is often accompanied by other percussion instruments. One particularly interesting fact is that the resonating gourds are perforated and the holes are covered with a fine membrane made of spider’s web which augments the sound vibrations. As a sign of respect to this instrument, one customarily walks around it rather than stepping over it, so as not to provoke the anger of the spirits.

The “zanza” or “guidiga” is one of the most common of African instruments. It consists of steel or cane strips mounted on a sound box  either carved out of wood or mode from a hollowed-out gourd. It is one of the first instruments which children learn to make and play. In Burkina Faso there are other versions of this instrument called “ciau” which are made entirely out of tiny pieces of cane. The “kiima” are pieces of iron which are placed on the fingers and beaten with steel rings on the thumbs, much like castanets. The iron smiths, who generally play them most, only make them in a certain period of the year. There are many diverse kinds of instruments such as the “kora,” a harp indigenous to Senegal (which in Burkina Faso are called “kolon-gio”), whistles shaped like fish, with only two or three holes, horns taken from different animals, and gourds which are used on different occasions and in different ways. Sometimes a large gourd is filled with water and a smaller gourd is placed inside it, face down, and played with the hands like a drum.

Precisely because there is no written music, the learning of a musical language needs rigorous study. Usually the relationship between stu​dent and master becomes so strong that it actually transcends the musi​cal aspect of the teaching. The children of the village learn music and dance in a very natural and spontaneous way, as there are no prohibitions to participate; self expression is considered completely natural. It is this natural expression which keeps the tribal spirit of the community strong and close knit.

— Elena Trissino dal Vello d’Oro

Afriki Djamana is a collection of traditional music and original composi​tions by Gabin Dabire, a musician and poet from the Dagari tribe in Burkina Faso, which borders on Ghana and the Ivory Coast. The main feature of this recording is that the author, who now has been living for more than twenty years in Italy, has made every effort to respect the traditions of his people. In fact, the distance from his homeland has made him even more obsessive in this quest. Dabire expresses here the magic world of his childhood and adolescence; the sounds of his village are re-lived with such strength that no one could imagine that the author lives with his family near Siena, Italy, nor could one believe that the recording took place in a state of the art studio in Rome, instead of in the savannah. The difference between this recording and many others is that it is done by a learned African musician who evokes the atmosphere of his far-away village. It is therefore not only on extraordinary musical work, but also an important piece of cultural documentation. Unlike his previous work, Kontome, which is a collection of original songs which do not deny a certain western influence (a little bit in the style of a modern “grief), the twelve tracks in Afriki Djamana are a small personal and poetic anthology of traditional sounds. The instrumentation and structures are therefore varied and organic; the sounds which result are earthy — the totemic timbres of gut and skin, of gourd and bone, of cane and wood. The voices of Gabin Dabire, his brother Paul, and Therese Keita seem to come from the dust of the savannah, under the shade of a mango tree...

— Matteo Silva

	Martin  DENNY
	Afro-Desia           (The Exotic Sounds)
	1959
	33:35
	Фантазия на темы африканской музыки. Подобным можно назвать проект David FANSHAWE “African Sanctus”.

label: Caroline Records (USA) 1995

Martin Denny [p]; Julius Wechter [mallet percussion]; Augie Colon [hand percussion, birdcalls]; Harvey Ragsdale [marimbula, string bass]; the Randy Van Horne singers [voices]; with guests: Tak Shindo, Roy Hart, John Frigo (см. тж. в ‘Jazz’ sect.).

Taking the various native idioms and translating them into breathtakingly ear-appealing vignettes, once again Mr. Denny stimulates the jaded palate of everyday civilization with music that is pure escape. Listening to the subtle blendings of rhythm and voices both human and instrumental, in ‘Afro-Desia’, one feels that he is being allowed that rare glimpse into other cultures... other rooms. We become armchair travelers with our magic carpet, our hi fi equipment and this album. We see and feel the searing veldt... the moody reaches of the jungle... a tribal initiation fete and sheer encompassing beauty. Here, in all honesty, has been recreated that marvelous lost universe of fantasy — completely appealing, impeccable in its taste and typically Martin Denny!

  Ours in an age of easy access to World Music —  we can glimpse distant cultures at the flip of a remote switch or at the click of a mouse. But 35 years ago, such exposure was uncommon. The recordings of Denny were musical postcards from the islands to the states. Assimilating global influences and organizing them in a unique fashion takes imagination and risc. Muzakologist Joseph Lanza, in his must-have ‘Elevator Music’, observes the supreme irony of this music’s popularity: “In the 1950s, when conservatives and fundamentalists fought against rock-and-roll’s ‘jungle’ influences, the hypnotic beats of ‘real’ tom-toms entertained many a coctail louge enthusiast, with nary an eyebrow raised.”  Deny himself downplayed the alleged authenticity of his art. “Most people,” Danny reflects, “live their lives content with a banana split: strawberry, chocolate and vanilla ice cream topped by some nuts and a banana. And they think that’s just fine. I don’t know if you’ve ever done this, but try putting a scoop of passion fruit sherbet on half a papaya. You’ll end up with an unusual, exotic taste that will take you to another world.”

	Toumani DIABATE
	DIABATE / KETAMA / THOMPSON:

"Songhai"
	1988
	34:00
	MALI

label: Hannibal Records, Rykodisc (USA)

Toumani Diabate [kora, v]; with: KETAMA: Juan Carmona [g], Jose Soto [g, v], Antonio Carmona [g, perc], Jose Miguel Carmona [g, perc]; and with Danny Thompson [b].

    Toumani Diabate. His father, Sidiki Diabate, is one of the great kora players of MALI, as were generations of Diabates before him. Toumani has perplexed his peers in Africa through his interest in other types of music and his ceaseless quest for new challenges for the kora. His technique is pure but the influences of jazz, flamenco and other types off music can be heard in his playing. Toumani had often playing the kora with non-traditional combinations of musicians, but the mixture had never been totally successful until that.

    Ketama are one of Spain’s leading groups, draving on traditional flamenco forms, popular rhumbas, Latin rhythms and new Spanish virtuoso instrumental styles as well as their own original songwriting and composing. The Carmona cousins are part of a great Spanish musical family and have played around the world with the most renowned flamenco companies, groups and singers. Singer and songwriter Jose Soto also comes from a flamenco family — his great uncle was the famous singer Manuel Torre and his father, El Sordera, is likewise a singer in the Jeres tradition.

   Danny Thompson has explored every conceivable challenge in his long career — from John McLaughlin and Pentangle in the ‘60s — to Elvis Costello, Dagmar Krause, David Sylvian and Indian Classical music in the ‘80s.

  The musicians were constantly regarding each other with surprise, delight and mutual admiration.

	Toumani DIABATE
	Djelika
	1995
	51:52
	label: Rykodisc

Toumani Diabate [kora]; Keletigui Diabate [balafon]; Basekou Kouyate [ngoni]; Dian Diarra [kamalengoni]; Danny Thompson [contrebasse (#3,4,7)]; Javier Colina [contrebasse (#1,6,8)].

in 1989, TWO STARTLING RECORDINGS WERE RELEASED: "songhai" (HNCD 1323), which documented the remarkable collaboration BETWEEN mali's YOUNG KORA VIRTUOSO, TOUMANI DIABATE, AND THE YOUNG FLAMENCO STARS, ketama; AND "kaira" (HNCD 1338), IN WHICH toumani MADE HISTORY BY BECOMING THE FIRST KORA PLAYER TO RECORD A SOLO INSTRUMENTAL RECORD.

five YEARS LATER, THE SAME CAST REASSEMBLED TO RECORD "songhai 2" (HNCD 1383) with two added stars: KELETIGUI DIABATE and BASEKOU KOUYATE. during the same period, the three malian VIRTUOSI RECORDED "djelika".

"DjELIKA" BRINGS TOGETHER THE THREE CLASSICAL malian INSTRUMENTS - THE KORA, THE BALAFON AND THE NGONI - AND ARGUABLY THEIR THREE GREATEST LIVING EXPONENTS. TOUMANI DIABATE COMES FROM A FAMILY OF MUSICIANS. his FATHER, sidiki, WAS RESPONSIBLE FOR POPULARIZING THE KORA IN mali. since HIS FATHER LIVED AWAY FROM bamako FOR MUCH OF HIS YOUTH, TOUMANI IS LARGELY SELF-TAUGHT, ALTHOUGH THE AGGRESSIVE IMPROVISATORY STYLE PIONEERED BY sidiki IS VERY MUCH IN EVIDENCE IN HIS PLAYING. "kaira" IS NOW CONSIDERED A CLASSIC IN mali. it HAS SET A STANDARD FOR OTHER KORA PLAYERS TO AIM AT AND HAS MADE TOUMANI NOT ONLY THE MOST IN-DEMAND TRADITIONAL PERFORMER IN HIS NATIVE COUNTRY, BUT ALSO A FEATURED PERFORMER AT FESTIVALS AND CONCERTS ALL OVER THE WORLD.

KELETIGUI and BASEKOU are as renowned on their instruments as TOUMANI is on his. KELETIGUI is a veteran on the balafon, having been active in the early days of mali's
ELECTRIC BANDS, AS WELL AS HAVING PLAYED WITH salif keita (см.) AND MANY OTHER LEADING malian SINGERS AND INSTRUMENTALISTS. BASEKOU IS THE YOUNGEST OF THE THREE, BUT EQUALLY DISTINCTIVE ON THE DIFFICULT NGONI. the SMALL TEAR-DROP SHAPED BODY IS TOPPED BY A DOWEL NECK, ALLOWING THE PROFICIENT PLAYER WONDERFUL STRING-BENDING POSSIBILITIES AND GIVING THE INSTRUMENT MORE SUBTLETY THAN ITS MODEST APPEARANCE WOULD SUGGEST.

like THE BALAFON, THE NGONI DATES FROM AROUND THE 12TH CENTURY AS AN INSTRUMENT OF THE malian ROYAL COURT. the FAMOUS arab TRAVELLER AND HISTORIAN, ibn batuta, DESCRIBES HEARING GOLD-ENCRUSTED BALAFONS AND NGONIS ACCOMPANYING SINGERS AT THE malian COURT IN THE 14TH CENTURY. the KORA WAS A LATER ADDITION TO THE CLASSIC ENSEMBLE. having BEEN ADAPTED FROM THE HUNTER'S HARP IN THE WESTERN PARTS OF THE mandinka KINGDOMS IN PRE-COLONIAL TIMES, it WAS EVENTUALLY INTRODUCED TO mali BY sidiki diabate IN THE 1950S.

the TWO YOUNG MAESTROS AND THE VETERAN PERFORM TOGETHER REGULARLY NOW AND THEIR CONCERT WAS THE HIGHLIGHT OF THE RECENT CONFERENCE OF african MUSIC IN abidjan (april '95).

the TRADITIONAL african ARRANGEMENTS ARE AUGMENTED BY CONTRIBUTIONS FROM british AND spanish BASS PLAYERS danny thompson AND javier colina. both ARE UNUSUAL IN THEIR APPLICA​TION OF SOLID JAZZ TECHNIQUE TO A WIDE RANGE OF MUSICAL STYLES, INCLUDING TRADITIONAL MUSIC FROM MANY PARTS OF THE WORLD.
Djelika

This composition is named after Toumani's young daughter. Basekou turns the ngoni's unique characteristics to good use in quoting from the music of The Good, The Bad and The Ugly, one of his favourite films.

Mankoman Djan

This is a traditional melody which, when sung, celebrates the achieve​ments of a 13th century Malian general. "Tall" (djan) Mankoman was defending the emperor, Sundiata Keita, founder of the Malian empire, against the usurper Susu Sumanguru Kante. Traditionally played on the balafon, this song has rarely, if ever, been recorded.

Cheick Oumar Bah

This melody was adapted from the traditional Lambang in honour of the Cheick, who was one of Mali's most renowned spiritual leaders of the 20th Century. It was he who observed about this society in which history has been passed on orally by the griots in story and song, that "every time an old man dies, it is as if a library burned down."

Kandjoura

This track is based on a song long associated with and performed by Keletigui.

Aminata Santoro

This praise song for a woman who runs a restaurant and cultural centre in Mali's capital, Bamako, is based on the Guinean love song, "Cheri."

Tony Vander

This tune differs from the rest of the album in a number of ways. It is named in praise of Toumani's Belgian manager, Tony Van der Eecken and it features Dian Diarra on the kamalengoni, or "youth's harp," a six-stringed version of the kora. The melody is derived from the music oftheWassoulou hunters of southern Mali.

Sankoun Djabi

This melody is structured around the bluesy "tomora" tuning from northwestern Mali.

Marielle

This melody is based on an old court song.

	Manu   DIBANGO
	Soul Makossa
	1992
	74:25
	Cameroon

label: Unidisc Music (Canada)

Recorded: 1972 – 76

Afro - jazz-rock / funk

1. "SOUL MAKOSSA" 6:08

2. "BIG BLOW" 7:27

3. "BAYAM SELL 'AM" 5:53

4. "BAOBAB SUNSET" 6:57

5. "MWASA MAKOSSA" 6:06

6. "MIMBO" 4:31

7. "SUPER KUMBA" 6:50

8. "QUI EST FOU DE QUI" 3:57

9. "SOIR AU VILLAGE" 3:55

10. "BEKOSA" 7:31

11. "SENGA" 5:26

12. "PEPE SOUP" 3:53

13. "O BOSO" 5:19

	Manu   DIBANGO
	Bao Bao
	1992
	51:32
	label: Mau Mau (Demon Records)

Manu Dibango [t s, voc], Mory Kante [kora], Herbie Hancock [Fairlight, p], Bernie Worrell [Fairlight], Bill Laswell [Fairlight], Wally Badarou [k] & oth.

Produced by Bill LASWELL

1. MAKOSSA ROCK   6.32

2. AFRO-BEAT   11.01

3. BOAT PEOPLE   6.22

4. BIG BLOW   10.21

5. BAO BAO   6.16

6. CHAPO-SO JAM   11.45
  Born in 1934 in Douala, Cameroon, Dibango had been educated in Paris, and was an accomplished saxophonist and pianist when he moved to Brussels in 1956. Playing a fusion of jazz and Cameroonian makossa music, he eventually joined the Zairean band African Jazz in 1960, staying until his return to Cameroon in 1963 to form his own band. He return to Paris in 1965, working as a session musician and recording three albums for Philips. Dibango continued to record through the 70s, singing to Island Records in 1980, for whom he recorded two albums with Sly Dunbar and Robbie Shakespeare. In 1984, he started recording with Material’s Bill Laswell, being very successful blends of Laswell’s ‘avant-funk’ and Dibango’s African styles. The tracks on this CD date from this period, and alongside The Soul Makossa Gang, Laswell has drafted in top jazz man Herbie Hancock, Parliament’s Bernie Worrell, Level 42 sideman Wally Badarou, and top kora player Mory Kante.

	Tata  DINDIN
	Salam
	1994
	58:35
	GAMBIA
label: Network (Frankfurt) 

Tata Dindin [kora, voc].

HARDINO TUNING

1. MALANG MARANG        6:02

2. MEDLEY OF INSTRUMENTALS:

NANSU MANSENG

MAKITARA

JATO

SIMBOMBA               = 8:47

3. DUNIYA                   5:21

4. LALA                     5:32

TOMORA BA TUNING

5. SAKHADOUGOU (Instrumental) 5:39 
6. AFRICA                   9:1 1

7. KELE                    5:40

8. MOHAMMED      6:26

9. SALAM                    5:26

THE JALI

All too often, today as in the past, the peoples of Africa have been denied a historiography of their own. At times they have even been denied their own historic consciousness. In western culture, anything which is not recorded in writing tends to be dismissed out of hand. Africans see this differently; theirs is an oral history passed down through the centuries in stories, epic poems and songs. As the writer and philosopher Amadou Hampate Ba from Mali has pointed out, «Each time an old African dies, it is as though a library full of unread books had been burned to the ground». In the Gambia, the home of Tata Dindin, there are many such «libraries». Depending on their ethnic origins, they call themselves jali (Mandinka) or gewel (Wolof). We tend to know them by the name of griot.

Even today, historic facts, the history of the ancient royal houses and family trees are handed down and kept alive in the songs of the jali. It is a tradition which has to adapt in this age of portable radios and newspapers. Whereas it was once crucial to learn as

many epic poems as possible by heart, some of which took several hours to per​form, the skills required today are technical prowess in playing an instrument, pure entertainment value, and the praise of patrons. 

A respected jali, especially in a village community, has to fulfil a number of dif​ferent tasks, including the arbitration of family disputes, acting as master of cere​mony at family celebrations and as spokes​person and advisor to the village elders. In former times, the jali had only one patron who paid his living and supported his family. These patrons were usually kings, local rulers or warriors. Later, as inland trading and commerce with the colonial powers increased, a wealthy merchant class emerged who enjoyed being enter​tained and praised by jalis. Today's jali earns his living from a number of different patrons. Payment is direct and public. On naming a name or the name of a forefather, on speaking ,,words which touch the heart directly’’ (Malamini Jobarteh) or on exe​cuting instrumental passages of particular virtuosity, the patron hands over money during the performance (formerly payment was a cow or part of the harvest).

THE KORA

The kora is unique to Africa and, like the hunters harps of the Bambara and Djola, with which it is sometimes confused, it belongs to the family of the harp. Together with the balo (balafon), it is the classical instrument of the Mandingo jali and is regarded as the «instrument of kings». The body consists of a half gourd or calabash covered with cowhide. A wooden rod is pushed through the body to which strings are attached. Formerly strips of leather or gut, today they are made of nylon. We can be fairly certain that the kora was played in the kingdom of Kaabu (now Guinea-Bissau) in the early 19th century and that it spread from there. Until then, the kontingo (Wolof: xalam, Bambara: ngoni), a short-necked lute with leather bands and between one and five strings, was the most commonly used stringed instrument.

The 21 strings of the kora are plucked with both thumbs and index fingers, while the other fingers hold the instrument steady. Four of the strings are bass strings and are beaten with the left thumb. The remaining 17 strings are tuned in the heptatonic mode. The most common kora voice, tomora ba, sounds very similar to our major keys, which may be one reason for the astonishing popularity of kora music in Europe. The hardino derived from the tomora ba is very popular in the Gambia. The intervals between the second and third and the sixth and seventh tone are expanded here. A virtuoso kora player is able to play the melody, embellishments and bass line at the same time. In doing so, he beats rhythmically with the index fingers on the instrument, creating a percussion accompaniment. In the re​cordings on this album, Tata Dindin, who builds his own kora, uses an instrument with 22 strings, i.e. with an additional bass string.

TATA DINDIN

Ebraima «Tata Dindin» Jobarteh, the oldest son of the kora master Malamini Jobarteh, was born in Brikama, the Gambia in 1965. When he was six years old, his father built him his first kora and began to teach him. The legendary Al Hadj Bai Konte was still alive then and, until his death, he helped to train his grandson.  [...]

	DOUDOU  NDIAYE  ROSE
	Djabote
	1992
	55:44
	Senegal

label: Realworld

  Legendary master drummer leads fifty percussionists and eighty singers in a mesmerising performance of power and beauty.

  «... All these drummers were really one, conducted by Doudou who appeared like some martial arts master. The music they were playing was obviously based on rhythm more than on harmony, but so developed that it sounded as rich and nuanced as a symphony. ...» 

-- Eric Serra (composer).

1.
LIGUEYOU NDEYE
2.
CHEIKH ANTA DIOP
3.
ROSE RHYTHM

4.
SIDATI AIDARA
5.
BAYE KENE NDIAYE

6.
CHANTS DU BURGAM

7.
KHINE SINE
8.
KHINE SALOUME
9.
WALO
10.
TABALA GANAR
11.
DIAME
12.
NDIOUK

	EBOKA
	baAka songs & ceremonies from the African rainforest
	1997
	72:19
	Pygmy – т.ж.: HEART OF THE FOREST; THE MUSIC OF PYGMY IN ITURI;

label: Sound Reporters (Amsterdam)

  The baAka are a foraging people who live in the equatorial forest between the Sangha and Ubangi rivers in central Africa. They are related to other rainforest hunter-gatherers such as the Baka in southern Cameroon and the baMbuti in northeastern Zaire, but they speak their own distinct language. [...]

	EMBRIO & YORUBA  DUN DUN ORCHESTER 
	
	1985,88
	62:34
	label: Faruk Music (Munchen)

YORUBA DUN DUN (Nigeria): Muraina Oyelami [dun dun drum, v]; Lamidi Ayankunle [bata drum, v]; Adeleke Sangoyoyin [dun dun drum]; Jimmy Solanka [v, dun dun drum]; + Ojetunde Ajayi [v]; Rabiu Ayandokun [dun dun] (#10, 11).  

EMBRIO (см. тж. в 'Jazz'): Christian Burchard [marimba, vibes, hackbrett]; Edgar Hofmann [s&a s, fl]; Yulius Golombeck [g]; Gerald Luciano [b].

	Ethiopiques, vol. 9: Alemayehu ESHETE – см. в файле 'Rock A-F'
	
	
	
	

	Cesaria EVORA – см. в секции ‘Latina’
	
	
	
	Cape Verde

	EYUPHURO
	Mama Mozambiki
	1990
	45:50
	label: Realworld / Virgin (CA, USA) printed in Canada.

Eyuphuro are: Zena Bakar vocals; Gimo Abdul Remane vocals, guitar; Chico Ventura guitar; Mario Fernandes bass; Mussa Abdul percussion; Belarmino Godeiros percussion.

Recorded and mixed at Wellesly Sound, Toronto, Canada. Cut at The Townhouse, London.

Eyuphuro ('ee-u-poo-roo' from the Makua word meaning whirlwind)

From the start the group's leaders Zena Bakar and Gimo Abdul Remane, made a concerted effort to preserve the traditional rhythms of their home in Nampula. Their birthplace, Illa de Mozambique, was one of Africa's most cosmopolitan commercial centres and Eyuphuro's music reflects a blend of musical influences as African traditions meet Arabic and Latin styles. From the roots Eyuphuro write contemporary songs of love and social criticism, a sharply perceived commentary on life in Mozambique today.

