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In the past three decades interest in music around the world has surged,
as evidenced in the proliferation of courses at the college level, the bur-
geoning “world music” market in the recording business, and the ex-
tent to which musical performance is evoked as a lure in the interna-
tional tourist industry. This heightened interest has encouraged an
explosion in ethnomusicological research and publication, including the
production of reference works and textbooks. The original model for
the “world music” course—if this is Tuesday, this must be Japan—has
grown old, as has the format of textbooks for it, either a series of arti-
cles in single multiauthored volumes that subscribe to the idea of “a
survey” and have created a canon of cultures for study, or single-
authored studies purporting to cover world musics or ethnomusicol-
ogy. The time has come for a change.

This Global Music Series offers a new paradigm. Instructors can now
design their own courses; choosing from a set of case study volumes,
they can decide which and how much music they will teach. The series
also does something else; rather than uniformly taking a large region
and giving superficial examples from several different countries within
it, case studies offer two formats—some focused on a specific culture,
some on a discrete geographical area. In either case, each volume offers
greater depth than the usual survey. Themes significant in each instance
guide the choice of music that is discussed. The contemporary musical
situation is the point of departure in all the volumes, with historical in-
formation and traditions covered as they elucidate the present. In ad-
dition, a set of unifying topics such as gender, globalization, and au-
thenticity occur throughout the series. These are addressed in the
framing volume, Thinking Musically (Wade), which sets the stage for the
case studies by introducing those topics and other ways to think about
how people make music meaningful and useful in their lives. Thinking
Musically also presents the basic elements of music as they are practiced

xi
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in musical systems around the world so that authors of each case study
do not have to spend time explaining them and can delve immediately
into the particular music. A second framing volume, Teaching Music
Globally (Campbell), guides teachers in the use of Thinking Musically and
the case studies.

The series subtitle, “Experiencing Music, Expressing Culture,” also
puts in the forefront the people who make music or in some other way
experience it and also through it express shared culture. This resonance
with global studies in such disciplines as history and anthropology, with
their focus on processes and themes that permit cross-study, occasions
the title of this Global Music Series.

Bonnie C. Wade
Patricia Shehan Campbell
General Editors
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This is a book about people singing, dancing, and making music in con-
temporary East African communities. The primary themes of the book
are the interaction of East Africans with traditional music and culture
and the documentation of ways in which East Africans make music and
dance useful and meaningful in their lives. The book has four main
goals. The first is to contextualize the lives of individuals and commu-
nities by exploring the contexts in which music is made significant and
integrated into the everyday experiences of East Africans negotiating
the world around them. The second goal is to provide theories, meth-
ods, and case studies that enable access to the study of East African mu-
sic traditions at multiple levels. The language of the theoretical argu-
ments introduced in the volume is intended to invite rather than
discourage engagement. The vocabulary and methodological frame-
work is supported by the series’ framing volume, Thinking Musically,
and that volume’s glossary supports many of the issues, concepts, and
the terminology introduced in Music in East Africa. The accompanying
CD complements and illustrates the several issues raised in Music in
East Africa, providing opportunities for reading the more technical de-
tails of the text—musical notation, sound transcriptions, and analyses—
at deeper levels. The text can, however, be read on different levels, and
such technical exercises can either be adopted to the teacher’s or stu-
dents’ individual level or disregarded. The third goal has to do with a
defining principle by which musical characteristics of performance in
East Africa can be distinguished, namely the inseparability and inter-
dependence of drumming (and playing of other musical instruments),
singing, dancing, and drama with traditional East African cultures. The
tools for approaching this goal are embedded within case studies de-
tailing the lives of individual musicians as specialized members of East
African communities. A fourth and final goal is to encourage further
research (historical or ethnographic) of East African performance tra-
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ditions. The academic discipline of ethnomusicology is introduced in
this text and from this exposure to the methodologies and techniques
of ethnographic field research readers are encouraged to consider schol-
arly interpretations of East African materials as both process and prod-
uct related directly to approaching meaning within performances of ex-
pressive culture. An overarching concept that arises throughout this
volume’s treatment of each of these four themes is “traditional musical
performance”—three simple words that when grouped together refer at
once to musical performance events, social phenomena, historical cul-
tural trajectories, and the expression of individual and collective talent.
Indigenous conceptualizations of traditional musical performance may
differ among disparate and related peoples of this area of the world,
with varying characteristics assigned to different aspects of perfor-
mances of music, dance, and drama.