Many of the songs focus upon the social and cultural background of relationships between men and women in modern Mozambique. From one point of view the album can be seen as an attempt to deal with some of the negative attitudes of Mozambican menfolk. Gimo Remane pleads for a woman's heart, scorning those men who abandon their partners on any pretext (We Awaka) yet emphasises the old traditions which leave a wife with nothing if a couple should divorce (Nifungo). Zena Bakar's philosophical view of the world, 'olumwenku', in the song Kihiyeny, portrays the resilience of women against the daily frustrations of society. 'Olumwenku' is that part of the human condition which enables people to live with each other.

The woman-man relationship is characterised by a sequence of songs about love; such as the love she unselfishly gives to her lover (Mwanuni), to her husband (Nifungo, Nuno Maalani), to her children (Oh Mama), to society as a whole (Samukhela, Kihiyeny) and in return is rewarded by being abandoned, divorced, forgotten or ignored.

	David FANSHAWE
	African Sanctus
	1973
	76:02
	Simpho-fantazia
rec. 1973, c 1989

Это единое произведение представляет собой чередование колоритных эпизодов из вокальной католической и африканской (как аборигенской, так и мусульманской) музыки, затем перерастающее в синтез внутри авангардистских этно-интроспекций. Чудо заключается в том, насколько легко и без особой надуманности все это звучит, создавая даже более захватывающее впечатление, чем “Carmina Burana” в арранжировке Glass/Manzarek (см.) Инструментальное сопровождение создаётся средствами африканских инструментов.
Обратите так же внимание на проект Martin  DENNY “Afro-Desia”

	FUENTES
	Garam Masala
	1998
	57:15
	afro-latina

label: Materiali Sonori

Fuentes: Ettore Bonafe [perc, tabla, ghatam, vibes, icebell, ogorogoro, bell tree, wind chimes, plate bell, clave, djembe, toms]; Paolo Casu [congas, djembe, darbouka, turkish bongos, bendir, guiro, balafon, mbira, anklung, ghatam]; Brahima Dembele [rototom, djembe, balafon, v]; Sergio Gistri [tp]; + guests: Antonio Gentile [berimbau]; Bolivar Miranda [bamboo flute]; Alessandro Agostini [double bass, ac bass, el bass]; Antonio Gentile [didjeridoo]; Sana Soro [balafon].

	Mahmoud GANIA
	La Nuit De Gnava avec Mahmoud Gania
	
	62:14
	no info

	GHORWANE
	Kudumba
	1997
	65:55
	MOZAMBIQUE

label: [pi’ra:nha]

«Magic in a magical land» (Bob Dylan, ‘Mozambique’)

In the Mozambican province of Gasa there is a small lake that never dries up, even during extreme draught. It is called Ghorwane. It was this name, which stands for courage to face life and belief in the future, that was chosen by a group of young musicians who got together in the early 1980s during the bitter civil war. Now, in peacetime, Ghorwane continue to encourage the Mozambican people never to give up their life-giving hope and belief in their own strength, or «Kudumba», as it is known in the south Mozambican language of Shangan.

The secret of Ghorwane's music lies in a combination of courageously critical lyrics and a bright and shining sound. Three guitars, one keyboard, a sax, two trumpets, drums and percussion transfer the light and breezy dance styles of their forefathers to the present day with consummate ease.

In this original Piranha release Ghorwane sing and dance to bolster the will to live and hope in the future Mozambique. Listen to this miracle of converting a tear into a smile. Kudumba!

The Producers of Happiness
Born suffering. The birth of a person is like that of a nation. Nothing can prevent the labour pains, the rupture, the crossing beyond the limits. The birth of Mozambique was a truly painful birth. The national flag, in June 1975, was still enjoying first flirtations with the wind and already they were listening to the deadly voices of the guns. Chaos and grief arrived and lingered for more than sixteen years. The first generation of Mozambicans born in a land free of colonialism grew up alongside the barbarism and horror of a war which claimed more than a million lives. Sudden and absurd death visited every Mozambican family. The war quickly pushed the young nation to the top of the list of poorest countries of the world.

The world witnessed this tragedy through images which portrayed only the most visible signs of pain and the absence of hope. But this hopelessness was not as it appeared. Where it seemed that only ashes remained seeds were still there in the soil, there was still a future. Whoever were to look into the inner soul of the Mozambican people would find, with surprise, that they never abdicated joy. And even in the refugee camps where an absence of everything reigned, the ability to dream still survived. The main expression for these dreams was song and dance.

I recall an episode at the height of the war in a refugee camp deep in the interior of Mozambique. On this night several families had just arrived in flight of the gangs spreading terror in the region. They arrived half naked, dressed in leaves and bark, verging on the limit of dehumanisation. They found a corner to spend the night. I was already in bed when one of these refugees surprised me by coming and asking for a knife. I handed over my penknife and went back to sleep. Some time later I was awoken by the sound of a drum and voices singing. This was what my penknife had been destined for: the creation of a musical instrument, the production of joy, the celebration of life. From where did these men, at the limit of their capacity for suffering, draw the strength to sing and to dance?

This capacity to celebrate life, this work of a miner who excavates deep into the depths of sadness to bring out a small gem of hope, this is the cultural heritage that GHORWANE knows how to take into their own hands. This group symbolises this extraordinary quality of converting the negative into the positive which so well characterises Mozambicans. Even when they use misery as material, GHORWANE refuses the temptation to indulge in bitterness. Even when they criticise those who ride roughshod over poverty these «Nice Guys» don't lose their sense of humour. They masterfully perform this act of magic which is to place themselves above the actual misfortunes and so recharge the soul with laughter. This generosity to bring a brightness to where life has dug a tunnel is the primary reason for these young boys' songs being sung in the streets throughout the country and to last as if beacons encouraging us to sail beyond the horizons of the everyday. Listen to this miracle of converting the tear into a smile. [...]

	Mickey  HART
	Planet Drum
	1991
	50:01
	Mickey HART -- см. тж. с: GRATEFUL DEAD (в разделе ‘Rock’); Babatunde OLATUNJI (в разделе “Africa”);

label: Rykodisc (USA)

   “We each brought our own sounds to the ensemble. From Nigeria, by way of New York City, came Babatunde Olatunji (см. тж.). He arrived with an ‘ashiko’, a tall mahogany cone shaped drum, a ‘ngoma’, a traditional African drum, with ancestral faces carved in the side, and a ‘jembe’, a cylindrical shaped drum, common to all countries in West Africa. Sikiru Adepoju, also from Nigeria, brought the variable-pitched talking drum ‘dundun’, and the ‘gudugudu’, a high-pitched, double membrane frame drum. We each brought our own sounds to the ensemble. To Brazilian percussionist Airto Moreira and me, this meant bringing out all of the instruments that we had collected independently over the years. Zakir Hussain brought the instruments of North India, including the ‘duggi tarang’, ‘madal’, and ‘tabla’. T. H. “Vikku” Vinayakram arrived from South India with his ‘ghatam’, clay pot. Flora Purim came with her voice, and a variety of a percussive instruments.” — M. Hart.

	Mickey  HART
	The Music Of Upper And Lover EGYPT
	1988
	44:57
	label: Rykodisc (USA)

Produced by Mickey HART

  The colorful Egyptian folk music and its rich melodies were much affected by the country’s historical global location. The music wass influenced by the culture of Pharaonic, Coptic and Islamic heritages, as well as the more recent Mameluk Kingdoms and subsequent colonial era. All left their marks on the character and form of the Egyptian folk music. The ethnomusical map of Egypt is divided primarily into four sections. The first is the southern-most section which includes Aswan. The second is from Luxor to Gerda commonly called Sa’ed. The third is from El-Meniya to the shores of the Mediterranean Sea call the Fellahim, meaning the farmer-influenced regions. The fourth is the urban music of the major cities such as Cairo and Alexandria. Within these groups, the folk music is yet subdivided into different categories and characteristics.

  #1- 4 recorded on Mosquito Island, Aswan. This region is divided into two linguistical sections: the Arabic-speaking Nubians and a Nubian-speaking sector divided into Mahasi and Mattokki. From these later sectors we present the following songs based on a rhythm called “moon fever”.

  #5- 6 recorded in Alexandria. In contrast to Mattokki and Mahasi, the folk music of Sa’ed Oena is known for its great variety of instruments. The piece #5 demonstrates the read instrument called mizmar; it is similar to the oboe and the Turkish zorna. The bass, tenor, and alto are accompanied by a two-sided stick drum, tabla baladi, hanging from the player’s neck. The bass and tenor mizmars play a continuous drone note as accompaniment to the basic melodies played by the alto.  #6 has vocal accompaniment. It is performed on the darabukka (goblet-shaped drum) and tar (large frame drum), the five-string lyre (tambura), and violin. It is similar in its composition and performance to modern popular music.

	Jon HASSEL / FARAFINA
	Flash Of The Spirit
	1989
	52:02
	label: Intuition Records (Germany)

prod. and mix by Brian Eno, Daniel Lanois.

Farafina -- группа из 8 музыкантов/танцоров из Западной Африки.

 Jon Hassel [tp, sampled strings&harps]; Farafina: Manama Konate [balafon]; Pako Ye [djembe drums]; Soungalo Coulibaly [flute, perc, voice]; Tiawara Keita [soucou (talking drum), tama]; Seydou Ouattara [main bara drum]; Beh Palm [accompanying bara drum]; Baba Diarra [second balafon, perc]; Souleyname Sanou [shekere].

  This recording — a unique blend of African and American music idioms which reaches simultaneously deeper into the past and further into the future — is evidence of the continuing fruitfulness of this forced collision of cultures.

	HEART OF THE FOREST
	The Music Of Baka Forest Of Southeast Cameroon
	1993
	59:24
	Pygmy – т.ж.: EBOKA; THE MUSIC OF PYGMY IN ITURI;

label: Rykodisc (USA), Hannibal Records

   Cradled in the heart of the African rainforest lives one of the oldest and most sensitive musical cultures on Earth. The music of the Balka pygmies is a secret, it is something very special. It has profoundly influenced all who have come into contact with it. When walking along forest paths, dwarfed beneath towering buttress-rooted trees, it is rare to see far ahead due to the luxuriant thickness of the undergrowth. Hearing rather than seeing thus becomes your most important sense. The Baka find their way by ‘listening to the forest’. This need ‘to navigate with sound’ has meant that the Baka have developed an incredibly keen sense of hearing. When listening, you too need a special kind of awareness; an awareness that goes beyond hearing just the music sound itself to imaging and feeling the forest that surrounds and supports it. Also imagine the human situation that gave rise to the music in the first place, for the Balka are an egalitarian people who can use different music to solve disputes, regulate day-to-day affairs, heal illness and create the power and energy needed for communication with their protective spirit world. 

  The music you hear can be thought of as living in three different but not entirely separare spheres. On the one hand there is music for pleasure and leisure, such as the water drumming (tracks 4,5 &13). The stringed instruments such as the aita (tr. 8), limbindi (tr. 10 and 12), or ngombi (tr. 7, 9, 16, 17 and 19), may be played by all at any time of the day or night providing a musical background to everyday events.

  On the other hand there is music that provides moral and spiritual education and guidance for daily life. A t the same time as they explain how things came to be, this music also contains specific advice from ‘Komba’ (the Baka’s Creator) on sharing, hunting techniques and the lifestyle of the animal inhabitants of the forest.

  Finally there is music used in specific ritual contexts, such as Yelli (tr. 1,2 and 3) and Abale (tr. 14) in which the Baka communally ‘talk’ with their guardian spirits, assert their sense of community and restore the beneficent protection of the forest. The Balka say that it is these spirits, each inhabiting a particular region of the forest, who are the real composers of the style of music. The yodelling that characterises much sacred music is considered a sort of non-linguistic code for communicating with this unseen world of spirits and departed relatives. There are no words: the message is passed and the spirits’ benediction invoked in soundscapes beyond the reach of language.

  Baka music needs sensitive listening. It has affected all people who have come into contact with it and altered their way of hearing and performing. We hope that you too will listen with fresh ears to these wonderful sounds and receive with joy some of its secrets.

	Brian  JONES presents:
	The Pipes of Pan at Jajouka
	1971
	46:01
	label: Point, edition 1995.

Не азиатско-мусульманская, а настоящая чёрная музыка Марокко. Записано в полевых условиях, но, как это часто бывает, привезти из Марокко на хорошую студию и записать по высшему классу в нашем десятилетии уже некого. Носители традиционных культур вымирают, а сами культуры вытесняются и заменяются тем, что хотелось бы назвать ширпотребом. Удачей является уже то, что этот музыкальный материал оказался записанным (спасибо энтузиастам).

  «Something good will come to you»  -- translation of the word ‘Jajouka’.

  «You know your own music when you hear it one day»  -- Brion Gysin
  «Listen to the music, the primordial sounds of a 4,000-year-old rock’n’roll band... listen with your whole body, let the music penetrate you and move you, and you will connect with the oldest music on earth.»  -- William S. Burroughs / Brion Gysin

  «The Master Musicians are a special caste exempt from farm work. The sons and grandsons of Master Musicians, they have done nothing else since birth and perhaps before. While they differ widely in age and appearance, they all have the mark of the professional, of someone who does what he does superlatively well. Musicians are magicians in Morocco, and they all bear the mark of the conjurer...»  -- William S. Burroughs
 Some human encounters can be particularly fateful, such as when painter Brion Gysin introduced his friend Brian Jones to the transcendental mountain village ot Jajouka in 1968. The symbiosis that followed magnetized the world forever after to the Master Muisicians of Jajouka. After Jones contact, the Rolling Stones connected to them and that treasured relationship, which exists to this day, transmitted the magic to the rest or us. Suddenly the Master Musicians were hitching a timely ride on the brilliant sixties zeitgeist of the Stones. The ‘Brian Jones Presents  The Pipes of  Pan’ album came out in 1971 and the audience for the supernatural band became global.

The Beats of the fifties, with their easy visionary grasp, had already discovered Jajouka. In 1950, Gysin, painter and writer extraordinaire, got gripped for life by it.

Through him two other geniuses, writers William Burroughs and Paul Bowles, became a beloved part or the Jajouka family. Bowles still lives in Tangier and remains warmly close to the musicians. Brian Jones old PR glossy still hangs in the Jajouka madrassa and the men sing to this day, «Ah Brahim Jones / Jajouka Rolling Stone / Ah Brahim Jones / Jajouka really stoned.»

---------- David Silver

  Magic calls itself  The Other Method for controlling matter and knowing space. In Morocco, magic is practiced more assiduously than hygiene though, indeed, ecstatic dancing to music of the brotherhoods may be called a form of psychic hygiene. You know your own music when you hear it one day. You fall into line and dance until you pay the piper. 

  Westermark, in his book on pagan survivals in Morocco forty years ago, recognized their patron: Bou Jeloud, the Father of Skins, to be Pan the little goat god with his pipes. An account of their dances led him to conclude they must be celebrating the Roman Lupercalia which once occurred in the first two weeks of February, but attached itself to the principal Moslem feast when the Arab invaders turned the calendar back to the lunar year. 

I ran several times in the panic of the Lupercalia. It is the «holy chase» of which Julius Caesar speaks in Act I, Scene 2 of Shakespeare's play: «Forget not, in your haste, Antonius, to touch Calpurnia: for our elders say the barren, touched in this holy chase, shake off their sterile curse.» Marc Antony should be wearing a fresh, foul-smelling goatskin, «I saw Marc Antony offer him a crown; yet 'twas not a crown neither, 'twas one of those coronets...»

  Bou Jeloud wears a yokel's big, floppy straw hat, bound round his face with a fillet of ivy. «...it was mere foolery; I did not mark it.» Elizabethan «Morris» dancers were Moorish.

  Pan, Bou Jeloud, the Father of Skins, dances through eight moonlit nights in his hill village, Jajouka, to the wailing of his hundred Master Musicians. Down in the towns, far away by the seaside, you can hear the wild whimper of his oboe-like raitas; a faint breath of panic borne on the wind. Below the rough palisade of giant blue cactus surrounding the village on its hilltop, the music flows in streams to nourish and fructify the terraced fields below. Inside the village the thatched houses crouch low in their gardens to hide the deep cactus-lined lanes. You come through their maze to the broad village green where the pipers are piping: fifty raitas banked against a crumbling wall below sheet lightning to shatter the air. Fifty wild flutes blow up a storm in front of them, while a platoon of small boys in long belted white robes and brown wool turbans drums like young thunder. All the villagers, dressed in best white, swirl in great circles and coils around one wildman in skins.

Women scatter like white marabout birds all aflutter and settle on a little hillock for safety, all huddled in one quivering lump. They throw back their heads to the moon and scream with throats open to the gullet, lolling their tongues around their empty heads like the clapper in a bell. Every mouth is wide open, frozen into an 0. Head back and hot narrow eyes brimming with dangerous baby. [sic]

Bou Jeloud is after you. Running. Over-run. Laughter and someone is crying. Wild dogs at your heels. Swirling around in one ring-a-rosy, around and around and around. Go! Forever! Stop! Never! More and No More and No! More! Pipes crack in your head. Ears popped away at barrier sound and you [sic] deaf. Or dead! Swirling around in cold moonlight, surrounded by wildmen or ghosts. Bou Jeloud is on you, butting you, beating you, taking you, leaving you. Gone! The great wind drops out of your head and you hear the heavenly music again. You feel sorry and loving and tender to that poor animal whimpering, grizzling, laughing and sobbing there beside you like somebody out of the ether. Who is that? That is you. Who is Bou Jeloud? Who is he? The shivering boy who was chosen to be stripped naked in a cave and sewn into the bloody warm skins and masked with an old straw hat tied over his face. He is Bou Jeloud when he dances and runs. Not Ali, not Mohammed, then he is Bou Jeloud. He will be somewhat taboo in his village the rest of his life.

  When he dances alone, his musicians blow a sound like the earth sloughing its skin. He is the Father of Fear. He is, too, the Father of Flocks. The good shepherd works for him. When the  goats, gently grazing, brusquely frisk and skitter away, he is counting his flock. When you shiver like someone just walked on your grave—that's him; that's Pan, the Father of Skins. Have you jumped out of your skin lately? I've got you under my skin.

  Up there, in Jajouka, you sleep all day—if the flies let you. Breakfast is goat-cheese and honey on gold bread from the outdoor oven. Musicians loll about sipping mint tea, their kif pipes and flutes. They never work in their lives so they lie about easy. The last priests of Pan cop a tithe on the crops in the lush valley below. Blue kit smoke drops in veils from Jajouka at nightfall. The music picks up like a current turned on. The children are singing, «Ha, Bou Jeloud! Bou Jeloud the butcher met Aisha Homolka, Ha, Bou Jeloud!»

  On the third night he meets Aisha Homolka who drifts around after dark, cool and casual, near springs and running water. She unveils her beautiful  blue-glittering face and breasts and coos.

And he who stammers out an answer is lost. He is lost unless he touches the blade of his knife or, better still, plucks it out and plunges it into the ground between her goatish legs and forked hooves. Then Aisha Homolka, Aisha Kandisha, alias Asherat, Astarte, Diana in the Leaves Greene, Blest Virgin Miriam bar Levy, the White Goddess, in short, will be his. She must be a heavy Stone Age matriarch whose power he cuts off with his Iron Age knife-magic.

  The music grooves into hysteria, fear and fornication. A ball of laughter and tears in the throat gristle. Tickle of panic between the legs. Gripe of slap-stick cuts lose in the bowels. The Three Hadji. Man with Monkey. More characters coming on stage. The Hadji joggle around under their crowns like Three Wise Kings. Monkey Man comes on hugely pregnant with a live boy in his baggy pants. Monkey Man goes into birth pangs and the Hadji deliver him of a naked boy with an umbilical halter around his neck. Man leads Monkey around, beating him and screwing him for hours to the music. Monkey jumps on Man’s back and screws him to the music for hours. Pipers pipe higher into the air and panic scream off like the wind into the woods of silver olive and black oak, on into the Rif mountains swimming up under the moonlight.

 --------- Brion Gysin

	Abdel KABIRR  & The SOTO KOTO Band
	Gumbay Dance!
	1991
	62:27
	GAMBIA

label: Higher Octave, World Series.

Abdel Kabirr [v, k]; Ousman Beyai [g]; Gerald Valdor [g]; Alain Eskinasi [k]; Mousa Mboob [d, perc]; Alioune Diaw [b]; John Boot [tp]; Steve Galloway [trb]; Gary Meek [a&t s]; Djenah Delberty [back v].

The music of vocalist and keyboardist Abdel Kabirr expresses the energy and excitement of Africa and conveys the joyful feeling of Gumbay. Born in the Gambia, the same small West African nation pictured in Alex Haley's «Roots», Abdel learned music in numerous traditional musical events. 

Abdel feels that now is the perfect time for the new Gumbay music because of the growing global cultural awareness.

«Gumbay offers the chance for people from Africa and people from the rest of the world to accept and appreciate each others’ sounds.'’

	Jo  KAIAT
	Departures
	1999
	66:43 67:11
	label: Erato Disques (Paris, France)

И элегантный и экзотический в высшей мере этно-джаз. Сочетание огромного чувства вкуса и необузданной фантазии при обращении к самым глубинным корням, делают этот проект жемчужиной современного джаза. Причём, именно современного – вы почувствуете, прослушивая эту запись, свежее дыхание музыки нового тысячелетия, новый уровень синтеза. Синтеза не ради него самого, но ради обретения неведомых степеней свободы. (Примечательно, что диск вышел на весьма серьёзном лэйбле, который занимается изданием академической музыки, как классической, так и авангардной.)

FLIGHT CD 1: “Destination Delhi” (India)

Passagers: Jo Kaїat, Johar Ali Kahn, Shabaz Hussain Kahn

Boarding with: piano, violin, tablas

FLIGHT CD 2: “Destination Bamako” (Africa)

Passagers: Jo Kaїat, Ousmane Keita, Cheick Fantamady Kone

Boarding with: piano, jembe, doum doum

1. Lalit

2. Shiva Ranjani

3. Coeur Battant

4. Des

5. Moudal

6. Hindol

7. Indian Nicart

1. Siraba

2. Tchaouara

3. Koredouga Coctail

4. Du Maroc au Mali

5. Bajalamale

6. Piano Mandingue

7. Denfa

8. African Nicart

Te be a jazz musician is to be open to the music of the whole  world. This is the dying century's bequest to the new millennium.  In the beginning, jazz was black and white, the bastard child of  gospel and classical music, the half-caste offspring of the blues  and country music. Then, it invented a world for itself, a universe  far removed from questions of style, a music of infinite  potential. As it grew it fed on other types of music, slaking its thirst through improvisation, taking whatewer was of interest,  making the most of evey opportunity. And in the four corners of  the continents, it drank its fill, ate all it wanled, sometimes  simply took a taste. All wilh the desire to have the same  thing twice. For sure, the combinations were a hybrid 'nouvelle  cuisine', but the aim was always to provide something which the  listener could get his teeth into, and yet respecting the traditions.  So it has been for 80 years. Jazz has remained curious, always  scouring the world for new flavours and original colours. It has never ceased to be both the gourmet and the gourmand,  delighting in the pleasures of refined marriages of savours, 'cooked' according to ancient recipes but always with the breath  ot the present blowing through it. Jazz is the product of many  musics but remains singular. It is so of necessity, that is its raison  d’etre. It is so for reasons of enjoyment, this is how it is played.  Jo Kaїat has understood this perfectly. By seeking he has found  himself. His music is a journey, from Paris to Bamako, from New York to Delhi, nor is it travelling down the middle of the road. His  piano has traipsed from continent to continent in search of an  identity, in perfect accord with his way of seeing, with his way of  living in the here and now, in a time which is for ever in the  present tense. He has cut his furrow every deeper. He has forged  himself a character and a slyle. His music speaks Creole, not only  his own, but also that of those who know how to listen to him -- of course.

Today in 1999, the words 'World Music' are on everyone's lips,  and that language is often one and the same. However,  contemporary fusion has not been free from confusion.  Sometimes it's simply a whirlwind romance which lasts the  length of the record, it’s a learning experience, but there's hardly any dialogue, nothing from the heart. Others go a great deal further, take their time, stand back to get a proper view. Jo Kaїat  has undestood this perfectly. So as give substance to his vision, to be in tune with his own life, to be in harmony with the notes  which he has chosen (or rather those which have chosen him),  he has adopted the formula of the trio, adapting it to the members of his group. One is Indian, the other is African, but they are both alike, as it were genii loci. Their jazz also digs deep amongst their roots. Tablas and a violin play in Indian modes,  the rhythmic sound of the doum-doum and the kamale take the listener to Mali. Basically, a drum and a stringed instrument, giving out music squared. The first hails Shiva, the symbol of inexorable movement, the wise god who can sometimes be  cruel when necessary. The second passes via Morocco with the long blues of the descendants of the Gnawa, those other men coloured midnight blue. In both the strong sense of a hesitant  jazz is never far away. The first re-presents the raga Lalit, an ancient raga which symbolises the separation of lovers, a raga  to be played at nighlfall. The second takes up the Koredouga, a  traditionat song calling people to a rejoice and to celebrate,  where eveything and completely the opposite can occur. Jo Kaїat is fond of paradoxes. The rhythms are those of a festival in  Delhi, the harmonies recall the trances of the Gnawa in Bamako -- as well as the complete opposite.

Nothing is simple. The pianist plays lines which veer off course and tighten, lines which stretch and shorten. Here was have two isosceles triangles, two original versions of a jazz which has the obligation to exist, two irregular visions of a pianist who mixes the past and the present, yesterday and tomorrow. In the  percussive hands of Jo Kaїat, the piano becomes a drum.  Filtered through the fertile imagination of Jo Kaїat, the piano  becomes pure melody. Left hand, right hand, both together, by turns minimalist and expressionist, sombre and colourful,  poweful and light. There is a great deal of virtuosity – and even  more imagination. There is no point in having a chaotic order of notes without there being a guiding voice, leading to a tangential path.

Listen -- you've never heard anything like this before.

Lislen -- you won't believe your ears.

	Musa Dieng  KALA
	Shakawtu  (Faith)
	1996
	50:03
	Senegal
label: Shanachie Records

1. KALAMUNE

2. DIEUZBU

3. MAWAHIBU

4. SHAKAWTU

5. LISANU SHUKRI

6. FUZTI

7. YASURU

8. SHAKAWTU (a cappella)

9. KUNE KATIMAN

  Like Nusrat Fateh Ali Khan, Musa Dieng Kala is an extraordinary singer rooted in Islamic, especially Sufi, mystical musical tradition. This album’s soothing meditative ambience is colored by Senegalese roots music given a contemporary sheen. The resulting blend is hypnotic and life-affirming.

  This recording is intended, in part, as a testimonial to the remarkable life of a Senegalese religious leader venerated as a Sufi master and saint in his own times and today. Cheikh Amadou Bamba (1855-1927), whose devotional poetry Musa Dieng Kala immortalizes with this daring album of original music, is by any measure one of the most extraordinary figures in the history of Islam in Black Africa. The erudite Bamba professed himself a spiritual heir of the great Abu Hamid Ghazali of Persia (1058-1111), whose influence in Islam, particularly through his ‘Revivification of the Sciences of the Faith’, was incalculable. Al-Ghazali not only reconstituted orthodox Islam, making Sufism – Islamic mysticism – an integral part of it, but was also a great reformer of Sufism, purifying Sufism of certain extra-Islamic elements and putting it at the service of orthodox religion. Musa Dieng Kala’s knowing encounter with Bamba’s texts has produced music of a rare spiritual power, as sweetly incantatory as the best of Nusrat Fateh Ali Khan. This is music crafted from marvelous displacements, a surrealistic to the ‘lifted up’, as another modern Sufi, Rafi Zabor, ventured to put it, «into that music through which all things are changed». Such efforts as this give Sufism a good name. Musa Dieng Kala has amply repaid – at least a first installment of – a loving debt to his master, Amadou Bamba. May the Almighty take favorable notice, and bless any ensuing explorations of Bamba’s rich heritage of faith.

	Kemang KANOUTE
	Farafina
	1990
	51:34
	Senegal               

label: Koch International Rec.

  Kemang is, like he says himself, “born in the music”. (His father, Tamba Kanoute, was a famous ‘griot’, the historian of West-Africa, who taught him his profession ever since he was a child.) The instrument he played, called the ballophone, has always been the main instrument in the family of his father. It is one of Africa’s most ancient instruments. It resembles the xylophone, made of sounding-wood and small calebashes, each having its own timbre. The ballophone is one of the typical instruments from the Mandingue culture, of which Kemang is representative. Later, he also learned how to play the kora, an instrument coming from Gambia, which has been played for generations in his mother’s family. It consists of a resonance-box, made from a kalebash, and a 21 strings spread in two parallel rows along a stick, which are being plucked by the thumb and forefinger of both hands. It is very rare to find a musician in the whole of West-Africa, who can play both the kora and the ballophone. The way Kemang masters both instruments testifies to his exceptional musical qualities. Kemang Kanoute has developed into a greatly appreciated musician who is known for his divergent qualities: his light fingeredness, his warm, powerful voice, the many compositions that he wrote and last but not least his radiation on stage. All in all, these qualities make that a Kanoute performance, whether on stage or in the studio, is a magnificent and unforgettable listening experience.

  Lansana Diabete has played the guitar from early childhood onwards. Like Kemang he comes from a family of ‘griots’. As a teenager he worked with a number of orchestras in Mali, after which he left for Senegal to extend his experience in traditional music. The result of a year of intensive cooperation between two talented musicians, will be heard on this record.

	Salif  KEITA
	Soro
	1987
	38:15
	MALI

label: Mango Records

Salif Keita [v]; with his African musicians & Jean-Philippe Rykiel [k, arrangements].

Salif Keita is one of the most remarkable stars in Africa today. From the West African state of Mali and of noble birth, he is a direct descendant of Sounjata Keita, the warrior king who founded the empire of Mali in 1240, establishing the great Manding culture which transcends the state boundaries of today. Salif Keita has overcome the prejudices arising from his illustrious background and the fact that he is an albino, to rise to the peak of his profession and a position in Malian society equal to that of his noble forebears.

His singingcareer really began when he established himself with the popular Rail Band du Mali in the early 70's. In 1973, he joined Les Ambassadeurs. In 1978, they moved to Abidjan, Ivory Coast, from whose sophisticated recording studios they began to expand a worldwide reputation. After several successful LP's culminating in the masterpiece, "Manjou", a legend was born and a huge following established throughout Africa, France and the Francophone areas of the world.

Salif Keita's music is a powerful, seamless, and highly sensitive melting pot of influences; transplanting the traditional music of the griots into the present. He has blended in otherWest African influences from Guinea and Senegal, and influences from Cuba, Spain  and  Portugal,  fusing his traditional vocal themes with modern instruments and style. On "Soro", with the use of the latest 'state of the art' technology, this development has reached an unprecedented peak of perfection,   both  musically  and technically.

Above all, is the charisma, mystique and dramatic personality of Salif Keita.

Above all is the voice, Islamic-tinged and awe-inspiring." Pure- electrifying-intense - spiritual - trance-like". Just some of the adjectives used to describe it. All are appropriate.

His lyrics, deeply inspired by history and the legend of Soundjata Keita, revolve around living together, starting from traditional ideas, themes from the past transported to the present, improving  the  present  through reference to the past.

The spellbinding "Soro", Salif Keita's newest triumph, is fittingly, his first release in the English-speaking world.

	Salif  KEITA
	Amen
	1991
	43:51
	label: Mango Records

Salif Keita [v]; Joe Zawinul [k]; Carlos Santana [g]; Wayne Shorter [t&s s]; Bill Summers [perc]; Jeff Baillard [g]; a.o.

Produced, arranged and orchestrated by Joe Zawinul.

Yele n Na 

Waraya 

Tono 

Kuma 

Nyanafin 

Karifa 

N B'I Fe 

Lony

	Salif  KEITA
	The Mansa of Mali...  A Retrospective
	1994
	65:30
	label: Mango Records

produced by Joe Zawinul
Этот сборник не пересекается с предыдущими двумя дисками на 42:22.
   “After meeting Malian vocalist Salif Keita, I felt a need to learn more about the function of rhythm in African society. Many of the polyrhythms and polymeters used in these percussion ensembles are part of the traditional jazz vocabulary. It’s like this guy walking up a mountain to find out where he’s coming from in jazz music and all of a sudden he meets a guy who can show him the short cut. Salif opened my eyes to another way, an easier way to get there.” — So said saxophonist Courtney Pine (см. ‘Jazz’ sect.) after a musical encounter with the golden voice of Mali, Salf Keita.

For Courtney, West London born and bred, his roots in Jamaica, a meeting with Salif was akin to a meeting with a spiritual and cultural force whose roots can be traced back to Soundjata Keita, a Warrior King who founded the Mali Empire in 1240. However, Salif Keita's story is no ordinary one. Being born albino -- a sign of bad luck -- into a noble family resulted in his being shunned by both his family and community. Poor eyesight and a lack of financial support thwarted a career in teaching, but his childhood encounters with the griots, who would arrive at his house to sing his family's praises, instilled a deep feeling for the music and triggered the option of an alternative, if problematic, career.

The young Salif began to regularly trek the 25 dusty kilometres from his native Djoliba to Bamako, Mali's capital, where he would sing in the markets. He lived on charity. Unfortunately, when his father discovered how his son made a living he refused to speak to him for the next six years. Life was tough. Moving to Bamako, the singer struggled to survive, but his luck changed when spotted singing in a nightclub. He was offered a job with the legendary, Government-sponsored Rail Band who were resident in the principle hotel of the railway station in Bamako. [...]

	Salif  KEITA
	“Folon”... The Past
	1995
	56:23
	label: Island: Mango

Produced by Wally Badarou and Jean-Phillipe Rykiel

Salif KEITA with:

Drums: Mokhtar SAMBA 

Bass: N'Doumbe DJENGUE 

Guitars: Ousmane KOUYATE 

Rhythm Guitars: Diely Moussa KOUYATE 

Percussion: Souleymane "solo" DOUMBIA, Sydney THIAM 

Balafon on "Seydou": Lansine "Boua" KOUYATE 

N'Goni on "Seydou": Moriba KOITA 

Keyboards: Cheick Tidiane SECK, Eddy EMILIEN, Jean-Philippe RYKIEL, Walty BADAROU  

Saxophone: Glaucus XAVIER 

Trombone: Jean-Louis DAMANT 

Trumpet: Ron MEZA, Feliove GUILLERMO

+ Backing Vocals

	Salif  KEITA
	Moffou
	1998
	60:33
	Salif Keita [v, ac g]; Cesaria Evora (см.) [v]; Mino Cinelu [perc]; Sayon Sissoko [ngoni]; Adama Kouyate [tama]; Mamadou Kone [calebasse]; Drissa Bakayoko [djembe]; Harouna Samake [camele n'goni]; Souleyman Doumbia [African congas]; David Aubaile [fl]; Jean-Louis Solans [luth, e-bow, cavaquinho]; Arnaud Devos [harmonica]; Benoit Urbain [accordion]; Guy N'Sangue [el-b]; a.o.

	Salif  KEITA
	Papa
	1999
	51:30
	label: Capitol Rec. (Hollywood, CA)

Email: Salif.Keita@malinet.ml 

Salif Keita [g, v]; with musicians: Grace Jones [v]; Vernon Reid; John Medeski [organ]; Ben Perowski [d]; Monica Wilson [cello];  Jean-Philippe Rykiel [k]; Toumani Diabate [cora]; Keletigui Diabate [balafon]; Adama Coulibaly [M’Simby]; Mohamed Kouyate [talking drum]; Eric Bono [progr]; a. o.

Салифа Кейта называют «африканским Карузо». Он стал певцом вопреки воле своего королевского рода (предки Кейта в XIII веке основали империю на территории современных Мали и Гвинеи). Да и сам Салиф Кейта, в 1970-е работавший где-то в провинции школьным учителем, не сразу принял предложение от ансамбля, игравшего в привокзальном ресторане столицы Мали – Бамако. Но с начала 80-х экзотическое лицо негра-альбиноса стало регулярно появляться на обложках американских и европейских журналов. Все его пластинки безупречны с вокальной точки зрения.

	Noise KHANYILE
	The Art Of Noise
	1986
	54:22
	South Africa / Azania.  Traditional Zulu and jive music.

label: Ace Records, GlobeStyle (United Kingdom)

N. K. [ac. g, lead voc, violin, mandolin]; Joseph Malema [el g]; Boxer [d]; Sobiziwe [concertina]; Reggie Mfeka [d]; Ian Herman [d];  Pat Khanyeza [b v]; Temple Sedibe [b v]; with AMAGUGU AKWAZULU: Dudu Hlophe [b v]; Marjorie Nombere [b v]; Julie Mangou [b v].

   This CD demonstrates Noise Khanyile’s range of both traditional and jive music and the excitement he brings to every project of which he is part. Jive as a music form was put into the shade by disco for some time, but Noise is optimistic about its survival. “I think any music, if it’s good, it’s good. Because if the small kids coming up, that old music is new for them.” Jive music had not made much progress and consequently the newer sounding disco took over as a popular form in the mid-seventies. Noise had never made disco records, he went back to the traditional music and also Marabi, an early jive guitar picking, where the instrumentation is guitar picking and rhythm guitar, plus occasional addition of saxophone, but no drums or bass guitar.

1. Igobondela

2. Usa Special

3. Isulu Seliyaduma

4. Dlamini

5. Via Scotch Land

6. Baba Wami

7. Mapantsula Jive

8. Umamemeza

9. Jika Jika Jive

10. Ugubuzela

11. London Avenue

12. Marimaba Jive

13. Kwazamazama Umkhomazi

14. Groovin’ Jive #1

	Habib KOITE  &  BAMADA
	Ma Ya
	1998
	60:55
	MALI (Manding songs)

label: RecRec

Habib Koite [g, v]; Baba Sissoko [tama, n’goni, balafon, caragnan]; Boubacar Sidibe [g, harmonica, v]; Souleymane Ann [d, calebasse, v]; Abdoul Wahab Berthe [b. kamale n’goni]; Sidiki Camara [djembe, barra]; + violins of the Instrumental Ensemble of Mali (#10).

	Lamine KONTE
	A Minstrel Of Senegal
	1986
	42:27
	label: Victor Mus. Ind. (Japan)

    Lamine Konte, master of the African harp [kora] and story-singing tradition of Senegal, sings his enchanting Griot tales.

     Невероятно прелестная музыка. Не случайно крупная японская фирма, не занимающаяся этно, ухватилась за издание этого проекта. В результате CD прекрасно звучит, но вся информация на вкладке — на японском.

	Kandia  KOUYATE,  

 Mah  DAMBA,  Sali  SIDIBE,  Oumou  SANGARE
	The Divas from Mali
	1997
	72:01
	label: Network (Frankfurt)

KANDIA KOUYATE: 

1. KOUNADY LA BENO  6:48

2. SAMBA SIKE    10:25

3. DJAOURA    7:57

MAH DAMBA:

4. MAH DAMBA: SOUNAFI     6:55

5. JARABI    7:25

LANSINE KOUYATE:

6. JELI (balo solo)  4:04

SALI SIDIBE:

7. DUNIA DJAMOU   8:14

8. DJANA DJANI   7:10

OUMOU SANGARE:

9. DJAMA KAISSOUMOU   6:47 

10. DUGU KAMELENBA     6:12
Right from the very beginning, Mali has been formulating its 1,000-year history in musical terms. Since the time of Soundjata Keita, who in the 13th century turned Mali into the biggest kingdom in West Africa, professional musicians from the Manding ethnic group have been singing the history of their country and its noble families.

The texts, rhythms and melodies have been handed down orally, and the strict and ancient tradition of the West African families of musicians, the Kouyate, the Diabate (см.), the Sissoko etc., has guaranteed that a correct musical «record» has been preserved. Whoever was born into one of these griot families, was destined to become a djeli or djeli mousso (female djeli) and learn the art of musical performance, djeliya, from the members of his or her own family. Thus whether someone was to sing, play the harp, kora, or the balo, a xylophone, was decided by one's birth. Today these rules have been relaxed somewhat, and nowadays it is not just membership of a specific family but above all talent and the ability to assert one​self that go to make the new musician in Mali.
Djeliya is first and foremost a linguistic art, a special ability to shape language. It not only includes such genres as the hymn of praise, the heroic epic, but also historical recitative and private anecdotes, religious teachings, moral edification, emotional outbursts and poetic verse - sometimes all of these in one composition! A djeli mousso is a singer, entertainer, historian, journalist, and moral authority ... «We are language receptacles,» said Mamadou Kouyate, «that contain the light and the dark. We are pouches that safeguard old secrets. We are the people's memory: without us, everything would fade away in the mists of oblivion.» Djeli moussolou  have  always  been  given preference as singers because the vocal ideal of the Manding was a high, powerful, penetrating voice that also had emotional depth—and as a rule that was the kind of voice women in West Africa were more likely to possess. Among the Wolof it is said that «a woman's voice is like an arrow».

Since Mali gained independence in the 1960s, the Wassoulou region in the south east of the country has produced a whole series of famous singers. Not only have these created a brand new sound, they also perform with a new self-confidence and manage their own ensembles: Coumba Sidibe, for example, Sali Sidibe and Oumou Sangare. What is new about their music is the unusual way it mixes traditional Fulani rhythms and sounds both with elements of the Manding culture in the north and with modern western instruments and texts that break with just about every taboo there is as regards women in a male-dominated Islamic society.

Mah Damba Sissoko, Kandia Kouyate, Sali Sidibe and Oumou Sangare, are from the two largest population groups in Mali. They represent two musical traditions but one generation, and they enable us to experience how the ancient West African art of epic song is making its way into the modern era. [...]

	KRONOS  Quartet
	Pieces Of Africa
	1992
	67:14
	Исполняют музыку африканских композиторов в  числе которых Foday Musa Suso (см.) и Kevin Volans.

	KRONOS  Quartet
	Hunting: Gathering
	1991
	21:25
	KRONOS  QUARTET plays Kevin Volans.

Kevin Volans talk about “Hunting: Gathering” — см.: Balanescu Quartet plays Kevin Volans: String quartets № 2, 3: “Hunting: Gathering”, “The Songlines”; Kevin Volans см. тж.:  Kronos Quartet “Pieces Of Africa”.

   If, as has been said, speaking another language confers a new soul on the speaker, what then are the implications for speaking more than one musical language? Kevin Volans’ compositions may be just one in a stream of possible implications. Certainly the blend of influences and inspirations that he brings to his music is unlike most other composers’  work.  Volans grew up in the South African town of Pietermaritzburg. His early musical training was oriented toward European classicism. Later it embraced, then jilted, the European avant-garde. Inevitably though, Africa emerged prominently both in his psyche and in his music-making. “The light, the textures, the colors of Africa and the African landscape and the sounds of the birds and the insects are totally different from Europe,” he explains. “And the music fitted exactly with that. It’s not so much cultural as environmental. You can switch cultures in a way but you can’t deny your environmental background.” Hunting: Gathering itself also started out as part of a series of pieces originally called African Paraphrases. “I found that title so misleading. Although the title and a lot of the music quoted in the piece is modelled on African music, it’s not an African piece at all. When I say ‘modelled on’, the African-ness is as relevant to it as, say, African masks are to Picasso’s Les Demoiselles D’Avignon. The origin of that painting is undeniably African — because of the faces and so on — but the painting is nothing to do with African art. That’s sort of how I feel about this piece.” Nonetheless, Hunting: Gathering is suffused with an African light and, parts are, to appropriate Volans’ term, ‘paraphrases’ from Ethiopian, Zimbabwean and Malian music. Like his 1980 composition Mbira for harpsichord and percussion, its textures are deeply African. The cornerstone of its success lies in the expert way in which Volans not only draws inspiration from the tensions — real or figurative — between the African cultural and Western classical elements in the piece but also reconciles those tensions. Hunting: Gathering is the marriage of those diverse forces. “By the time I came to write Hunting: Gathering,” he continues, “I was tired of the composition etude — the ‘one idea’ piece — and I thought it would be interesting to write something which included as many different kinds of music as possible — the opposite of minimalism, if you like. In Hunting: Gathering there are about 23 different pieces of music in the space of 26 minutes, linked together in a pseudo-narrative which leads nowhere in particular.” He calls the piece a “journey of the imagination” and this particular odyssey confronted him with many musical problems. The bonding agent was the need to “ensure that no one element dominated the others. To emphasize the separateness of each piece of music, I wrote them in different keys. My most difficult task, then, was to find a way of getting from one key to another without any sense of development.” He adds that realizing this dream was, to say the least, taxing. “The way I write music, if I get stuck I fall asleep. I switch off, lie down and when I wake up I know what to do next. The problem is solved in my sleep. I don’t dream the music though. I wake up with a clear mind and immediately the solution presents itself. I slept an incredible amount while writing Hunting: Gathering” — Ken Hunt, 1990.