On finishing this volume I realized that I had tried hard to commu-
nicate something of the process I myself have engaged while conduct-
ing research in East Africa as I learned about the many roles assumed
by music and dance in both historical and contemporary contexts. For
me the engagement of this process will certainly be ongoing. I have
lived, traveled, taught, and been taught in several areas of East Africa,
and I have been fortunate to learn how to perform on many of the in-
struments introduced in this volume; I have danced many of the tradi-
tions discussed, and I have sung with East African vocal groups. As I
conceptualized the case studies that form the core of this volume I re-
turned to memories of being taught, memories of engaging and being
engaged by my teachers, and memories of learning about and being ex-
posed to East African traditional music.

Several languages are introduced in the text. KiSwahili appears most
frequently, however, as it is widely understood and used in Kenya and
Tanzania—but not so in Uganda. A largely Bantu-derived language,
KiSwahili originated as the coastal East African lingua franca for
Arab/Omani trading along the Indian Ocean coast as well as in the in-
terior. When missionaries arrived in East Africa in the mid-nineteenth
century, they often relied on KiSwahili rather than European languages
for everyday communication. Stress in KiSwahili is almost always on
the penultimate syllable (unless the word is of foreign origin). Thus,
“mwalimu” is pronounced “mwa-LI-mu.” Vowels are pure and for the
most part standardized (a = ah; e = eh; i = ee; 0 = oh; u = 00).

The case studies that support this volume were written in Nashville,
Tennessee, far away from the East African contexts of typical perfor-
mances of music and dance detailed here, while the final draft was writ-
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ten in Kampala, Uganda, far from the context of my American class-
room. Writing was an extremely pleasurable (and educational) task as
it brought me closer to the valuable opportunities I have had to expe-
rience traditional music making, dating back to my initial field research
in East Africa in 1993.

When I initially presented these case studies to undergraduate stu-
dents at Vanderbilt University I came to realize that learning about mu-
sic-as-cultural process equips students with a toolbox of ideas, concepts,
and methodologies with which they in turn can approach many simi-
lar musical traditions in East Africa—traditional musical performances,
popular music, choir music, dance music, and rap among others—and
the rest of the world. An unintended product of the volume might well
be, therefore, an opening of doors to curiosity and further learning con-
cerning musics of East Africa as well as those of our own cultures.

ACKNOWLEDGMENTS

I am grateful to my many teachers, particularly Gideon Mdegella (Tan-
zania) and Centurio Balikoowa (Uganda). Mdegella and Balikoowa
have become colleagues and friends; they are the musical experts from
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of the world. Colleagues at Vanderbilt University’s Blair School of
Music—Dale Cockrell, Cynthia Cyrus, Melanie Lowe, Stan Link,
Michael Rose, and Mark Wait—supported and encouraged the writing
of Music of East Africa, and I am sure all will be greatly relieved to see
the work published. Dennis Clark and the entire staff of the music li-
brary at Vanderbilt were tireless in their aid. Mona Christenson Barz
continues to support and encourage my efforts. As spouse and field re-
search assistant she has guided and inspired much in this volume.
This project was shepherded by the caring hands of Bonnie Wade,
one of the general editors for the Global Music Series. Maribeth Payne,
formerly of Oxford, provided initial support and encouragement, while
Jan Beatty and Talia Krohn both guided the progress of the volume.
Patricia Sheehan Campbell and Bryan Burton contributed insight con-
cerning educational issues of much material in this volume. A wide va-



xvi o= PREFACE

riety of comments and suggestions from anonymous readers have been
incorporated and adopted in this volume; I am grateful for all the time
and energy they put into working through the volume’s issues. Stu-
dents at Vanderbilt University participating in World Music, African
Music, and Afropop courses will find their comments (and critiques!)
laced through the volume’s cases studies.

Funding for the field research supporting this volume was provided
by two grants from the Vanderbilt University Central Research Scholar
Grants Program and a grant from the Fulbright African Regional Re-
search Program.