	Ali Hassan  KUBAN
	Walk Like A Nubian
	
	65:03
	NUBIA
label: [pi’ra:nha]

Ali Hassan  KUBAN -- The Godfather Of Nubian Roots Music.

A.H.K. [v, tar]; Hassan Makky [accordion, k]; Abdel Razik Abdallah [t s]; Ahmad “Al Sa’Idi” [a s]; Romani Krishna [el b]; Hassan Mahmoud [darbuka, dohollah, tar]; Mohammad Laziz Fathi [bongos, duff (tar), tombana, riq, marakesh]; Nasreldin Shalaly [duff (tar)].

   On the base of hard driving traditional percussion the best known Egyptian wedding musician praises the beauty of brides and love. This is the first release with Desert Funk Music the Godfather of Nubian Roots Music produced in a modern studio. The digital production sounds surprisingly clear and authentic.

   №1 in the World Music Charts Europe!
   Besides being The Nubian (countryside in the South of Egypt) Singer Ali Hassan Kuban has always been a full musician, composer and bandleader. His concern is to develop the unique original Nubian sound and rhythm which since five thousand years  has bridged Nubian past, present and future in a wedding party. Ali Hassan Kuban brought the beautiful traditional wedding rhythms of a 5000 years old culture to the Egyptian capital. The Nubian tradition predates the Pharaos who nevertheless are echoed in Ali’s horn section. The rhythms are deinitely African and sound to the unfamiliar ear like a karavan made of ska dancing black rhinos. Arabian lyrics complete the fusion of Africa and the Orients which is the speciality of Nubian culture.

	Fela Anikulapo KUTI (FELA)
	The '69 Los Angeles Sessions
	
	46:26
	Nigeria

1. My Lady Frustration

2. Viva Nigeria

3. Obe

4. Ako

5. Witchcraft

6. Wayo

7. Lover

8. Funky Horn

9. Eko

10. This Is Sad

	Fela Anikulapo KUTI (FELA)
	Ikoyi Blindness / Kalkutta Show
	
	59:56
	1. Ikoyi Blindness

2. Gba Mi Letiki 'n' Dolowo

3. Kalkutta Show

4. Don't Make Garan Garan

	Fela Ransome KUTI & AFRICA '70
	Open & Close
	1975
	36:43
	label: Stern's Africa (UK/USA) - 1975/1996; Kalakuta Records - 1996.

AFRICA '70 personnel:

TONY ALLEN Drums 

LEKAN ANIMASHAUN Baritone sax 

IGO CHICO Tenor sax 

TONY NJOKU Trumpet 

HENRY KOFFI Lead congo 

TUTU SORUNMU Rhythm guitar 

AYO AZENABOR Bass guitar 

OHIRI AKIGBE Tenor guitar 

AKWESI KORRANTIN Conga 

TONY KUPOLIYI Conga 

JAMES ABAYOMI Sticks 

ISAAC OLALEYE Shekere

1. Open & Close

2. Suegbe & Pako

3. Gbagada Gbogodo

Composed, arranged and produced by Fela Ransome Kuti

"This is just a little bit of Africa '70 sound on record. This band has released, and has many more things for release in future. All authentic African sounds by far the best sound on the continent of Africa."

--- Toyin Makanju

	Fela Ransome KUTI & AFRICA '70
	J.D.D.
	1976
	53:37
	1. JDD (Johnny Just Drop)

2. Unnecessary Begging

3. No Buredi (No Bread)

	Fela Ransome KUTI & AFRICA '70
	"Confusion" / "Gentleman"
	1997
	56:38
	label: Barclay (France) / FAK 1997, 1999

	Fela ANIKULAPO -  KUTI (FELA) & EGYPT '80
	Beasts Of No Nation
	1989
	39:21
	label: Shanachie (USA)

"Music is the weapon of the future."

1. Just Like That

2. Beasts Of No Nation

Written, composed andarranged  by Fela Anikulapo Kuti.

Produced by Wally Badarou and Kuti.

Состав большой (EGYPT '80).

->kuti o&c

	Fela ANIKULAPO -  KUTI (FELA) & EGYPT '80
	Overtake Don Overtake Overtake
	1990
	61:08
	label: Eurobond Records / Just 'In distribution (France)

Fela [a-sax solo]  +  EGYPT '80.

1. ODOO – Overtake Don Overtake Overtake

2. CBB – Confusion Break Bones

Composed, arranged and produced by Fela Anikulapo Kuti.

Recorded in London; mixed in Paris.

	Fela ANIKULAPO -  KUTI (FELA) & EGYPT '80
	Buy America
	1996
	44:00
	label: Movieplay SA (Portugal)

1. Jayen Jayen

2. Egbe Mio

3. Who Are You

4. Buy America

5. Fight To The Finish

Fela Kuti, Nigerian musician and political activist, is the inventor of "Afro-Beat," a propulsive musical form that draws together some of the most exciting elements in African traditional and Western pop music. Fela Kuti's Afro-Beat gives powerful expression to steadfast defiance of political oppression in Nigeria and around the globe. Compelling, guttural vocals, intense stage presence, radiant sax and keyboard playing, hypnotic, funk-derived rhythms, and lyrics hostile to the Nigerian army and American cultural imperialism alike have made Fela's music among the most compelling and popular in African pop.
Fela was born Fela Ransome-Kuti, in Abeokuta, a Nigerian town established in the nineteenth century as a home for freed slaves, famous for its rebellious and creative spirit. The Ransome family had long been known for both intellectual success and musical ability. Fela's father was a minister who played piano; his mother was a political leader with nationalist aspirations for Nigeria. In the fifties, Fela studied music formally at the Trinity College of Music in London, but it was under the influence of Geraldo Pino's African pop that he began to develop his own style. Pino's music was deeply indebted to James Brown's American funk; in preferring an extended groove to Western pop-song structures, funk itself was influenced by the infectious dance-oriented repetitions of many traditional musical forms. By 1969, blending funk and Afro-soul with highlife, jazz, and traditional African music, Fela had invented the form he calls "Afro-Beat."

A new musical form, rooted in tradition but possessed of massive pop appeal, Afro-Beat, like funk and reggae, was a natural medium for expressing the rage of the oppressed and neglected. In the seventies, Fela infused his music with harsh political commentary. He allied himself with the pan-African movement and produced albums with titles like "Afrodisiac," "Unnecessary Begging," "Colonial Mentality," and "Black President." The intensity of Fela's music was matched by his legendary concert appearances with his band Egypt 80. Infectious drumming, provocative dancing, jazz-influenced soloing, and raw political singing galvanized large audiences.
On and off stage, Fela presented himself as a new tribal chief. He married twenty-eight wives in a Yoruba ceremony; he founded a community - which he called a republic -- in a Lagos suburb; he launched a new political party; he often performed stripped to the waist, his face painted. This defiant, traditional image was popular not only in Nigeria but throughout Africa and around the world; the Nigerian government responded by harassing Fela throughout the seventies, burning his community, dealing violently with its members, and destroying master tapes. In 1985 Fela was sentenced to five years in prison on currency charges. He was released after serving only eighteen months -- international and local protest had made keeping him in prison untenable. The release served as an occasion for a triumphant world tour that brought African pop to a new level of renown and acceptance not only in Africa but also in Europe, the United Kingdom, and the United States.
On this collection, Fela's strengths as composer, musician, and singer are everywhere apparent. Searing horn parts derived from James Brown are supported by polyrhythmic drumming derived from Yoruba tradition, creating a complex series of grooves that build upon one another and lead to powerful climaxes. Fela's sax playing is particularly striking: having absorbed some of the developments of late modern jazz, particularly those pioneered by Miles Davis and John Coltrane, Fela lays adventurous solos over a harmonically simple but rhythmically complex musical brew — and his tone sparkles. And then there is that guttural, defiant singing. It recalls James Brown and Bob Marley, but Fela's phrases are more fragmented, his style more apparently improvisatory and emotional - seeming at times to be inspired by the building of drum-and-horn climaxes.
Fela Kuti, a unique force in both African and world music, has blended popular and traditional musical forms with relentless resistance to political and economic oppression - and in the process has brought African music to new audiences everywhere.
--- William Hogeland

	Fela ANIKULAPO   KUTI
	RED HOT + RIOT
	2002
	75:55
	label: MCA

www.redhot.org   www.redhotafrica.org
the music and spirit of Fela Anikulapo Kuti (tribute)

featuring: Sade [v]; Baaba Maal (см.) [v, ac g]; Taj Mahal (см.) [v, ac g]; Ron Blake [bar s]; Roy Hargrove (см.) [tp]; Arto Lindsay (см.) [g]; Manu Dibango (см.) [s]; Melvin Gibbs [b]; Nile Rodgers [g]; a.o.

	LADYSMITH BLACK MAMBAZO
	Zibuyinhlazane
	
	35:20
	African Male Vocal Ensemble

1 HOMELESS

2 INHLE LENTOMBI

3 NAMATHEMBA

4 ISIGCINO

5 NKOSI YAMA KHOSI

6 ISITIMELA

7 ZINTOMBI

8 AMABUTHO

9 BALEKA MFANA 

10 VULANI AMASANGO

	LADYSMITH BLACK MAMBAZO
	Inkanyezi Nezazi  (The Star And The Wiseman)
	
	43:32
	INKANYEZI NEZAZI (The Star And The Wiseman)

NGAZE NGAMBONA (I've Seen Him)

UTHANDO OLUNGAKA (What A Great Love)

EBETLEHEMA YIYO LENKOSI (In Bethlehem He Is The King)

LUNGISA INDLELA YAKHO (Prepare Your Journey)

SADUMELA INTOZABANYE (We Sprang Upon Other People's Things)

SITHANDO NG1ZE KUWE (Love, I've Come To You)

BAXABENE BABANGANI (Friends Have Quarrelled)

SIBEZWA BEKHULUMA (We Hear Them Talking)

ABANTWANA BASETHEMPELENI (Children From The Temple)

	The LAST POETS
	“Oh My People” / “Delights Of The Garden”
	
	78:02
	afro-music performed with contemporary instruments 

Feat. and prod. by Bill Laswell

	LES MERVEILLES DU PASSE
	"1957-1975"
	1991
	71:47
	Senegal

label: Sonodisc (France)

1. Banga Imana (Roitelet et Roger)

2. E Mdumba Sakuba Wata (Salvador)

3. Pusana Moke (Marcelle Fylla)

4. Africa Mokili Mobimba (Joseph Kabassele et l'African Jazz)

5. Independance Cha-Cha (Joseph Kabassele et l'African Jazz)

6. Grupo O.K. Jazz (Franco & l'O.K. Jazz)

7. Bana Ages (Franco & l'O.K. Jazz)

8. Ngai Oyo Lia Ngai (Franco & l'O.K. Jazz)

9. Oh Madame De La Maison (Franco & l'O.K. Jazz)

10. Nakokoka Ata Botongi (Verckys et l'Orchestre Veve)

11. Nakomitunaka (Orchestre Veve)

12. Yalimbisa Bijou (Bavon Marie-Marie et l'Orchestre Negro Succes)

13. N'Daya Paradis (Rochereau et l'African Fiesta)

14. Rochereau Pascal (Rochereau et l'African Fiesta)

15. Lina (Rochereau et l'African Fiesta)

16. Bolingo Ya Telephone (Los Nickelos)

17. Amitie Senegalo Congolaise (Le Seigneur Rochereau et l' Orchestre Afrisa)

18. C'Est La Verite (Zaiko Langa Langa)

	Baaba MAAL
	Nomad Soul
	1998
	67:23
	Baaba Maal - см. тж. с: AFRO CELT  SOUND SYSTEM; RED HOT + RIOT

label: Island / Palm Pictures

Baaba Maal - Vocals and Accoustic Guitar

DAANDE LENOL is: Alioune Diouf – Drums; Elhadji Niang – bass; Hilaire Chabby Harry – Keyboards; Assane Ndoye Cisse – Guitars; Bakhane Seck – Percussion; Badara Seck – Percussion; Massamba Diop – Tama; Mansour Seck - Backing Vocals; Tonia Lo - Sax and Backing Vocals; Baayo Ndiaye - Tenor and Soprano Sax; Mbaye Diagne - Percussion and Dance; Ndongo Mbaye - Percussion and Dance; Ndiaw Macondon Samb - Percussion and Dance; Seragne Dame Deouf - Percussion and Dance; Barou Sall - Hoddu / Xalam / Ngoni; Kawding Cissokho - Kora and Backing Vocals.

1. I Will Follow You (Souka Nayo) - Produced by Simon Emmerson. Additional vocals by the Sceaming Orphans. Mixed by Martin Russell at Swanyard Studios.

2. Africans Unite (Yolela) - Original Production by Phillip Fattis Burrell. Additional Production by Mykaell S Riley. Mixed by Nick Sykes and Trevor Wyatt.

3. Mbolo - Produced by Ron Aslan. Engineer: Ron Aslan. Mixed by Bob Power. Programming and Bass - Jerry Prince.

4. Cherie - Produced by Simon Emmerson. Mixed by Martin Russell. 

5. Fanta - Programmed & Produced by Paul ‘Groucho’ Smykle. Backing Vocals by the Screaming Orphans.

6. Guelel - Produced by Ron Aslan. Programming by Ron Aslan and Gerry Prince. Mixed by Bob Power.

7. Iawa - Produced by Paul 'Groucho' Smykle. Recorded, programmed & mixed by Paul ‘Groucho’ Smykle.

8. Yiriyaro (Percussion Storm) Produced by Gary Hughes and Nick Fisher. Mixed by Donal Hodgson.

9. Douwayra - Additional Production by Mykeall S Riley. 

10. Koni - Produced by Simon Emmerson. Mixed by Martin Russell.

11. Lam Lam - Produced by Brian Eno, Jon Hassell and Howie B. Recorded by Howie B. Mixed by Howie B and Will O'Donovan.

Additional musicians on:

Yiriyayo: Luis Jardin - Latin percussion, Thio Mbaye - Djembe.

Fanta: Barry Reynolds - Guitar. Groko - percussion, Robbie Shakespeare -Bass Guitar, Michael Martin - Keyboards, Michael Smith - Drum Programmjih.

Souka Nayo / Koni: James McNally - Bodran, Myrdhin - Harp, Kick Horns.

Cherie: James McNally - Bodran, Myrdhin - Harp, Kick Horns, Choir Conexion. 

Mbolo / Guelel: Big C - Programming and Keyboards.

Recorded in Dakar, Kingston, London, New York.

	Baaba MAAL
	Mi Yeewnii (Missing You)
	2001
	53:17
	label: Palm

rec.: Apr 20, 2001

Baaba Maal - Guitar
Chris Clark - Assistant Engineer
Kante Manfila - Guitar
Massamba Diop - Tama
John Leckie - Engineer, Mixing
Tonia Lo - Vocals (bckgr)
Thio M'Baye - Percussion
Bada Seck - Percussion
Mansour Seck - Guitar, Vocals (bckgr)
D.A. "Jumbo" Vanrenen - Executive Producer
Chris Franck - Guitar, Percussion
Ben Findlay - Engineer
Lansine Kouyate - Balafon
Eddie Monsoon - Photography
Marco Migliari - Assistant Engineer
Adam Nunn - Mastering
Assane Ndiaye – Percussion

1. Yoolelle Maman (Maal) - 4:19
2. Miyaabele (Maal) - 3:54
3. Fa Laay Fanaan (Maal) - 4:52
4. Leytdi Ma (Maal) - 3:47
5. Jamma Jenngii (Maal) - 4:28
6. Fanta (Cissokho/Maal) - 4:20
7. Laare Yoo (Maal/Sall) - 4:58
8. Senegaale Ngummee (Maal) - 4:44
9. Mamadi (Maal) - 5:03
10. Kowoni Maayo (Mi Yeewnii) (Maal/Seck) - 5:51
11. Allah Addu Jam (Maal) - 6:54

	MADAGASCAR
	Pays Antandroy
	1995
	64:40
	label: Harmonia Mundi / Ocora (Paris)

Antandroy Country: South-West Coast

The island of Madagascar, separated from the African continent by the Mozambique channel, is the largest island in the Indian Ocean. It is 1580 km long and 580 km wide, and is shaped like the footprint of a left foot, with the Cap d'Ambre as its big toe and the Cap Sainte-Marie as its heel. The geomorphological peculiarity of Madagascar is its large central plateau extending north-south; this plateau is terminated by extensive cliffs to the east and north​west, whereas its western and southern sides slope down, rather abruptly, into vast sandplains.

The island's geomorphology plays an important role in controlling its climate. There are only two seasons: a warm "summer" season (November to April) and a cool "winter" season (May to October), with average temperatures of 27°C and 22°C, respectively. During the winter, cool, damp trade winds blowing from the Indian Ocean sweep across the whole island on their way to Africa. In the summer, these winds become weaker, only blowing irregularly on the southern half of the island, while the northern half experiences monsoonal influence which brings weak, hot and very humid winds from the equatorial regions. In both cases, the edge of the Madagascar plateau causes the air masses to rise, cool, and precipitate heavy coastal rains. Thus, these winds lose most of their moisture before they traverse the highlands, and when they have reached the other side, they have become quite dry and nearly cloudless.

Not only is the south of Madagascar arid, but every year the island also suffers devastating cyclones. These form offshore during the warm season, and regularly strike the region of Tamatave, on the east coast, destroying everything on their path. Agriculture is intensive in Madagascar, except in the dry southern part of the island which is insufficently irrigated. Rice is the most common crop, but depending on the region and season, there also is vanilla, coffee, cacao, bananas, manioc, sugar cane, corn, cloves, etc., as well as all sorts of tropical fruits: coconuts, mangoes, oranges, mandarines, pineapples, leechis ... Enormous herds of zebus, sheep and goats also thrive on the island. Additionnally, the "Great Island" of Madagascar is rich and prosperous in forests and mineral resources.

It has been suggested that Madagascar has been inhabited since the beginning of the Christian Era. Its population is the end product of a series of ethnic and cultural mixings between Austro-Indonesian, Indo-Chinese and African peoples, with the addition of Arabic and European components since the 16th century, and more recently with the introduction of Indian elements. All of these contributed to various degrees and in differents domains to shaping the complex cultural identity of the present people of Madagascar. According to official statistics, as many as eighteen different ethnical groups are scattered across three major areas: the highlands, where, for example, the Betsileo and the Merina live ...; the east coast, with the Betsimisaraka, the Antaimorona, etc.; and the west and south coasts with the Sakalava, the Bara, the Mahafaly, ... and the Antandroy. All these peoples speak malagasy ("malgache" in French), the official language, and can understand each other in spite of some dialectal variations.

"Antandroy" means "The one who is from the Androy country". The Androy country is situated at the extreme south of the island, between the Mandrare and Menarandra rivers, and is mainly composed of the Bekily, Tsihombe, Ambovombe, Beloha and Antanimora regions. Since the land dries up during the summer, the Antandroy call their country "Tany milevin-drano", which means "the country where the water hides". Arid climate and dry soil often force the Antandroy to wander across the whole island and into urban centres in search of either better agricultural land or menial jobs, such as pulling taxi-carts. They rarely mix with other ethnical groups, most of the time forming small villages of their own. Even away from their homeland, Antandroy people hold on solidly to their cultural identity, and their children learn to speak their traditional language.

Music and songs for rituals of possession by spirits are common all over the island. Regular ceremonies take place everywhere in order to appease the spirits of the ancestors. During these rituals, "ghosts" or spirits of kings, or of historical or famous characters, enter the bodies of people regardless of their region of origin, and "possess" them. The "possessed" man or woman breaks then up into the language of the deceased who speaks through their mouths. A particular musical repertoire, consisting of a fixed sequence of songs accompanied by instruments, corresponds to each type of ghost invoked. The "Doany" spirit who manifests itself among the Antandroy on this recording (Track 10) originates from the Sakalava, an ethnical group who lives in the north-west.

The vocal technique called rimotsy is one of the most peculiar features of Antandroy singing. This technique is largely used in the repertoire of music accompanying rituals of possession, burials and other essential life-cycle ceremonies, such as the savatse circumcision ritual. It consists in a glottal rhythm produced by the singer through a rapid sequence of expirations and inspirations, mainly aimed at giving a dynamic structure to the song (Tracks 2, 4, 6 and 9).

Among the Antandroy, as among most ethnical groups, funeral ceremonies have great importance in religious and social life. Family graves are surrounded by remarkable wooden sculptures (called aloalo), symbolizing the wealth of the deceased and expressing the respect that the living have for him. Specific songs (called beko) accompany Antandroy funeral wakes (Track 5). The beko is a kind of improvised, long, epic ballad that can last over half an hour. It is sung by professional singers, the mpibeko, and recalls the genealogy and life of the deceased. These songs are constructed as a two or three-voice a cappella polyphony. The singers are generally crouching down, with their finger plugging one ear in order to control the vocal emission. The lead singer intentionally sings in a high-pitched, whining and quavering voice. The importance given to this type of vocal expression shows the deep emotional content of these songs - in fact, they could be compared to the oldest type of American blues and negro spirituals. Beko singing, with its originality and specific timbre, is one of the major elements of Antandroy musical art.

A number of songs are intended for dancing. They are generally sung by groups, with instrumental accompaniment, and can be heard in many venues, from family gatherings to friends' parties (Tracks 2, 3, 4 and 6). A specific repertoire of songs, the sabo, is reserved for the purpose of prayer and as a plea to spirits, and accompanies invocation rituals (Track 7).

Teenagers' songs, the aragelaha or galeha, deserve special attention. The term relates to two types of songs, both involving alternating responses: those sung by the young girls eligible for marriage, during festivals where competitions of traditional wrestling (or ringa) take place; and those, more erotic and provoking, sung by the young lads, which are not linked to any specific occasion, nevertheless display a certain amount of musical sophistication (Tracks 7and 9).

Antandroy musicians make use of the most common instruments on the island; yet, they have a marked preference for the lokanga fiddle, that they accompany with a double-headed drum struck with sticks, the langoro, and tin-can rattles, the kantsa (Tracks 2, 4 and 6). As a matter of fact, both the langoro and the kantsa play an essential role in outlining the rhythmical structure of a piece. In case the kantsa player is not in perfect accordance with the other instrumentalists of the group, the latter may simply stop playing and refuse to go on; however, this seldom happens, as each band is welded together by long practice.

The kabosy lute, of Arabic origin, is also widely used in all sorts of repertoires (Tracks 1 and 3). As for the marovany box zither, it appeared about thirty years ago, imported by Antandroy who had lived in Sakalava country. This instrument is especially dedicated to music accompanying rituals of possession by the "Doany" spirit (Tracks 8 and 10).
Although it makes scanty use of some traditional instruments such as the stick zither (jejo bory) or the musical bow (jejo lava), and in spite of the intrusion of foreign instruments such as the accordion (gorodd) and a type of small guitar (gitara or mandolina), Antandroy music remains original and even unique in Madagascar. It accompanies every social and religious event and is still a living art form handed down from generation to generation.

The Musicians

• Of the Sanamena Group from the Tsihombe region: Ivoseha Bemadette (54 years old) and her daughters Soveninany (23 years old), Zanamasinae Claudine (21 years old) and Rasoanome Blandine (17 years old). Vorisoatsy (35 years old), Mazoto (37 years old), Sambiasy (24 years old).

• Of the Tambanditsy Group from the Tsihombe region: Mahasoa.

• Of the Marakalo Group from the Tsihombe region: Tindrianto (32 years old).

• From the Beloba region: Remanindry (35 years old).

The Music

1. Gorodo or Gorodoy ("The Accordion").

Played by Mahasoa on the kabosy lute, accompanied by Ivoseha Bemadette on the langoro drum, Rasoanome Blandine and Zanamasinae Claudine on the kantsa rattles, and Remanindry on the whistle.

The accordion was introduced to Madagascar at the turn of the century. It is generally played during the traditional savatse ceremonies, at funerals and during the rituals of invocation of the spirits (sabo), because its sounds are believed to be endowed with magical powers. In this piece, the performer tries to imitate the sounds of an accordion on his kabosy lute, which here is set with only four strings. In Antandroy music, imitating some instrument with another is a common exercise. A lokanga player can thus imitate the kabosy, a marovany player the lokanga, and so on. During the piece recorded here, a choir stimulates the instrumentalist through their vocal accompaniment of the melody.

2. Vontsarotse (A Man's Name).

Lead song (in rimotsy vocal technique) by Remanindry, accompanying himself on the three-stringed lokanga fiddle; solo vocals and kantsa rattle by Rasoanome Blandine; vocals and hand clapping by Zanamasinae Claudine and Sovenirany; langoro drum by Ivoseha Bemadette.

As most people know, separating from a loved one causes deep grief; this feeling is called jagobo in malagasy. In Madagascar, those suffering from this type of depression go to particular musicians, the sery, who sing their feeling for them and thus alleviate their pain. After a short introduction, sung in alternating responses by the women, the lead singer carries off the song, adding improvised notes of humour which are cheered on by the choir with interjections: eka! 

Vontsarotse is separated from his wife, and it pains him!

He is going cuckoo and eats dry corn!  

I didn't want to leave, I didn't want to go home.

…/...

This one has a lovely mouth,

But that one wears a scarf,

Probably to hide a hump on her head!

And this other one has thick lips

She should never have chewed tobacco!

Oh, Bori-loha,

I'm tossing back and forth on my pillow!

Eh, the all-knowing! You undoubtedly know 

That the hip of a woman is soft to touch, 

But that the hip of a young girl has to be touched with money!

To help a lost soul, One has to call on the members [of her family!

The hip of a woman is soft to touch 

But the hip of a young girl has to be touched [with money !

- Heat up! Heat up!

- I can't hear you !

- Where ?

- But here !

- There you go! There you go!
3. Revoro ("Mister Bird")

Kabosy lute by Mahasoa, accompanied on the langoro drum by Ivoseha Bemadette; kantsa rattle by Rasoanome Blandine; vocals by Zanamasinae Claudine.

This is a piece for virtuosos, that also belongs to the repertoire of music designed for tromba rituals of possession. It is intended to be played as a duo on the jejo bory stick zither and marovany box zither, but is interpreted here on the kabosy lute. The women animate the piece with various cries, interjections and vocal effects, sometimes reproducing the melodic line played by the instrument.

4. Lomalilaly ("How to Coax Back One's Wife")

Lead song (in rimotsy vocal technique) by Remanindry, accompanying himself on the three-stringed lokanga fiddle; vocals and kantsa rattle by Rasoanome Blandine; solo song and hand clapping by Zanamasinae Claudine and Sovenirany; langoro drum by Ivoseha Bemadette.

Sometimes, one has to find a way to placate one's wife when she wants to leave and move back to her parents, and if she has already left, a way to coax her back home. A good way could be to give her parents a bullock. The nature of the gift will thus show the wife how much she is worth. The song recorded here illustrates this topic with a touch of humour that turns drama into comedy. Following an introduction in alternating responses, the solo singer and the choir join in. The lead singer emphasises the rhythm in the piece with the help of rimotsy, and occasionally breaks into long improvised variations on vowels, supported by interjections from the chorists.

5. Retsivery (Name of a Famous Man)

Polyphonic trio of male voices by Vorivoatsy, Sambiasy and Mazoto. Beko genre.

This beko tells the true story of a man, called Retsivere, who is said to have drowned himself for a woman.

One day, Retsivere went for a walk,

In search of a young woman.

Off he went, handsome and confident,

[in search of his beloved, Voantsasigne. He said to his father :

- Please father, Give me my torch, Give me my clothing, Give me my spear.

Retsivere, do not go! Voantsasigne is a woman who scorns men!

But, Retsivere did not want to listen. Off he went, for he was his own master.

- Father, show me the road to Ankeloho,

Mother, show me the road to Ankeloho.

- The road to Ankeloho is not hard to find, You turn right, then you turn left [to Ankeloho.

- Dad, give me my torch! said Restivere, Give me my clothing, Give me my blanket, Because I won't change my mind.

- Young brother, show me the road [to Ankeloho!

- But, it's easy, to Ankeloho You turn first right, then left to Ankeloho. But, please, don't go,

Voantsasigne is a women who despises [men!

But off he went, for he didn't want to listen

[to his brother. When arrived, he first met Samberenene. Samberenene asked him:

- So, what's new?

- I have no news to tell, I am nobody's guest.

 Other than the princess Voantsasigne's! Where is Voantsasigne?

- Ask her, call her if she is home

Bring her home if she is not,

Quick, bring her home if she is away!

I wont't give up until I see that it's useless,

I won't give up until I've tried!

And Voantsasigne came back home.

No one could stop Retsivere, 

He is master of his own body. 

He knows what he's doing, 

And a woman is such a good thing!

Retsivere knocked on the door.

- What's new ? asked Voantsasigne.

- I have no news to tell, but I have something

[to do.

I've not been sent by my father or mother, 

But I'm your guest, or rather princess

[Voantsasigne's, 

And I won't give up until I see that

[it's useless!

- If you had come on a Tuesday, 

You would have been my guest,

But today is Monday, 

So you are not!

Retsivere begged and begged Voantsasigne.

- This is true, believe me (she replied) I'm sick today, come back next Tuesday!

- Then, I'm leaving.

- But why are you leaving?

-My lovely, show me the road to the [Menarandra river.

- The road to the Menarandra river is easy

[to find, But please, stay with me!

- I'm not staying, said Retsivere. Give me my sandals, my torch,

[my batteries and my spear!

- But you can sleep here, and I'll be [your wife!

- No, my lovely, I never change my mind.

Oh, he left, Retsivere left,

He who never changes his mind.

So beautiful is this woman!

Voantsasigne was running after him:

- Please, my darling, come back

[and I'll sleep with you!

- No, my lovely, I never change my mind, I'm not coming back, Voantsasigne.

Younger sister, show me the road

[to Antsangambato's grave.

- The road to Antsangambato's grave

[is not hard to find, You turn right, then you turn left

[to Antsangambato's grave. And off he went towards the Menarandra

[river. Oh younger brother, Retsivere left but

[I have met him.

And he found the Menarandra river

[to the east, And he found the Menarandra river

[to the west.

- Please, my darling, turn around,

[said Voantsasigne, And I'll sleep with you.

- Younger sister, I never change my mind.

- Please, younger brother, come back!

But he stepped down into the river [with water up to his hip.

- Please, please, come back!

- I won't come back, Voantsasigne,

I don't despise you, but I never change

[my mind, I swear it on my father's name

- Please, turn around, begged Voantsasigne.

The water was coming up to his hip.

- Please, come back

And I'll sleep with you, said Voantsasigne.

- No way, Voantsasigne,

I swear on my father's name

That I never change my mind.

- Oh please, my darling, turn around And I'll sleep with you.

- This may well be, younger sister, But I swear on my father's name, That I never change my mind, I swear on my father's name, That I never change my mind.

And the water of the Menarandra rose up [to his neck.

- I swear it on my father's name... And the Menarandra river took him.

Then, Voantsasigne spoke to the river:

- Menarandra, I'm going home, Farewell, my lovely, yes. Farewell!

Paper, red lifeless paper On which nothing can rest. The pirogue was rocking, And what was above was dying, And what was below was dying too. The Menarandra river took Retsivere away, What was above became what was below. The water took him, his belongings went

[away with the current, And they went ashore in the west...

Oh, my darling ...
6. Zahay mangala-bohinko azy e ia ("We Have Rid Him Of His Guilt")

Lead song (in rimotsy vocal technique) by Remanindry, accompanying himself on the three-stringed lokanga fiddle; solo song and hand clapping by Sovenirany; kantsa rattle by Rasoanome Blandine; vocals and hand clapping by Zanamasinae Claudine; langoro drum by Ivoseha Bemadette.

The transgression of a taboo creates a feeling of guilt (voamboy), which is difficult to bear, because one fears that the deed will one day rebound upon the culprit. The song recorded here refers to the fomba ritual, which is meant to rid someone of their guilt.

Tuesday, Wednesday, Thursday, Friday. Saturday, Yes, we have rid him of his guilt!
7. Kidiboky am-bava

A vocal game for male voices by Vorivoatsy, Sambiasy and Mazoto. Galeha genre.

As they mind cattle or go to fetch water, teenage boys often invent various vocal games. In this one, the sound is produced by rapidly shaking the chin.

8 . Andriamisara (Name of a King)

Marovany box zither played solo by Tidrianto, and accompanied on the kantsa rattle by Mahasoa.

Andriamisara was one of the two sons of the famous king Andriamandazoala, who founded the Sakalava dynasty during the 15th century. When Andriamisara succeeded to the throne, he settled down at Fiherenana, on the banks of the river Saint-Vincent. The spirit of this king and of his offspring can reincarnate anywhere on the island into the bodies of "possessed" people during tromba ceremonies.

9. Kidiboky

Trio of male voices by Vorivoatsy, lead song; Sambiasy, vocal accompaniment, and Mazoto, rimotsy voice and armpit rhythm. Galeha genre. 

This teenagers' song is intentionally provoking. The singers all abuse each other in turn with saucy insults involving members of each other's families. The singers alter their voices through a kind of rapid vibrato created by finger strokes on their throats.

10. Doany

Mixed choir, accompanied on the marovany box zither by Sambiasy, and, on the kantsa rattle, by Mahasoa. This piece belongs to the repertoire of music of possession.

The women sing in sakalava, which is the dialect of the region wherefrom the "Doany" spirit originates. The words are indistinct and remain unintelligible for the audience; only the melody, sustained by the rhythm, is important.

--- Alain DESJACQUES -- Paris, December 1994 

All expressions in indigenous language are quoted in Antandroy dialect.

Thanks to Mr. Victor Randrianary for his artistic collaboration, and to Mrs, Mireille Rakotomalala for her invaluable advice. The mission obtained financial help from Lille-III University and support from the International Councilfor Music (Unesco).

	MALOUMA
	Dunya
	2003
	53:15
	Senegal / Mauritania

label: Marabi Productions (France)

Malouma is definitely one of the greatest singers on the African continent.

Anchored in the tradition yet resolutely modern, ins​pired by the songs of the desert and immersed in the rhythms of the Senegal River, somewhere at the crossroads of West Africa, the Arab and the Berber worlds, between the Sahel and the Savannah, Malouma's music is unique. Recorded in Nouakchott with her young musicians' band, which blends all the components of today's Mauritania (Moorish, Fulani, Tukulor, Soninke, Wolof and Haratin), this album highlights her splendid voice and her talent as both a composer and an interpreter.   

	MANDE  FOLI
	Griot Songs And Rhythms
	1997
	64:07
	label: Materiali Sonori

Yacuba Cissoko [kora]; Bourama Kuyate [doundumba]; Mamadou Kuyate [balafon]; Wade Baba Sissoko [djembe, tama]; Manian Damda, Oumou Kuyate [vocal (female)].

   The Mandingo peoples, descendants of the founders of the ancient Mandinke empire (circa 1000 - 1400), whose rule was the most magnificent and sophisticated in the history of western Africa, are still present in MALI and GUINEA. For over six centuries western Africa was dominated by them, also from a cultural point of view, and even today their influence is felt in the contemporary musical trends of SENEGAL, MALI, the IVORY COAST and GUINEA. This record contains tracks featuring female songs (of great presence and importance, without overpowering the others) which are accompanied by a traditional African orchestra composed of balafons, coras, different kinds of drums, metallic percussion instruments and rattles. In their original setting, these songs and ‘sounds’ (always integrated by the ever-present dance, without which African songs and music would seem incomplete) are the most important element in the ceremonial events and the social life of the community. The instrumental formation of the ensemble includes the most important instruments to be found in western Africa, in the hands of true masters, whilst the vocal part of the group, all female, is made up of two ‘griot’ singers, literally ‘people of the world’, who are very well-known figures where they come from. In many western African regions the griot even today are a cast of professional and specialized musicians, ‘ballad singers’ who traditionally hold the knowledge of local ritual and music in general. [...] The most common musical scale is the pentatonic one. However, there are numerous other scales: diatonic, cromatic, etc. The complex subject of African rhythm is too involved to be dealt with here, but we can say that it is based essentially on formulae which divide time into cyclic units. The simultaneous playing of different formulae by various drums (polyrhythm) gives both a very rich and complex texture and a highly successful sound.

	Samba MAPANGALA & ORCHESTRE VIRUNGA
	Virunga Volcano
	1990
	53:20
	Kenya - Zaire

label: Virgin, Earthworks Series

Tracks 1-4:

SAMBA MAPANGALA - Lead Vocal and Conductor; FATAKI – Vocals; LAWI SOMANA - Lead Guitar; MANICHO – Bass; RODIE – Sax; ATEI – Sax; SHABANI – Drums; KALVIN - 2nd guitar*; LOBOKO - 2nd guitar**.

Tracks 5-6:

SAMBA MAPANGALA - Lead Vocal and Conductor; FATAKI – Vocals; MANSITA - Lead Guitar; SIAMA - 2nd Guitar; JHONYKO – Bass; LOVER 'Machine' – Drums.

THE KENYA-ZAIRE MUSIC CONNECTION

The outstanding features of the music on VIRUNGA VOLCANO showcase Samba Mapangala's flawless soaring vocals with excellent support from Fataki, the spellbinding interplay of the guitars, the rippling rhythms of the bass which underpins the group's sound, and the sensational virtuosity and soulfulness of the sax playing.
Golden-voiced Samba Mapangala, Kenya's greatest rumba artist, was born and grew up in the Matadi region of Bas, Zaire, in the 50s. He suffered a hard childhood with both of his parents dying while he was still very young. Soon, however, Samba's outstanding vocal talents were recognized and he performed with a number of Kinshasa bands during the 1970s. His musical influences included church music, Zaire's ever-popular rumba sounds, as well as western rock and blues. In 1975 he formed his group, Les Kinois (The Kinshasa Boys) and set off on the difficult journey by road to Uganda, where they stayed for two years. In 1977 the group finally settled in Kenya, but broke up after three years. 1980 saw Samba set about forming L'Orchestre Virunga.
Orchestre Virunga (named after a volcano in Zaire) quickly established an enthusiastic following in Nairobi, with a residency at a club. Within a short while their fame was to spread throughout Kenya and neighbouring countries.
In the early 80s the remarkable and compelling songs featured on this album were recorded at a session which astonished even the group. Somehow the combination of these musicians, the songs, and the ambience of the recording studio transcended all expectations and resulted in this brilliant collection of tracks. With vocals sung in Lingala (a Zairean language) and Swahili, the main influence on this music is the sensual rumba sounds of Zaire. (Rumba comes from a fusion of local guitar styles and a 50s and early 60s influence from Latin American, mainly Cuban, records). Added to this was the originality of Samba and his group as well as an inspiration from the music of his new home, Kenya. Generally, Kenyan music has a more direct, earthy guitar sound.

The album was a huge hit in many parts of Africa. Originally, tracks 1-4 were released on Earthworks briefly in 1984 in the U.K. Now re-compiled and re-mastered with a superior sound, this album is widely available in the world on Earthworks/Virgin. In 1985 the group embarked on an extensive tour that covered Kenya, Zaire, Uganda, Burundi and Rwanda. Major difficulties had to be overcome including the poor quality of roads or sometimes the lack of proper routes, a scarcity of spares for musical equipment, a shortage of promoters with suitable venues, and the all-important finance. Additionally most musicians can not afford to own their own instruments and have to rely on clubs and promoters to supply them. There is no shortage of good music, merely facilities.

Samba Mapangala continues to experiment with music and has recently forged links with the Paris music scene. He is hoping that the 1990s will finally bring success abroad and herald his first tour outside Africa.

The songs on this album are about personal relationships, family responsibilities, and also having a good time. Enjoy the volcanic excitement of Samba Mapangala & Orchestre Virunga!

-- Trevor Herman (January 1990)

	Netsanet MELESSE
	Spirit Of Sheba
	1993
	45:17
	New beat music from Ethiopia
label: Shanachie

Netsanet Melesse [music, words, voc] with The Wallias Band: Yohannes Tecola [tp]; Berhane Kidane [k]; Tamara Haregu [d]; Deredge Tefera [b]; additional: Philippe Herpin [alto & curved soprano sax]; Daniel Paboeuf [t & bar sax]; Jean Francois Pauvros [g].

1. Zibadie

2. Lezilezihema

3. Minew Jal

4. Yelew Wekesa

5. Shegeye

6. Yalesenebiete

7. Dodge

8. Eyenamaye

9. Tizita

10. Anteye

  Ethiopia is one of the last great African cultures whose music remains largely unknown. A far more complex country than the televised picture of war and starvation, Ethiopia is a paradox hopefully soon to be resolved with the present wind of change. Apart from its immediate neighbors (Soudan, Djibouti, Somalia), Ethiopian music is as unknown to other African countries as to the rest of the world.

  Ethiopia is a strange and wonderful musical crossroads where traditional Ethiopian music (with its complex rhythmic sensibility and haunting scales) mixes with Arabic and African music as well as jazz, blues, r&b, rock and reggae. On this album, this mix is galvanized by the intense, keening vocals of Netsanet Melesse, one of Ethiopia’s finest female vocalists, backed by the acclaimed Wallias band.

	MOKAVE
	Afrique
	1994
	57:07
	Afro-jazz project 

label: Audioquest Records (USA)

Glen Moore [b], Larry Karush [p], Glen Velez [frame drums, perc], with: John Bergamo [perc #2,7,8], Bob Fernandes [perc #2,7,8], Pedro Eustache [b fl #7]. 

	MOROCCAN TRANCE (I)
	Jilala & Gnaoua
	1990
	65:39
	label: Sub Rosa (Brussels, Belgium)

MUSICIANS DE JILALA:
Haj Mohammed Ladnani: qsbah.
Mohammed Krimo: qsbah. 

Cherif Lrouse: bendir. 

Haj Slam ben Mohammed: bendir. 

Mjedo Jbari: handclaps and vocals.
Ahmed Mknasi: vocals and qrach.
MUSICIANS DE GNAOUA:
Hassan "L'Gadiri" Zougari: sintir, vocal, qrach.
Abdenbi Binizi: sintir, vocal, qrach.
Samir Zougari: vocal, qrach.
Aziz Rad: vocal, qrach.