1

10

CD Trac£ [,z'st

S0

Greetings in the Lulamoogi/Lugwere dialect of the Lutenga lan-
guage of Busoga, eastern Uganda, “spoken” by members of the
Bakuseka Majja Women'’s Group in Kibaale village, 1999. Used by
permission of Centurio Balikoowa.

& 3 Filulu performance by Charles Bungu in Nyanhugi village,
Sukumaland, Tanzania, 1999. Used by permission of Charles Bungu.

Excerpt of Bugébogdbo by the Bana Sesilia Group of the Bujora Cul-
tural Centre, Bujora, Tanzania, 1999. Used by permission of Charles
Mahenda, Bujora Cultural Center.

“Muliranwa” [“My Neighbor”], embaire performance by the Ekidha
Tobana Kabaliga Group in Bugwere village, Uganda 1999. Used by
permission of Centurio Balikoowa.

Excerpt, Chakacha, performed by the Horizon Players Group and the
Choir from the Muslim Secondary School, Kisumu, western Kenya.
Used by permission of Lawrence Chiteri.

Excerpt illustrating the processional from the church at Bujora,
Sukumaland, down the mountain to the Bulabo ceremonial stadium
in Kisesa, 1999. Used by permission of Gregory Barz.

An example of wigaashe recorded at the Bulabo competition, 1999.
Used by permission of Charles Mahenda, Bujora Cultural Center.

“Mahali ni Pazuri” [“This Place is Beautiful”], second verse, sung at
a Mashindano ya Kwaya held at Kariakoo Lutheran Church in Dar es
Salaam, 1993. Used by permission of Gideon Mdegella, Lutheran
Choir Community Leader.

Wimbo wa KiHehe, a KiHehe melody, sung by the choir of the
Mikocheni Anglican Church at a Mashindano ya Kwaya held at St.
Alban’s Anglican Church, Dar es Salaam, 1993. Used by permission
of Gideon Mdegella, Lutheran Choir Community Leader.

xvii



xviii e= CD TRACK LIST

11

12

13

14

15

16

17

18

19

20

21

22

23

“Sikieni Neno” [“Hear the Word”], a WaGogo melody, sung by the
Kwaya ya Vijana of Kariakoo Lutheran Church, Dar es Salaam, 1993.
Used by permission of Erneza Madeghe, Kariakoo, Lutheran church.

Author’s interview with Gideon Mdegella, mwalimu, Kwaya ya
Upendo, Azania Front Lutheran Cathedral, Dar es Salaam, 1994. Used
by permission of Gideon Mdegella.

“ ‘Sikiliza,” Asema Bwana,” Gideon Mdegella, composer and con-
ductor, recording of a rehearsal of Kwaya ya Upendo, Azania Front
Lutheran Cathedral, Dar es Salaam, 1994. Used by permission of
Gideon Mdegella.

Tuning demonstration on the endere (flute), performed by Centurio
Balikoowa, 1999. Used by permission of Centurio Balikoowa.

“Oo samba bambalele,” a demonstration on the short endere (flute),
performed by Centurio Balikoowa, 1999. Used by permission of
Centurio Balikoowa.

Demonstration on the long endere (flute), performed by Centurio
Balikoowa, 1999. Used by permission of Centurio Balikoowa.

Demonstration of the scale used on the endingidi (tubefiddle), per-
formed by Centurio Balikoowa, 1999. Used by permission of Cen-
turio Balikoowa.

Endingidi (tubefiddle) medley, performed by Centurio Balikoowa
and Gregory Barz (“Adimudong’,” “Twalamatagange,” and a piece
from the Central Region), 1999. Used by permission of Centurio
Balikoowa and Gregory Barz.

Demonstration of elaboration on the endingidi (tubefiddle), per-
formed by Centurio Balikoowa, 1999. Used by permission of
Centurio Balikoowa.

Demonstration of the tuning of the ntongooli (bowl lyre), performed

by Centurio Balikoowa, 1999. Used by permission of Centurio
Balikoowa.

Demonstration of the ntongooli (bowl lyre), performed by Centurio
Balikoowa, 1999. Used by permission of Centurio Balikoowa.
Demonstration of tuning of “Twalamatagange” on ntongooli (bowl
lyre) and endingidi, performed by Centurio Balikoowa and Kiria
Moses, 1999. Used by permission of Centurio Balikoowa.