This compact disc is the result of more than two years of blood, sweat, and tears. Since I first heard the music of the Jilala and Gnaoua years ago I have been driven by an unseen force, a gris gris (Moroccan magic) over which I've had no control. Contact with SubRosa about the project began in the spring of 1989. Frederic and Guy Marc were encouraging and left me to my own devices until a finished work was finally handed to them.
The music represented here is a very personal journey into the world of North African trance music. The music of both groups is meant for entertainment, for religious expression, and most of all for the exorcism of spirits that dwell in the souls of the people playing and dancing to the music.
The opening track was a Jilala wedding procession recorded by Paul Bowles outside his home in Tangier. It was one of the last traditional processions in the city proper. Musicians and family members would accompany the ammaria (the bride seat) through the streets winding their way to the couple's new home. Today, everyone piles into their car and drives through the streets making "an awful racket with their car horns" says Paul Bowles. "The end of this tape sounds like Stravinsky to me", says Bowles. Mr. Bowles is commenting on the Jilala band, the women uulating, and the cars blaring their horns all at once, rising in volume in a failed attempt to drown the others out. The cars were not a part of the procession, but part of a traffic jam created by the increasingly congested streets of Tangier.
The Jilala music here is dedicated to different saints corresponding to the family of the Prophet and to the early origins of the Jilala as a Sufi brotherhood. The Master of this particular group is the Moroccan artist Mohammed Mrabet. For years Mrabet has danced with the group and performed miraculously while dancing to pieces such as "Sidi Maimoun". While in such a trance Mrabet is able to withstand the touch of burning coals from a glowing brazier and the deep slashes of a Moroccan dagger (creating a bloody mess) afterward exhibiting no injury, pain or memory of the event. Such is the mystery of the Jilala.
Program five begins with a ghiatta and drum solo from high atop the Grand Mosque in the center of Tangier. Paul Bowles made this recording in 1978 for he feared that with the modernization of the country such music late at night during the holy month of Ramadan would cease to exist. The next year it did. The piece segues into a recording I made in the Jemaa El Fna of Marrakech where a blind musician sat with his two children playing for what little money was offered. I was not prepared for the serenity, the majesty of the scene which lay before me. It was difficult not to weep.
Making the Gnaoua recordings proved to be quite an adventure. After heading down many dark streets which turned into dark alleys I was finally able to find the "House of the Nomades". There was a calm here, a peace that no Westerner could imagine. The only explanation I can find is that the people are living in a state of grace. The Gnaoua exude the presence of Allah. There was true sanctuary from Evil in this Gnaoua house. I am indebted to Etienne Li for allowing us the opportunity to share some time, gratefully appreciated food, kindness, and guidance on many levels. He will never, (nor the group) be forgotten.
The tracks "Jellaba Titara" , "Yumala", and "Neksma" are introductory pieces to the Leila, a special ceremony where first the men dance out of their bodies until they are in another world. Later the women celebrate the sunrise ending with a ritual that celebrates the harvest or the "grain keeping. The last pieces represented here, beginning with "Baba Larabi" are "Chorfa Muluks", associated with spirits of saints from the Prophet's family.
In the end I was to spend about three months roaming about Morocco, learning from it's people their ways, both past and present. When you listen to this disc, close your eyes and I will take your hand. Together we will travel from the Rif, over the Atlas mountains and into the Sahara where life is everlasting. Barak Allaou Fik! M'slemaa.
-- Randall Barnwell Fall 1990, Quincy, Massachusetts.
Notes about GNAOUA
The music recorded here belongs to the brotherhood of Gnawa musicians, and particularly to those of Marrakesh, where I met them shortly after my arrival in this place a few years ago. Far from being mystically seduced by their rituais, I nevertheless ended up sharing most of my life with a few nof them,
learning a lot of moroccan and gnawa way of life, language, beliefs and rituals.
I believe these friends of mine deserve to be known, through their music, through their acts and performances, as artists, involved in keeping alive traditions that came through the long universal story of slavery and deportation.
The particular members of this group are some of the best representatives of what can be transmitted through oral tradition among very simple people. Hassan Gadiri grew up on Marrakesh streets, doing 'Krima', asking for small change to shop owners, or passerbuys in exchange of 'Baraka' expressed by energic drum playing. He was educated to this trade by an old Gnawa woman, one of the few to have ever earned her life from music of Jemaa El Fna Square. So his son Samir is now going with him, dancing, jumping and drumming the hard way to becoming a Maallem at this old age, a master musician who will be called on for ritual playing in 'Lilas', ceremonies used for exorcism, therapeuthy, and celebration. Other musicians more versed in commercial recording, call on father and son to participate in recordings. ceremoies, and appreciate them for the purity and simplicity of their manners.
Abdenbi and Aziz, the two others musicians who played with them on this occasion, just grew up a little
more on the touristic circuit of street hustling. Gnawa is just a part of their polyfacetical performing capabilities and skills.
-- Etienne Li - Marrakesh October 1990

	MOROCCAN TRANCE  II
	Sufi
	1995
	58:22
	label: Sub Rosa

  Performed by The Master Musicians of Joujouka and The Gnoua Brotherhood of Marrakesh — Morocco’s most acclaimed musicians.

  On this disc I have recorded the black Gnoua from Marrakesh and the mountain Berber (Djibli) of Joujouka. Morocco is a land of saints and holymen. Everywhere you go in the towns and in the country, in the deserts and the high mountains you see the little white domes of the Sanctuaries, the tombs of Sufi saints and holymen. For the sufi, music and dancing are very important parts of worship and daily life. The song Moulay Abduslam performed by The Master Musicians of Joujouka is the hymn / anthem of the Al Serif Mountains. He is the most revered saint in the southern Rif mountains. Sufi music can be for healing like the music left in Joujouka over one thousand years ago by the Islamic missionary, poet and musician Sidi Ahmed Sheich. Sidi Ahmed devised with the help of the ancestors of the Joujouka musicians, music for healing crazy minds. The music calls down blessings from God and can seek to bring people closer to a spiritual experience. The Lilah trance dance that is brought on by the Gnoua music played at special ceremonies is a possession rite that could be compared to Haitian dance ceremonies. Gnoua music is driven by large steel castanets and the dark thud of the gimbri, a bass-like instrument made from the leather of a camel foot, wood and three thick sheep gut strings. The lead vocalists are answered by a massed chorus and they force the tempo and volume forever upwards. Different musicians bring different spiritual levels to the music.

	Traditional Music Of MOZAMBIQUE
	
	1980
	
	LP

	Oliver MTUKUDZI
	Shoko

(Tuku Music From The Township Of Zimbabwe)
	
	36:55
	 label: [pi’ra:nha] Music

Oliver Tuku Mtukudzi [lead v, g]; Erick Picky Kasamba [v, perc]; Florence Tinarwo [v]; Buba Ngobani [v]; Robert Mtukudzi [Hammond, k]; Moses Mullah Nyaruka [g]; Ashton Rucheche Mutaviri [b]; James Austin Manyungwa [drum kit].

1. Bvongodza Muto

2. Mwana Asingacheme

3. Ndiri Bofu

4. Baba

5. Timurai Shoko

6. Timbvumbamiereyi

7. Kumhunga

8. Madzongonyedze

Tuku Music from the townships of Zimbabwe

"It is difficult to say what type of music I play. I don't stand for one type of music. What counts is the message and the beat. I have tried to combine some of the beats which are the true, free expressions of Zimbabweans from each region where that kind of music is sung and danced to in order to make a national rhythm". Tsotsa, Keradibu and Jit Jit are the main traditional rhythms on which the music of SHOKO is based. This pan-zimbabwean music which is unique to Oliver Mtukudzi cannot be described but under the name of the man himself: Tuku music.

Tuku Music in Zimbabwe is not a musical style but the acoustic medium of the only real popstar of the country: Oliver Mtukudzi. He doesn't miss any of the classical qualities which make a star. He grew up in the apartheidlike ghetto"Highfield" which is the historic township of Harare where it all happened. His father was a professional musician and Oliver Mtukudzi started singing and composing in church while he learned to play the box guitar with the aid of a 90 cent book --"It's Easy To Play The Guitar". He bought his first guitar with all his savings. Being the oldest son in a poor family he had to help bringing money home as a clerk or insurance broker if he didn't suffer as a machanyoka (a layabout or an unemployed person), Then he was "discovered" and started to score hit singles and gold albums like no other Zimbabwean artist. Oliver is a classical crooner with an urgency -- a quality found in the best American soul singers -- whose music is powered by the energy of the Shona and other African rhythms. The public image of his private life between tragedies, weddings, death and mental confusion fueled his rise to stardom. But Oliver never lost his credibility which consists in a unique contribution to Zimbabwean culture through his lyrics. In traditional culture sitting around the fire in the evening was the school for life. The aunts, grandmothers, uncles and

grandfathers through telling tales, proverbs, stories and games taught the rules of life and living to all children and teenagers in an entertaining, playful way. With the advent of the city this educative function was lost as there were no more fires. But there were radios instead and out of the radio comes the voice of Oliver Mtukudzi with his tales and stories of the everyday life of the sub-urbanized Zimbabweans on the edge of poverty and hope. "1 sing about discipline in life. Discipline is hard but it helps you to survive," says the teacher of the ghetto, "so most of my songs are about discipline. A singer must be disciplined in his everyday life and his performances. His music must be his personality."

Oliver incorporated this fight last but not least in the legal dispute with his former record company. When he tried to have better conditions the company would have liked to see him go to prison but after many years now Oliver is free to re-record his own com​positions under his own copyright and to release them through his own record company which is a major achievement in a country where the music business still bears a strong racist mark.

SHOKO's mixture of re-recordings of legendary Zimbabwean hits of Oliver like Madzongonyedze, Mwana Asingacheme, Ndiri Bofu, Timbvumbamireyi and Bvongodza Muto and new compositions went into a happy marriage with the recording situation. The old radio studio technique and acoustics (a Hammond organ with Leslie speaker coupled with a digital tape machine, etc.) stemming from the fifties produced a warm, rhythm and blues like sound which also for the re-recordings is more appropriate than the original versions. So somewhere between reggae and jit, soul and gospel, township-jive and "chimurenga" this is the real and original Tuku Music sound: African Soulmusic from Zimbabwe.

	Youssou  N'DOUR
	«Immigres» / «Bitim Rew»
	
	34:04
	SENEGAL

Youssou Ndour [lead v]; Ousseynou Ndiaye [v]; Rhane Diallo [s, v]; Alla Seck [v]; Jimmy Mbaye [g]; Papa Omar Ngom [g]; Fefe Diambouana [t s]; Benjamin Valfroy [k]; Kabou Gueye [b]; Assane Thiam [tama]; Mbaye Dieye Faye [tumbas et sabar]; Maguette Dieng [d, timbales].

	Youssou  N'DOUR
	The Lion
	1989
	48:21
	rec. at Real World Studios, Colour Studio, and at Senegal — Studio 2000 (overdubs)

Youssou N’Dour (Senegal) [voc]; Peter Gabriel [voc, prod.]; Kenny Kirkland [p]; David Sanborn [a sax]; Manu Katche [d]; Roger Bolton [k]; Dave Bottrill [AMS Audiophile operator] + туча африканцев.

	Youssou  N'DOUR
	Set
	1990
	49:13
	Y. N’Dour с тучей африканцев и: Daniel Lanois [k, d]; Daryl Johnson [b, d]; John Metcalfe [violin]; Jub Davis [bass violin]; a.o.

	Youssou  N'DOUR
	The Guide [Wommat]
	1994
	73:02
	подобный же состав, + участвует Neneh Cherry
Юссу Н'Дор — самый продви​нутый на Западе музыкант Сене​гала и один из наиболее уважае​мых артистов, работающих в сти​ле world-beat. Про его голос гово​рят, что в нём «заключена вся ис​тория Африки» (журнал «Rolling Stone»), а саму его персону неред​ко сравнивают с Бобом Марли. Юссу стал известен в Европе уже в середине 80-х, получив призна​ние и как солист, и как участник совместных проектов с П. Саймоном, Н. Черри, Б. Марсалесом, П. Гэбриэлом (кому он, в числе прочего, подпел незабываемое «Mil-li-on voices...» на альбоме «So»). Смешивая сочные мелодии и жаркие ритмы своего края с элементами поп-соул-стилистики, Н'Дор влюбляет слушателей всех стран в культуру своей родины. Неповторимый голос певца полон исторической правды и обаяния: сколько бы ни пытались белые изобразить все эти мелизмы, «завитушки» и смягчённые согласные, всё равно ничего не получится!

--- Play

	Youssou  N'DOUR
	Yande Codou  SENE & Youssou N’DOUR:                «Gainde»  (Voices from the Heart of Africa)
	1995
	61:38
	label: World Network

It is the first time that a CD recording has been made of the polyphonic singing of the Serer, one of many ancient traditions already slipping into oblivion as Africa comes under increasing economic and cul​tural pressure from outside. «I can barely express my happiness at this opportunity of proving that Serer culture is still alive,» said Yande Coudou Sene after the record​ing sessions. Youssou N'Dour experi​mented with some forms we have not heard from him before. The highlight of the studio sessions was undoubtedly their work together, in which their strong mutual fas​cination inspired reciprocal praise songs. Instrumental pieces present the country's polyrhythmic tradition.

YANDE COUDOU SENE

Yande Codou Sene also comes from a family of traditional musicians. She was born in November 1932 and taught by her mother from childhood—just as she herself now passes on this tradition to her daughters, some of whom sing in her choir. There are no hard and fast rules where their training is concerned; they are simply taught whenever there is time and children are brought along to performances. The melodies and texts of the historic songs, genealogies and praise songs are passed on orally. Rehearsals are part of daily life and are just as much a means of personal entertainment as a way of expanding their repertoire. The solo singer determines the key for the choir. In doing so, she does not adhere to conventional keys, but decides spontaneously depending on the sound.

Yande Codou Sene's great talent was dis​covered on the occasion of a circumcision celebration. In Senegal, circumcision is regarded as the initiation of boys into the adult world with all its values, traditions and responsibilities. The celebration following circumcision is accordingly important and is accompanied by dances and songs praising the courage of the boys and their new status in society.

The Serer people is a small ethnic group (some 600,000 people or about 17 % of the Senegalese population) living near the Atlantic in Central Senegal, whose livelihood depends on agriculture and fishing. They originated in the region of the Sahara, then still a forest, between the 10th and 7th century BC. From there, they moved towards the Atlantic, settling in the area of the ancient kingdom of Tekrur and moving further towards the coast. In the course of the centuries, they developed their own methods of fertilising the land to ensure good yields.

The most famous Serer is the poet and philosopher Leopold Sedar Senghor. He was the first African to teach at a French uni​versity. In 1945, he was elected to the French National Assembly as member of parliament for Senegal, became a minister in the cabinet of Edgar Faure in 1955 and the first president of Senegal following the country's independence. For Senghor. «the Serer in sub-Saharan Senegal, like the Berber to the North, have retained the ancient status of a society of Neolithic origin: a matriarchal system in which the earth takes precedence, and above all with its ani-mistic religion and the three fundamental values of African art: the symbolic imagery (i.e. myths), the polyphonic melodies and the rhythm created from sequences that are never repeated.» (From the preface to the first major monographic work on the history and culture of the Serer: Henry Gravrand, La Civilisation Sereer—Cosaan. Dakar, Les Nouvelles Editions Africaines, 1983).
During his electoral campaign, Senghor asked Yande Codou Sene to perform with her choir and drummers before he gave his speeches. Later, she joined the president's retinue on his tours of the provinces and her performances welcomed all state guests of honour. She was the only person allowed to interrupt Senghor's speeches spontaneous​ly with one of her legendary songs of praise. Their close relationship inspired her to many of her songs. In addition, she took part, as she still does, in all major ceremonies and in the cultural life of the Serer. Her uniquely deep and expressive voice is familiar to peo​ple throughout Senegal and the Gambia, even though there are hardly any official (cassette) recordings of her.

	Babatunde OLATUNJI
	Drums Of Passion: The Invocation (To Ajaja, Kori, Ogun & Sango)
	1988
	39:28
	Yoruba

label: Rykodisc (USA)

produced by Mickey Hart (см. тж. его собственный проект с Olatunji), A. Moreira.

B. O. [lead voc., ngoma drum, ashico drum, djembe drum, shekere]; Mickey Hart [hoop drum, concussion stick]; Airto Moreira [caxixi]; Sikiru Adepoju [talking drum]; Rotimi Byrd [djembe drum]; Frank Ekeh [agogo, shekere]; C. K. Ganyo [bembe drum, djembe drum]; Babafunmi Ohene [djembe drum, log drum]; Gordy Ryan [junjun drum, bell, voc]; Taiwo Shabaaz [ashiko drum]; Bobby Vega [bass guit]; and back vocalists.

      What is Orisa? The Orisas of Yoruba land are many in number. So many in fact that one cannot name all at once. But, what is the meaning of the word “Orisa”? The word means “He” whom Ori (Head) has picked out to create in a manner different from his fellow beings on earth. The Yorubas believe that the abode of God Almighty Spirit in human beings is the Ori. It is always referred to as an instrument of creation and that all things are under the control of Eleda — The Creator and Ori (Head) — have created them differently from the rest of us. It is for this reason that the Yoruba say that anyone who does something so great that can never be forgotten has become an Orisa. (He whom Ori — Head has singled out for special attention in his Creation.) Since these Orisa were once human beings who in their lifetime did significant things of such magnitude and importance that they cannot be forgotten, there are several ways of commemorating them and praying through them to God. This is what is meant by “Bibo Orisa” — Worshipping the Orisa. This is done by either offering sacrifice at the shrine of the Orisa or giving gifts, or feasting in the Orisa’s name. As they chant, dance and sing songs of praise about their Gods, they become possessed and transformed to higher spiritual levels.

	ORCHESTRA BAOBAB
	Pirates Choice (2 CD)
	1982
	61:37 47:26
	Barbers of  Senegal

	ORCHESTRA BAOBAB
	On Verra Ca

(The 1978 Paris Sessions)
	1992
	57:14
	BALA SIDIBE – VOCALS, TIMBALES
RADOLPHE GOMIS – VOCALS
MEDOUNE DIALLO – VOCALS, MARACAS
N'DIAOUGA DIENG – VOCALS
BARTHELEMY ATTISSO – GUITAR SOLO
ISSA CISSAKO – TENOR SAX
PETER UDO – CLARINET & ALTO SAX
PAP BA – RHYTHM GUITAR
CHARLES N'DIAYE – BASS
MOUNTAGA KOUYATE – TUMBAS, DRUMS
1. EL SON DE LLAMA (Trad. Arr. M. Diallo)
2. ON VERRA CA (Comp. B. Sidibe/Arr. Baobab)
3. TANTE MARIE (Comp. R. Gomis/Arr. Attisso)
4. AFRICA (Comp. B. Sidibe /Arr. Attisso)
5. EL FUEGO (Trad./Arr. R. Gomis)
6. SIBAM (Comp. Diallo/Arr. Attisso)
7. WANE MA MAGUISS (Trad./Arr. Attisso)
8. THIOISANNE (Comp. N. Denig)
9. MI SON (Trad. Arr. Baobab)
10. DIGON GAMA (Trad. Arr. Baobab)

	ORCHESTRA BAOBAB
	Bamba
	1993
	72:36
	

	ORCHESTRA BAOBAB
	Specialist An All Styles
	2002
	50:08
	The legendary Barbers of Senegal are back in business after a twenty years absence.

Guest artists: Ibrahim Ferrer (см. в ‘Latina’) [v], Youssou N'Dour (см.) [v].

	PANGEA
	Pangea
	1996
	42:28
	African trance music 

label: Warner

	PILI  PILI
	Pili-Pili
	1984
	69:04
	Folk (African) -Jazz
label: Jaro (все диски проекта) E-Mail: jaro@fuego.de 

Internet: http://www.fuego.de/jaro 

edition: 1989

Jasper  van’t Hof [k]; Angelique Kidjo [voice and dance]; Marlon Klein [d]; Eff Albers [g (2)]; Sisi [violin (6, 9)]; + percussion & vocals: Salifou Sylla, Alpha Camara, Gilbert Camara.

	PILI  PILI
	Hoomba Hoomba
	1985
	45:09
	edition: 1995

Jasper  van’t Hof [k]; Nicolas Fiszman [b, g]; Manfred Schoof [tp, fl h]; + African percussion instruments & vocals: Angelique Kidjo, Fode Youla, Amancia Batta, Carlo Ulrichi.

	PILI  PILI
	Nomansland
	1997
	59:19
	Jasper  van’t Hof [k, p]; Annie Whitehead [trb]; Tony Lakatos [s]; Dra Diara [perc, v]; + vocals: Mabinthy Sakho, Manfrain Camara, Izaline Kalister.

As a jazz musician in Europe, one's mind is culturally always someplace other than where the musicians surrounding one are. It takes a while to figure out WHERE! At least I didn’t figure it out until I toured Africa. In Zaire in 1984 I realised how con​nected and comfortable I feel with Zairean music and musicians. It was all so natural.

There I also understood how much the American music culture is influenced by the African, especially jazz. Thus the circle — Europe - Africa - America -Europe — closes.

Back from the tour, it was clear that my next project would reflect the Africa experience. My direct contact to the people there had fascinated and inspired me, their open, emotional way of dealing with people, without falsity or calculation. Sometimes this might seem a bit naive, but in contrast to our culture it is refreshingly alive and 'soulful.' [...]

NOMANSLAND tells a very personal story of slavery from the point of view of the African victims. Men, women and children speak of the terrible events and their consequences: imprisonment, se​paration, longing, homesickness, hope, resistance and finally the conscious re​solution not to pity oneself but to set out to live the future.

African and European musicians alike participated in this production. The melodies, rhythms, lyrics, fragments and atmosphere of the songs they developed and recorded are extremely personal and subjective reactions to the events, expressing a great deal more than what is said in the lyrics: The memory of the homeland Africa, physical and emotional pain, the endless transatlantic voyage, labour and oppression, courage and faith in the new countries.

	RAVI
	Kora Colours
	1991
	53:19
	label: New Earth Records

Ravi [kora, birimbao, bongos, mandolin, el g, b, k, v]; Jeff Jenson [bhoran]; Harida [timbales]; Sandeep Bhattocharya [tablas]; Rishi [timbales]; Jakob Mygind [s&t s].

 On this album Ravi uses the magical sounds of the Kora to create musical landscapes, merging both the softness and the fire of this West African harp with instruments from East and West.

	Sooliman E.  ROGIE
	The Palm Wine
	1989
	48:26
	Sierra Leone
label: Workers Playtime (London)

S.E. Rogie – the King of Palm Wine guitar music.

Co-produced by David Toop

S.E. Rogie – producer, guitar and vocals.

SOOLIMAN E ROGIE was born in Fomikoh his maternal hometown (Nyandehun Kpaka is his paternal hometown) in the Pujehun District in Sierra Leone, on the West Coast of Africa.

S.E. Rogie is a song writer, story teller and self-taught guitarist extraordinaire. Rogie nurtured and developed the Palm Wine style music and pushed it onto the International scene during the 1960's. Rogie says, "the Palm Wine guitar music is like folk music. It is an expression of the day to day experiences of a people. Many a time, people would gather around a big fire place out-doors on a beautiful moonlit night and share their life stories. They sing a song or two and swap jokes and gossip, they drink a little Palm Wine to feel happy. Palm Wine, which is tapped from Palm Trees, is a milky juice liquid which produces a mellow natural high in those who imbide. It is also used as an African Elixir when diluted with certain herbs."

With his guitar and mellifluous deep baritone voice, S.E. Rogie has produced a string of hit records including his classic "My Lovely Elizabeth" which sold throughout Africa and Europe.

During his sixteen years in the U.S.A. (1972-88) Sooliman E. Rogie performed his 'African Folk and Cultural Programmes' (programmes which he first developed in schools in Sierra Leone) in countless elementary and high schools in California. Rogie made a video tape of his programmes which is now used for social studies in some elementary and high schools in the U.S.A. S.E. Rogie has received four awards from the U.S. Congress and Senate, the City of Oakland and the City of Berkeley for his contri​bution to the American Culture and has per​formed on Television, Radio, Churches and Night Clubs in many parts of the U.S.A.

On the invitation of Andy Kershaw of B.B.C. Radio One, Sooliman E. Rogie came to the U.K. in 1988 and has toured the Country extensively, playing his Palm Wine music, which appeals to both Old and Young.

--- MIKE BURKETT

1. JOE JOE YALAL JOE – 'I Lost My Wife' (Song of the 30's)
A story of a man who drank too much Palm Wine on his wedding night that he mistakenly hugged his mother-in-law instead of his wife, and the result was he lost his wife. The moral of this story is not to drink too much Palm Wine on your wedding night!

Instruments: Percussion + 2nd Vocals - Mohamed Shualbu (Zozo); Lead Guitar - Emile Ogoo  
2. CLUA KOONDE - 'It Knocked Me Out' (Song of the 30's)
Palm Wine gives you a mellow, natural high feeling. But in this song a man drinks too much of it. As a result he is completely "Knocked Out". He had to sleep in the bar and woke up next morning only to find his clothes and money gone. This song was very popular in Palm Wine bars as a warning to people to drink in modera​tion or face the consequences.

Instruments: Bass Drum + Bottle   
3. KEKEH KEFARANA - 'The Importance Of Children'

In my culture, says Rogie, one of the first and foremost wishes of a woman is children. Inspite of her education or wealth she'll never be completely happy unless she has children. She believes that she owes at least a child to the world. Then after her death, her wealth and education will be forgotten but the children will keep her name ringing like a bell, forever.

Instruments: Acoustic Guitar
4. LOE LOE LALAH - 'The Joy Of Love Making'  (Song of the 40's)
Two friends had an argument over love making and honey. One friend said honey was sweeter than love making. The other friend disagreed, he said love making was sweeter than honey. So the friend who thought love making was sweeter than honey suggested his friend make love and try the honey at the same time. As the friend was making love he was also licking the honey. But suddenly at the vital moment the friend knocked over the honey bowl in his frenzied state saying that "Oh yes indeed love making is much, much, oh yes indeed, much much sweeter than honey".

Instruments: Guitars + Percussion. Lead Guitar - Emile Ogoo; 2nd Vocal - Mohamed Shualbu (Zozo)   

5. NDOMEI NENEEKPA - 'Oh Love'

'The Sweetest, The Most Beautiful, The Most Powerful Creation'

Instruments: Guitar 

6. WATIGBEE – 'Always' (Song of the 30's)

"You are such a wonderful, lovely and kind person, I'd just love to be around you always".

Instruments: Percussion + Guitar. 2nd Vocal - Zozo 

7. TOURIST GIRL (Song of the 40's)

The second world war, says Rogie, brought many prostitutes to my country, Sierra Leone. Most people did not like this especially the next door neighbours!

So a nosy neighbour once stood outside her door to see what was happening in her neigh​bourhood. She saw a prostitute but did not know how to address her, so she called the prostitute, 'Tourist Girl' and went on: - "How come you welcome Soldiers, Sailors, motor cars and bicycles into your home? I have children around, how long will you go on like this, I feel sorry for you".

Instruments: Guitar + Percussion. 2nd Vocal - Emile Ogoo 

8. LEF WAKABOT - 'Stop Cheating'

Instruments: Acoustic Guitar + Percussion

9. EBOTHRIE — 'Exchanging Love' 

This is a song about family love and the impor​tance of give and take in the family.

Instruments: Acoustic Guitar

10. AMOO LOE LEE - 'Let's Celebrate' (Song of the 30s)

This is about a special celebration, such as birthday, circumcision, weddings where people have a good time and drink lots of Palm Wine!

Instruments: Guitar + Percussion   

11. AMOO LOAMOO MOOYONG

	Sooliman E.  ROGIE
	Dead Men Don’t Smoke Marijuana
	1994
	42:52
	label: Realworld
S.E. Rogie [v, g]; Danny Thompson [double bass]; Emile Ogoo [g]; Zozo Shuaibu [perc]; Simon Clarke [k].

This is Rogie’s 68th year. He writes his songs in his head. They form there in the dark like crystals. «I hear a catchy expression,» he says, «and I pass it on to my subconscious and say, ‘I want a song out of this’. I believe everything useful comes from there, the subconscious mind. It’s the creative power. It creates the song, passes it back to me and says, ‘hey you, take it out. Go use it!’ ...»

	Yande Codou  SENE
	Yande Codou  SENE & Youssou N’DOUR:                «Gainde»

(Voices from the Heart of Africa)
	1995
	61:38
	SENEGAL

label: World Network

It is the first time that a CD recording has been made of the polyphonic singing of the Serer, one of many ancient traditions already slipping into oblivion as Africa comes under increasing economic and cul​tural pressure from outside. «I can barely express my happiness at this opportunity of proving that Serer culture is still alive,» said Yande Coudou Sene after the record​ing sessions. Youssou N'Dour experi​mented with some forms we have not heard from him before. The highlight of the studio sessions was undoubtedly their work together, in which their strong mutual fas​cination inspired reciprocal praise songs. Instrumental pieces present the country's polyrhythmic tradition.

YANDE COUDOU SENE

Yande Codou Sene also comes from a family of traditional musicians. She was born in November 1932 and taught by her mother from childhood—just as she herself now passes on this tradition to her daughters, some of whom sing in her choir. There are no hard and fast rules where their training is concerned; they are simply taught whenever there is time and children are brought along to performances. The melodies and texts of the historic songs, genealogies and praise songs are passed on orally. Rehearsals are part of daily life and are just as much a means of personal entertainment as a way of expanding their repertoire. The solo singer determines the key for the choir. In doing so, she does not adhere to conventional keys, but decides spontaneously depending on the sound.

Yande Codou Sene's great talent was dis​covered on the occasion of a circumcision celebration. In Senegal, circumcision is regarded as the initiation of boys into the adult world with all its values, traditions and responsibilities. The celebration following circumcision is accordingly important and is accompanied by dances and songs praising the courage of the boys and their new status in society.

The Serer people is a small ethnic group (some 600,000 people or about 17 % of the Senegalese population) living near the Atlantic in Central Senegal, whose livelihood depends on agriculture and fishing. They originated in the region of the Sahara, then still a forest, between the 10th and 7th century BC. From there, they moved towards the Atlantic, settling in the area of the ancient kingdom of Tekrur and moving further towards the coast. In the course of the centuries, they developed their own methods of fertilising the land to ensure good yields.

The most famous Serer is the poet and philosopher Leopold Sedar Senghor. He was the first African to teach at a French uni​versity. In 1945, he was elected to the French National Assembly as member of parliament for Senegal, became a minister in the cabinet of Edgar Faure in 1955 and the first president of Senegal following the country's independence. For Senghor. «the Serer in sub-Saharan Senegal, like the Berber to the North, have retained the ancient status of a society of Neolithic origin: a matriarchal system in which the earth takes precedence, and above all with its ani-mistic religion and the three fundamental values of African art: the symbolic imagery (i.e. myths), the polyphonic melodies and the rhythm created from sequences that are never repeated.» (From the preface to the first major monographic work on the history and culture of the Serer: Henry Gravrand, La Civilisation Sereer—Cosaan. Dakar, Les Nouvelles Editions Africaines, 1983).
During his electoral campaign, Senghor asked Yande Codou Sene to perform with her choir and drummers before he gave his speeches. Later, she joined the president's retinue on his tours of the provinces and her performances welcomed all state guests of honour. She was the only person allowed to interrupt Senghor's speeches spontaneous​ly with one of her legendary songs of praise. Their close relationship inspired her to many of her songs. In addition, she took part, as she still does, in all major ceremonies and in the cultural life of the Serer. Her uniquely deep and expressive voice is familiar to peo​ple throughout Senegal and the Gambia, even though there are hardly any official (cassette) recordings of her.

О Yossou N’Dour – см.  Yossou N’Dour.

	Yande Codou  SENE
	Night Sky In Sine Saloum
	1997
	40:44
	label: Shanachie

Y. C. Sene [lead voc (female)]; Abou Guisse [xalam (traditional guitar)]; Camara [kora]; Mbaye Ndiaye [riti (traditional violin)]; Mame Less Thioune, Pape Fall, Abdou Less [perc]; + backs.

  Y.C.Sene was born in the rainy season of 1932 in the Fatick region of Sine Saloum in central Senegal. 

  In Senegal, Yande Codou Sene’s voice is considered nothing less than a national treasure. She is a towering figure in the country’s astonishing history of traditional African vocal performance. Known as a personal griotte (praise singer) of Leopold Sedar Senghor, one of the founding fathers of modern independent Senegal and the country’s first head of state, she had never been heard on record until recent breathtaking cameo collaborations with countrymen Youssou N’Dour and Wasis Diop. Concerning the present record, recorded prior to her new association with N’Dour and her European debut tour with him, Yande reserves hearty praise for Musa Dieng Kala (см), who produced it and whom she considers primarily responsible for bringing her back into the spotlight of Senegalese music. «Apart from God, Musa was the one who made sure everything about this recording happened the way it should have, and I am in his debt for quite a lot that has taken place since», she told us. There is no more compelling example of Sever vocal artistry on record anywhere, and no more important personality in the history of this music that Y.C.S. We should all wish her a warm reception as she brings the colors of Sine Saloum to the concert halls and airwaves of the rest of the world.

	SHEBEEN QUEEN
	Hot Jive Sounds of South Africa 
	1989
	42:01
	IMITSHOTSHOVU -- #1-6

AARON MBATHA -- #7, 10

THE SUPER TENS -- #8, 11

ABAFANA BESISHINGISHANE – #9, 12

Kijima Records’  “Shebeen Queen” compilation brings you a solid collection of contemporary township dance music, the rhythms which the burly Shebeen Queens would use to draw passers by off the streets and into the sweaty, smokey backyards and rooms which serve as the bar rooms and dance halls for South Africa’s townships. Apart from the occasional solo instrumentalist the days of live shebeen music are past, and with mbaqanga music the staple diet through the ‘70s and ‘80s, it is recorded music which now thumps through the smokey air of the Shebeen Queens’ dens. Mbaqanga, with its modern fusion of traditional melody, rhythm and vocal harmonies has been massively popular with both rural and urban black populations in South Africa.

	SIERRA LEONE
	Musiques traditionelles
	1992
	50:09
	SIERRA LEONE Traditional Music

label: Harmonia Mundi / Ocora (Paris)

Sierra Leone, in the extreme west of Africa formerly a British possession, which became independent in 1961, has been little known (even to anthro​pologists!) except for its diamonds, and, to a certain extent, for its masks. Bordered by Guinea and Liberia as well as the Atlantic Ocean, its countryside consists of tropical forest in the South, savannah lands in the North. In the more densely inhabited and agricultural south and centre live the two largest ethnic groups, the Mende and the Themne, which together make up well over half of the population, while many smaller groups such as the Mandingo, Fula, Karanko, Susus, Yalunka and Limba comprise the mainly Muslim population of the savannah of the north. Amongst these widely differing ethnic groups there exists a great wealth of music largely unknown to the outside world.

The pastoralist Fula people of northern Sierra Leone, related to the Fulani and Peul who are found scattered over the wide area from Nigeria to Guinea, move with their cattle in search of fresh grazing lands. Perhaps for this reason their music is predominantly vocal, and their instruments, designed mainly to accompany song, are small and easily portable. Most Fula musicians belong to clans or families who are professionals - griots - whose work consisted in the past of composing songs in honour of great men, the political and religious leaders of the tribe, their deeds of heroism, their genealogy, their illus​trious history. Today this has broadened, and the griot sings of the liberality of politicians, embroiders the truth to flat​ter visitors, illustrates a Fula proverb with a wealth of personal details and complimentary stories; if he lives in a town he may earn part of his living from the radio. Tracks 1 to 3 of this record is devoted to Fula music.

1. Praise Song, accompanied by the keronaru
The keronaru (popularly called the Fula guitar) is a lute whose small wooden soundbox is covered with skin; a stick which forms the neck pierces the body, and the strings are attached to its base over a calabash bridge. Fastened at the other end with thin lea​ther rings, tuning is effected by pulling on the leather thongs which hang from these rings.

This type of lute, with the same method of fastening the strings and of tuning them, can be seen on Egyptian tomb paintings of about 1600 B.C. This song, "Nina", is honouring the important people of the area, who build roads and schools and employ many people in this work and pay the singers well. The leader here is Brahima Bale, who plays and sings, as does Debi Singa Mari, while Chernor Mamadou sings and makes a humm​ing accompaniment. The musicians, although belonging to griot families, are also farmers. Recorded at Moussia, December 1976
2. Praise Song for independence
This itinerant group of Fula griots per​form at weddings, feasts and political rallies over a wide area, from Guinea, all across northern Sierra Leone and north-eastern Liberia. Their leader plays the Fula guitar while two others play European guitars tuned to the keronaru, and a woman sings. This song is in praise of Independence cele​brations not in the political sense but in terms of everyone being so happy that all people pay the musicians extre​mely well and they can live for months on that money. "Oh that there could be such a celebration every year!". Recorded at Manjara village, January 1977
3. Flute Music on the Tuniru
Amadou Saw is a young Fula schoolboy who learned to play this end-blown flute with three holes while he was herding cattle for his father. His improvisations and variations, which include singing into his flute, are so extensive and well-developed that he is able to give a vir​tuoso performance for at least an hour on what is, in reality, a somewhat limi​ted instrument. Recorded at Bo, December 1976
Most of the ethnic groups of Sierra Leone, unlike the semi-nomadic Fula pastoralists, are farmers. Their music, consequently, is perhaps more typical of Black Africa, with heavy drums as the most important instruments. Amongst the Mende, Themne, Limba and Karanko, the powerful beat and intricate rhythms of the drums are augmented by the beaten iron bells, the wooden or bamboo slit drum, clap​pers and shakers, hand-clapping and the ankle-bells of the dancers - in short, the complex organisation of great percussion ensembles, to which the xylophones add melody as well as additional percussion. In contrast to the music of the Fula griots, where the text is of primary importance, this is participation music for a whole village or a whole secret society; everyone dances and often everyone joins in the singing.

4. Masked Dance of the Insuru Society
The Insuru Society is one of the secret societies which control much of Themne life. The masked dancer or aguda (all masked dancers are com​monly called "devils" in the pidgin English spoken throughout Sierra Leone) takes on a supernatural identity and powers. Formerly non-members of the society were not permitted to see the aguda, who dances on stilts - and rests by leaning against the roof of a house. This small excerpt gives some idea of the texture of the drum music, which can summon the whole village to dance for an entire week, although the women, children and non-members of the Insuru Society danced apart from the rest. Recorded at Masenkra Village, December 1976
5. Praise Song accompanied by the Bolum Batam (three-stringed harp with a large calabash body). The Mandingo are found in Guinea, the Gambia, Senegal, Mali and the Ivory Coast as well as in Sierra Leone; they are Muslim farmers who keep substantial herds of cattle. The praise singer in this case, who comes from a griot family, is primarily a farmer. He learned from his father the entire repertoire of history, genealogy and the great deeds of the ancestors, but says that nowadays he is called upon mainly to praise political figures, as in this song in honour of a cabinet minister.

It is, however, delivered in the traditio​nal manner both as regards the style of music and the phraseology. Recorded near Kabala, December 1976
6. Mandingo schoolgirls singing Christian Hymns
This example is typical of the changes in tradition taking place in Sierra Leone today. While in the capital city of Freetown much of the music is high life (West African Pop), in the provincial towns with secondary schools, Chris​tian hymns are taught to the school-children.

These two young Mandingo girls are Muslims, one attending a Catholic mis​sion school, the other a Protestant one. Recorded at Kabala, December 1976
7. Xylophone Music of the Karanko People
Most of the ethnic groups in the nor​thern part of Sierra Leone have xylo​phone ensembles, or use the xylo​phone with a singer as the leader of a group for village festivities. The Karanko xylophone, which is called balangi, has sixteen bars set on a woo​den frame enclosing small round cala​bash resonators for each bar. Each gourd has a hole cut in its side over which the thin but strong membrane made by spiders to protect their eggs is glued to give extra vibration and resonance. The xylophones are often played, as here, by women who lead the singing at a wedding. The double iron bell, slit drum, and large double membrane drums are all used in this celebration. Recorded at Kabala, December 1976
8. Limba Drum Music
The Limba are the largest ethnic group in the Northern province, and their music, like that of the Themne to the South, is rhythmically intricate; the heavy insistant beat of the drums seems to compel everyone to dance. In this short excerpt from a three day long ceremony, four pairs of double mem​brane drums are used. They are cylin​drical in shape, made of dense wood, and vary in length from over one metre to almost two metres. Only one skin is beaten, with a sharply angled drum​stick. The master drummer leads the singing; all the dancers respond. The double-note iron bell and the slit drum add to the rich texture. There is no pause between types of music; the master drummer sets the new beat immediately after concluding one rhythm and he is joined by all the other drums. Recorded at Yagala Village, January 1977
9. Bundu Society Music of the Mende women
The Mende are the largest ethnic group in Sierra Leone and are certainly the best known. Both men and women are organised into powerful secret societies. The cere​monies of each are characterised by masked dancing, in which the charis​matic leader, or "devil" in pidgin, changes from his human personality to assume a supernatural one. (This type of disguise is found even amongst the children, for the small "devils" are fre​quently seen).

In the women's society the masked dan​cer and also the mask is called the bundu. Its distinctive mask is of dark wood, unpainted, and its voluminous black raffia grass dress covers the entire body of the "devil" who dances, usually in a small circle. It is the men who beat the drums for the women, they are sta​tioned a discrete distance away. The head of the Society uses a calabash sha​ker called segulay and leads her group of women in the singing, changing the words each time; the second group, under the leadership of an older woman, reply antiphonally. The use of seconds is extensive, and is invariable at the conclusion of each phrase. Recorded at Sirabu Village, December 1976 
--- Jean Jenkins

	Ignace De SOUZA
	The Great Unknowns: Ignace De Souza
	1994
	55:35
	label: Original Music Inc (New York); Issued under license from Afrodisia Records, Nigeria. 

Benin-born Trumpeter Ignace De Souza ran a series of hot and soloist-heavy groups that were consistently on the cutting edge of Accra's 1960s highlife golden age. With the Black Santiagos in particular he introduced Congolese music in the mid-1960s; launched Afro-beat in Ghana around 1968; and took in twist, shake, and anything else that was hip at the time. Along, of course, with a steady flow of your standard great highlife numbers. Everything it took, in fact, to assure them a place among the great and unjustly forgotten bands of a marvelous era.

The  Bands,   The  Music
Shambros Band

1: Ma Aya Nwet (highlife) 1950s
Melody Aces

2: Paulina (Fanti, cha cha) 1962 

3: Sum Lo Dara (Yoruba, highlife) 1962 

4: Emmasse Puro O (Yoruba, highlife) 1962 

5: Asaw Fofor (Fanti, twist) 1962
Black Santiagos

6: My Cherie (Ewe, cha cha) 1965
7: Caroline Bateau (Ewe, cara cara) 1965
8: Anyenko (Fanti, highlife) 1965
9: Mayape (Ewe, cara cara) 1965
10: Asem Ato Me (Twi, highlife) 1966
11: See Na Meye (Twi, highlife) 1966
12: Pretty Little Angel (English, twist & shake) 1966
13: Augustina   (Twi, highlife) 1966
14: Monkey No Fine (pidgin/English, highlife)
15: Yen Nyina-Ara Beye Pe (Twi, highlife)
16: Ole (Yoruba, Afro-beat)
17 Adan Egbomi (Fon, highlife)
18: Bani Wo Dzo (Ga, Afro-Beat)
19: Papa Kou Maman (Ewe, highlife)
Dates and personnels not listed are not known

IGNACE De SOUZA
I remember once back in the mid-1960s, when I was just starting to write and broadcast regularly about African music, being assured by a concerned Ghanaian that Congo music (not yet known as soukous) was killing highlife. I didn't believe it then -- musical styles don't kill easy and fads come and go. But if threat there had been, one man would have been largely to blame: Ignace de Souza, founder of the Black Santiagos.
De Souza ran a series of groups hot enough and heavy enough with fine soloists to make him a big deal for that alone. But "that alone" was very far from the whole of it. De Souza's bands, and above all the Black Santiagos, were consistently on the cutting edge of Accra's 1960s highlife golden age: introducing Congolese music in the mid-1960s; launching Afro-beat in Ghana around 1968; and taking in twist, shake, and anything else that was hip at the time along with a steady flow of your standard great highlife numbers.
So of course, the man's a household word, right? Sure...
Despite his importance to Accra music, De Souza wasn't even from Ghana, but from the country next door: He was bom in 1937 in Cotonou, the capital of what was then the French colony of Dahomey (since renamed Benin) in 1937. He got involved in music in Cotonou, playing in Dahomey's first professional dance band, Alfa Jazz. His first instrument was the sax, but under the influence of Nigerian trumpeter Zeal Onyia, who played with the Alfas for a while, De Souza also switched to trumpet.
During the 1950s, the music scene in the capitals of all the countries strung along the West African coast was opening up under the influence of Ghanaian highlife bands, and above all E.T.Mensah's Tempos. Just as the Nigerian Zeal Onyia might play for a while in a Dahomeyan band (along with a couple of Ghanaians), so it was not altogether out of the ordinary for a Dahomeyan to be hired by a Ghanaian group.
De Souza moved to Accra in 1955 to join one of the many great bands of a very major highlife scene, Spike Anyankor's Rhythm Aces. In 1956 he became the leader of a new group called the Shambros Band after its sponsors, the Shahim Brothers, local businessmen of Lebanese origin.
As was pretty standard for the time, the Shahim Brothers owned the band's instruments, organized its gigs and made most of the money involved. As De Souza told it in a long interview with highlife expert John Collins*. he persuaded the other bandsmen that they should open a joint savings account with the aim of buying a set of instruments and going out on their own. That little idea got him fired when the Shahim Brothers heard about it, but he was soon brought back with his leadership role strengthened, because "French" (by which he presumably meant Congolese) music was starting to be popular and he was about the only musician in town who understood it.
Though the Shambros Band is even more thoroughly forgotten than most other major groups of the time, it was a punchy combo that at one time or another included many of the local Names, among them Nana Ampadu, later founder of the African Brothers. Nevertheless, up to this point, De Souza was just another fine bandleader in a city bursting with them. In 1961 he took the first step in carving out a real niche for himself. With members of the Shambros Band, he went into the Decca West Africa studio and recorded a chachacha he called "Paulina," under the name of the Melody Aces.
"Paulina" was hit enough that it paid for a set of instruments, and De Souza was on his way to the local big-time. After recording at least two more sides with the Melody Aces, he decided to go out on his own. In 1964, he quit the Shambros and formed the Black Santiagos.
It was a time when Congolese music was becoming a big deal in Accra, but none of the resident bands could play it. Reckoning to make use of his francophone background, De Souza recruited two Togolese singers to take care of the extremely distinctive Congo vocal sound, a bassist from Dahomey to handle the rumba underpinnings, and a bunch of records to educate the Ghanaian members of the band.
The Black Santiagos1 opening was a dance on July 11, 1964 at which they shared the bill with the Ramblers, perhaps the top band of the time (see "Giants of Dance Band Highlife", Original Music OMCD011). The following year the Santiagos were hot enough that De Souza went the whole hog and rented a club called the Ringway Hotel both as a base for his own band and in order to present touring groups from Nigeria and other countries.
As you will hear from these recordings, the Santiagos were very solid highlife players, with excellent horn soloists and vocalists who could -par for the course at the time - handle several languages: not only Ghanaian languages but Yoruba, which is widely spoken in De Souza's native Dahomey as well as in Nigeria, and which gave the band a Nigerian connection that was to prove important.
But perhaps because he wasn't bom into highlife culture, De Souza ran a band that was also always ready to provide whatever was the latest local musical craze: Congo music in the mid-1960s; the twist; and perhaps most importantly, Afro-beat.
The Black Santiagos were, in fact, one of the first Afro-beat bands in existence. Fela Ransome (now Anikulapo) Kuti was in the first stages of developing the whole concept when De Souza hired his band to play the Ringwood Hotel in 1968. Whether the Black Santiagos were also playing Afro-beat when they played in Lagos in 1968 isn't clear, but they cut at least two of the very earliest Afro-beat sides recorded, in 1968 or 1969.

In 1970, De Souza's fortunes changed. An anti-immigrant backlash brought about the 1970 Aliens Act under which thousands of non-Ghanaians were expelled. De Souza went back to Benin and launched a new version of the Black Santiagos. But despite the fact that it has several good bands, Benin is too small to provide much of a basis for a musical career.
Nevertheless, the band kept up its contacts, touring West Africa including Nigeria in the mid-1970s, and in the mid-1980s was based in Lagos. It also recorded, mostly behind visiting vocalists. In 1976 the Black Santiagos backed Camerounian makassi star Sam Fan Thomas' first album, "Funky New Bell," and in 1988, the year of his death, De Souza played trumpet on an up-and-coming Ghanaian singer's first LP, Pozo Hayes' "Looking Over There."
De Souza's problems were partly caused by increasing politico-social tensions as West African economies began to deteriorate. As the music scene became less multinational, his origin in a small country became a major professional liability. That he might have overcome, but the whole glorious horn-band highlife scene to which he contributed as trumpeter and bandleader was on the way out. If his glory days were the 1960s, that was true of all the other bands of the time. Still and all, glory days they were...
--- JOHN STORM ROBERTS

* Music Makers of West Africa (Three Continents Press, Washington DC)
1966 cover photo of the Black Santiagos

	Foday Musa  SUSO
	The Dreamtime
	1988
	68:26
	label: CMP Records (USA)

F.M.S. [kora (21 string African harp/ lute), dusongoni (six string Henter’s harp/ lute), nyanyery (one-stringed African violin), kalimba (thumb piano), tama (low pitch and high pitch talking drum), karinyan (metal scraper), voice]. Produced by Bill Laswell.

Griots are the oral historians of Gambia, Senegal, Mali and Guinea. It is through the extensive verbal and musical recitations of their traditional repertoire that legends and stories about empires, kingdoms and heroes of days past as well as family lineages are kept alive. F. M. Suso, a native of Gambia, is a griot of the Mandingo people of West Africa. A virtuoso on the kora, as well as a drummer and composer, Suso is a living repository of the heritage of his tribe. Sent away to apprentice with a master kora-player when he was 11, Suso studied the balafon (a xylophone constructed of wood and gourds) and talking drum concurrently and became a full-fledged griot or Jali, at 18. Suso then journeyed throughout Africa singing traditional Mandingo songs accompanied by his kora before making his way to Europe where he performed in clubs, in concert and radio and television programs in Germany, France, Sweden and Finland. He held the kora instructor chair at the Institute of African Studies at the University of Ghana from 1975 until he established a residence in the United States in 1977. Suso promptly formed a band, the Mandingo Griot Society, which to date has released three recordings of contemporary arrangements of Mandingo music. Equally at home playing traditional and modern music, Suso’s artistry has been featured in more popular contexts as well. He collaborated with keyboardist Herbie Hancock and bassist Bill Laswell in the “Junku”, appeared on Hancock’s recording “Sound System” (см.) and toured America and Japan as a special member of Hancock’s Rockit Band. Suso’s and Hancock’s subsequent duet recording, “Village Life”, is a remarkable musical statement that synthesizes ancient roots with state-of-the-art technology. Suso’s ongoing quest for new artistic challenges even found him collaborating with Philip Glass on a score “The Screens” (см.) and today he is firmly established as one of the major catalysts in the continuing evolution of World Music. This is Suso’s fourth solo recording.

	Foday Musa  SUSO
	The Screens
	1992
	49:25
	with Philip Glass

	TANZANIA: THE ART OF HUKWE UBI ZAWOZE
	
	1989
	48:44
	label: JVC – Victor (Tokyo, Japan)

CD Ethnic Sound Series – 36

performers: Hukwe Ubi Zawose, Dickson L. Mkwama, Lubeleje M. Chiute.

The Miracle of the Thumb Piano of Tanzania

Hukwe Zawose and his group
This compact disc features the wonderful sound of the Ilimba, a large-sized thumb piano. The thumb piano is a typical African instrument and can be seen throughout the continent. The large-sized thumb piano of Tanzania has 66 keys. The instruments are played by Hukwe Zawose and his group, the former being well-known as the top artist in Africa. The group has performed globally more than 50 countries throughout the world, and has won the highest praise for their excelled performance.

	THE MUSIC OF PYGMY IN ITURI
	Polyphony of Deep Rain-forest
	1986
	51:23
	Pygmy – т.ж.: EBOKA; HEART OF THE FOREST;

label: JVC – Victor (Tokyo, Japan)

CD Ethnic Sound Series – 4

[абсолютно вся информация к диску – на японском языке]

	THE  MUSICIANS  OF THE NYLE
	Luxor To Isna
	1989
	53:55
	label: Realworld

Instruments:  Rababah, Arghul, Doholah, Tablah, Tablah Baladi, Mizmar; epic singing.

From the depth of Upper Egypt, the players of the village, the nomads of celebration -- The Musicians of the Nile -- now perform in the spaces and cultures of the West. They are professionals of pleasure posessing a very particular ethnic identity, re-living their traditions with pride and effervescence.

In the heart of this region, a stone’s throw from the ancient columns of the temple of El Karnak, is the village of Abu-al-Djud, now a part of the city of Al-Aqsur (Luxor). From these outskirts have sprung the members of the Mataqil clan -- men gifted in the art of the 'rababah' (spike fiddle) and of folk and epic songs. Linked to the old Nubian families that were formerly victims of slavery originating in Sudan, the Mataqil learnt their art from the gypsies with whom they intermarried.

The gypsies of Egypt form different groups, each with their own identity rooted in a legend or a particular vocabulary. The Nawar, famous for their 'ghawazis' (public dancers), the Masalib and the Halab (from Syria) are by virtue of their artistic function very close to the Mataqil.

In Egypt traditional music is, as with most societies, performed by ethnic minorities who undertake a professional function that can be very disadvantaged. The music itself -- a mode of expression replete with ambiguity became of the emotion and pleasure it generates (two elements commonly disapproved of by society) mean the musicians are forced to wander between social rejection and individual adulation. [...]

	Ali Farka  TOURE
	Radio Mali
	1973
	72:09
	MALI (traditional music) 

A.F. Toure [g, v] with: Bra Nabo / Fangha [njarka violin]; Nassourou Sare [ngoni].

Rec. 1973

	Ali Farka  TOURE
	African Blues
	1990
	45:07
	MALI

label: Shanachie Records

  “In my village to be a professional musician is a low status. [In Mali, traditionally, it is only members of certain families who are expected to become musicians.]  The griots (traditional musicians) are a group that know everything about music. The monocorde is made only for sacred rituals and I can’t say more. The depth and breadth is so great and my mouth is too small to explain it all! It’s something purely concerned with Africa, for Africa and not outside of Africa. I have to keep that secret.” — A. F. Toure.

    Many people hearing Toure’s music for the first time experience a revelation; striking in its individualism, his music simultaneously evokes the ancient traditions of his homeland, Mali, while interpolating guitar licks which sound uncannily like Mississippi Delta blues. Coult it be that the musical traditions Toure draws from influenced American blues, or was he directly inspired by Afro-American blues players? Or perhaps both thoughts are correct. In any case, his singing is warm, sonorous and mesmerizing while his guitar work, augmented by only a percussionist, buzzes and resonates an exquisite rhythmic and melodic counterpoint.

Thus his music seems both fresh and timeless – a particularly satisfying combination.

1. SIDY GOURO

2. N'TIMBARA

3. DEVELE WAGUE

4. OKATAGOUNA

5. ZONA

6. MBAUDY

7. PETENERE

8. L'EXODE

	Ali Farka  TOURE
	The Source
	1991
	60:34
	label: Hannibal Records, Rykodisc (USA)

A. F. Toure [v, el&ac g, njarka fiddle, perc]; Toure’s groupe Asko: Affel Bocoum [v]; Hamma Sankare [calabash]; Oumar Toure [congas]; with: Taj Mahal [g] (#3, 10); Rory McCleod [g] (#3); Nana Tsiboe [perc] (#6); Nitin Sawney [tabla] (#2).

	Ali Farka  TOURE
	Talking Timbuktu
	1994
	60:06
	Альбом-победитель “DownBeat critics poll winners” в категории: Beyond Album Of The Year.

label: Rykodisc World Circuit (USA)

A. F. Toure’s Groupe ASCO with Ray Cooder & special guests: Clarence ‘Gatemouth’ Brown, Jim Keltner, John Patitucci.

Timbuktu: region of Mali, West Africa.

     Toure’s music is inspired by the enormous wealth of musical traditions of Mali and he sings in eleven languages (this album contains songs in Songhai, Bambara, Peul and Tamasheck). With Ry Cooder producing, language was merely a difference, not a barrier. That indefinable spark which ignites a special session was lit and recording was completed in three days.

   “For some people, when you say ‘Timbuktu’ it is like the end of the world, but that is not true. I am from Timbuktu, and I can tell you we are right at the heart of the world.” — A. F. Toure.

	WAABERY
	New Dawn
	1997
	50:50
	Somalia

label: Realwold

Ensemble: vocals (Maryam Mursal is the star of the Waaberi ensemble), bongos; special guest: Hossam Ramzy (Egyptian master percussionist; [см.]) [tabla].

1. Rog Rogosho (Changing) 

2. Cidlaan Dareemaya (I Feel Alone) 

3. Heei Yaa Alahobalin Hoobalowa 

4. Hafun (Soft) 

5. Shubahada 

6. Ada Bere Chaelka (You Plant The Love) 

7. Indo Ashak (Love Eyes) 

8. Nin Hun Heloha Modina (Don't Believe That A Bad Man Is A Good Husband) 

9. Ulimada (The Professors) 

10. Kafiyo Kaladeri (Opposites)
  The language and music of Somalia is a mixture of African and Arabic influences. [...] The scales are predominantly pentatonic but, especially when sung, they often include embellishments, inflections and tuning strongly influenced by Arabic microtonal scales. The result is an appealing hybrid music and songs that make Westerners think of a special Somali Blues. [...] Traditionally the nomads could not afford to carry instruments on the camels, so they learnt to beat on the nearest thing that sounded good. [...]

	WES  (Wes MADIKO)
	Welenga
	1996
	51:01
	Cameroon

«I would particularly like to thank Michel Sanchez of the group ‘Deep Forest’ who composed all the music and arranged and produced Welenga.» 

-- Wes
Wes Madiko [singer, songwriter]; Michel Sanchez [composition, arrangement, production, recording and mixing]; Marco Papazian [g]; + backs.

   With Deep Forest, Sanchez has demonstrated that state-of-the-art technology can be used in a vast auditorium to convey the essence of ancestral traditions without betraying their essence.

   The irrational Wes and the virtuoso Michel, was a fusion of the fire and water, the meeting of a wild but fertile root and tyhe gifted loving caretaker of a musical garden where Wes could fluorish. [...]

    Wes, for his part, sang of the land of his forefathers accompanied only by a Sanza, a delicate African traditional instrument. Wes was also a storyteller working in the schools of the North, travelling from town to town telling people about an initiation he had received as a child from his grandfather who was an Animist Griot: He would tell how his illustrious grandfather would sit on a stone and teach him to observe the ants to understand more about the ways of men, to decode the language of tree bark and to communicate with his ancestors. He was the firstborn of his family and, as he demonstrated a penchant to become a Griot, he was baptized Wes Madiko, which in Bantou means root from the land of the ancestors. Therapy by music would be one of his missions in the land of men. Having written his first traditional album (which only appeared in the USA), Wes was wary of facile and over-artificial associations, a form of white-gloved slavery that is at the heart of too many fashionable cross-cultural projects. He was, however, reassured by the sincere passion of Michel Sanchez, who for three years gave Wes his time and his know-how. The combination of the two spirits, the irrational Wes and the virtuoso Michel, was a fusion of fire and water, the meeting of a wild but fertile root and the gifted loving caretaker of a musical garden where Wes could flourish. This was, of course, a powerful mixture. Each song became an unchanging ritual as Wes improvised long musical laments a capella in Bafoun, one of the last languages spoken by the Bantou tribe in the Cameroon. Only then did Michel allow his sorcerer's secrets to unfold, wrapping these fragile melodies in the finest of delicate musical arrangements. To do this, he would not hesitate, however, to brush aside certain well-worn cliches about how tradition should be treated. The beauty of Wes' voice lends itself to accompaniment in virtually any style, with an electric guitar, an accordion, a funky feel or an enve​loping wave of synthesizers, he important thing was to preserve the natural pristine quality of the simple words and their innocent serenity, an intoxicating blend of melancholy and hope. What results from this can be appreciated as a hymn. However, this is music for dancing, with the heart transported to the great fertile land of the ancestors and the mind spinning amidst an orgy of stars.

	WOMEN OF MALI
	The Wassoulou Sound
	
	56:15
	label: Stern's Africa (London / New York)

ANY COMPILATION WHICH AIMS TO reflect the distinctive sound of Wassoulou must look to the region's women who account for over 90% of its singers. The traditional songs of this area in southern Mali originate in a culture based on farming and hunting. Female  vocalists   established  their  important  role embellishing highly energetic dances such as the "sogoni kun" in which the men, sporting elaborate masks, re-enact heroic hunting exploits.
TODAY, although some of the more established exponents of the genre have long been recognised in Mali - Kagbe Sidibe graced their TV screens as long ago as the 1960's; Coumba Sidibe first made her name some 10 years ago with "L'Ensemble Instrumentale du Mali" - the Wassoulou sound, especially - in the hands of its new young stars like Sali Sidibe and Oumou Sangare, is increasingly in demand.
PRAISE-SINGING, the mainstay of Jali tradition, features little in the repertoires of Wassoulou's non-hereditary musicians. Respect for the hierarchies of birth and wealth gives way to accounts of bravery in the course of the hunt, the exploration of personal concerns and moral dilemmas; love is a common theme, true love being valued over the economic and family concerns of arranged marriages. History and social status are all very well, but more compelling for modern Malian audiences are their everyday problems and how to deal with them.
WASSOULOU songs, based on the pentatonic scale, are permeated by a strong Arabic feel. Echoing the contemporary concerns of the lyrics, the music integrates traditional instruments such as the "kamal ngoni" (a 6-stringed cousin of the guitar, descended from the hunters' "donso ngoni", strung with gut) and the djembe (traditional drum stretched with deer-hide) with modern keyboards and bass.
THE lyrics are about action; the compelling rhythms and strong melodies of Wassoulou music give a voice to the concerns of a new generation, with an immediacy and excitement that can be felt across cultural and language barriers.

	Le ZAGAZOUGOU
	Zagazougou Coup – Accordeons Go To Abijan
	1993
	54:03
	label: [pi’ra:nha]

Vocals & instrumets: accordeon, bass drum, djembe, drums, logan, bongo, maracas.

Since the independence of the Cote d'Ivoire in 1960 Anglo-American popular music, as well as that of the Caribbean and the neighbouring West African countries, has been a big influence on the local sound. In spite of the enormously varying styles in the region, the most important music export of Cote d ' Ivoire so far is—ironically—reggae star Alpha Blondy.

Abou Ouatt's Zagazougou, however, follow the rural traditions and movements of the Dioula people. Though established in 1990 by the sons and nephews of the late Mamadou Ouattara, the history of the group goes much further back: Mamadou Ouattara, a Dioula originating from the country's central region of Dabakala but living in Soubre, had been given the accordion by the missionaries and learned to play at local colonial trade-fairs. He honed his skills at traditional festivities and gatherings, both indoors and out, adding local 'goumbe' percussion to beef-up the sound of his box. As demand for this special ambiance increased he organized the ZAIR group which he directed until the end of the 70s, when, feeling the approach of old age, he decided to initiate his nephew Moussa Diabate into the mysteries of the accordion. Up until this point he had forbidden anyone living under his roof to give themselves to music. Thus his son Bakary, who insisted on playing the accordion, had to break away and become a kind of family renegade.

In 1979 Mamadou allowed Moussa Diabate to start his own band with his brothers and cousins (most of whom, despite the ban, had practised singing, percussion and accordion in secret). Having participated in the traditional circuit of baptisms, weddings, circumcisions and kermesses this group was finally united with Bakary Ouattara aka Abou Ouatt to form Le Zagazougou. From that moment they became the hottest roots group in Abidjan with a seriously dedicated fan following. Their debut cassette which arrived in the marketplace in 1992 elbowed aside the consumer staples of soukous, zouk and Anglo-American export-sound and surprised everyone. This fresh, unpretentious music—definitely not a-la-mode—broke all local sales records. A Zagazougou coup.

Of course, some people seem to have problems with the accordion as an instrument of any worth; jazz band​leader Benny Goodman may have summed-up this unhip viewpoint when he said that the only thing that an accordion is good for is for pressing flowers. However, real roots musicians and their fans have always known and always proved that the squeezebox's possibilities weren't as limited as conservative opinion would wish.

Zagazougou might not have encountered these conceptual obstacles in choosing the accordion, because they did not ask themselves whether they should use it, but how they could use it. What had been introduced by colonial missionaries to accompany their hymns and services was accepted and africanized by the recipients without further ado.

Local Percussion and Imported Squeezebox: both rural and urban roots are combined in Zagazougou's confident creation of modern tradi​tions. An effortless mix of explosive, polymetric percussion and joyous, melodic singing is presented: all we have to do is to welcome the direct magic of Zagazougou's song and dance.

	ZAHAR
	Zahar
	1992
	55:49
	MOROCCO

label: Knitting Factory (NY)

Zahar is: Hassan Hakmoun [v, sintir]; Bill McClellan [d]; Anthony Michael Peterson [g]; also features (#5-7): Said Hakmoun [v, castanets]; Itaal Shur [k]; Tito Muti [congas].

Hassan Hakmoun and Zahar use a traditional sintir and electric instruments to create their own funky version of Moroccan Gnawa music. Best world release of 1992 and Zahar was subsequently signed to record for Peter Gabriel’s Real World label.

1. Mousa

2. Sadiya

3. Hadiya

4. Wama Wama

5. Rap Song

6. Najda

7. Hadiya

	ZAP MAMA
	
	1991
	51:12
	 label: CramWorld Records

ZAP MAMA: Marie Daulne, Cecilia Kankonda, Celine ‘T Hooft, Sabine Kabongo, Sylvie Nawasadio — [voices];    

with: Fanchon Nuyens [voice], Jean-Louis Daulne [“human beat box”], David Weemaels [perc].

music, lyrics, arrangements by Marie Daulne.

   Most of the songs on this album were inspired by traditional African and European melodies. The musical roots — essentially vocal — of the people most underrated by the modern world, I became aware of the greatness and strength of the human musical scope of expression. Through the body, the breath, the respiration, the vibration o the vocal chords, and without the support of elaborated instruments, the Pygmies keep on conveying to those willing to approach and listen the beauty and purity of one of the most ancient African cultures. One of my dearest wishes, through these recordings, is to participate in bringing the people closer through understanding and respect of each culture.

	Hector  ZAZOU
	“Geographies” / “13 Proverbes Africains”
	1984
	48:25
	label: Made To Measure

экскурсы на темы африканской музыки

	Hector  ZAZOU
	Hector  ZAZOU  &  Bony  BIKAYE:

“Reivax Au Bongo”
	1986
	43:41
	label: Crammed Discs / Made To Measure Vol. II

Zazou [k]; Bikaye [v]; with others.

Первая половина диска – африканская, вторая – европейская. (folk-jazz-pop)

	Hector  ZAZOU
	Hector  ZAZOU  &  Bony  BIKAYE:

“Guilty !”
	1989
	52:46
	Afro – funk/soul 

label: Crammed Discs (New York)

	Hector  ZAZOU
	Hector  ZAZOU  &  Bony  BIKAYE:

“Noir Et Blanc”
	1990
	57:31
	Afro-funk/alternative 

label: Crammed Discs (New York)

Zazou, Bikaye, with: Fred Frith [g, violin]; Marc Hollander [clarinets]; Fred Wallich [saxes]; Vincent Kenis [g]; Chris Joris [perc]. 

	Philemon  ZULU
	How Long
	1991
	33:14
	ZULU

label: Shanachie

Philemon Zulu is a natural performer who pounds the beat of Africa’s dust into his voice. He is also an excellent songwriter in the finest Zulu traditional style. He says «When writing songs I am inspired by perceptions of everyday life.» The songs on this album generally relate to the life of a city dweller yearning for the simple past of his tribal roots. The music here is that of the Zulu nation – all that has changed from the past is the use of modern instruments in place of the old homemade ones.