Medley: Performance of the Ugandan National Anthem, “Oluyimba
Lwe’eggwanga (Ebbona lya Afirika)” [“The Pearl of Africa”], the



CD Track List == xix

24

25

26

27

28

29

30

31

32

33

Buganda Anthem, “Ekitiibwa kya Buganda” [“The Pride of
Buganda”], and the Africa House Anthem, “Marching Along,” per-
formed by students at Makerere College School, 2002. Used by per-
mission of Kitogo George Ndugwa, leader.

Demonstration of endingidi playing, performed by Kiria Moses,

endingidi and voice, 1999. Used by permission of Centurio Balikoowa
(for Kiria Moses).

Blair String Quartet demonstrates the timbre of endingidi in “Mu

Kkubo Ery ’Omusaalaba.” Used by permission of Mark Wait, Blair
School of Music.

Demonstration of the baakisimba drum, the rhythm associated with

Baakisimba, performed by Gregory Barz, 1999. Used by permission
of Gregory Barz.

Blair String Quartet demonstrates the drumming in “Mu Kkubo Ery

’Omusaalaba.” Used by permission of Mark Wait, Blair School of
Music.

Demonstration of Omunazi, Omwawuzi, and Omukonezi parts played
by Kiria Moses, Waiswa, and Centurio Balikoowa, 1999. Used by
permission of Centurio Balikoowa (for himself, Waiswa, and Kiria
Moses).

The Blair String Quartet demonstrates interlocking parts in “Mu

Kkubo Ery ’Omusaalaba.” Used by permission of Mark Wait, Blair
School of Music.

Andericus Apondi, nyatiti, demonstrates the Benga guitar style on
nyatiti, Kisumu, Kenya. Used by permission of Peter Nyamenya,
Kisumu Museum, National Museums of Kenya.

“Jo Piny,” performed by Kabila Klan, Kisumu, Kenya. Used by per-
mission of Lawrence Oyuga, director.

“Kumbaya,” performed by the congregation of the Power of Jesus
Around the World Church, Kisumu, Kenya. Used by permission of
Peter Nyamenya, Kisumu Museum, National Museums of Kenya.

Foreign terms introduced in this volume, pronounced by the author.



Con tents

s

Foreword xi
Preface xiii
CD Track List xvii

1. Heating Up! 1
East Africa 1
Traditional Music Performance: The Example of
Ngoma 4
What is “Music” in East Africa? 5
Greetings 8
Conclusion 14

2. Traditional Performances in Two Villages and
a Town 16

Introduction 16

Case Study #1: Nyanhugi Village, Sukumaland,
Tanzania 18

Case Study #2: Bugwere Village, Busoga Region,
Eastern Uganda 25

Case Study #3: Kisumu Town, Western Kenya 33
Musical Transcription 36

Gender and Traditional Music Performance in
East Africa 37

Conclusion 38

3. Fostering Social Cohesion: Competition and
Traditional Musical Performance 40
Introduction: Competition as Social Cohesion 40

vii



viii e CONTENTS

Case Study #1: Bulabo in Sukumaland,
Tanzania 41

Bufumu 47

Bagaalu and Bagiika Dance Societies 47

Samba 48

Changes and Adaptation in Bulabo 49

Case Study #2: Choir Competitions in Dar es
Salaam 52

Vignette 1: The Initial Evangelical Encounter 53

Vignette 2: The Emergence of Tanzanian
Voices 55

Vignette 3: A Postcolonial Moment 56

Conclusion 58

4. Individuals in East African Musical Worlds: Gideon
Mdegella and Centurio Balikoowa 59
Introduction 59
Vignette 1: Gideon Mdegella 62
Vignette 2: Centurio Balikoowa 63
Communities and Musical Specialists 63
Gideon Mdegella: “Mwalimu” 64
Mwalimu wa Kwaya: Ritual-Musical Specialists in
the Tanzanian Lutheran Church 65

“I Am Able to See Very Far, but I Am Unable to
Reach There” 66

Mdegella and “First-Class Music” 75
Centurio Balikoowa 75
Background 76
Musical Instruments 78
Endere (Flute) 78
Endingidi (Tubefiddle) 81
Construction of the Endingidi 82
Ntongooli (Bowl Lyre) 84
Personal History 86
Conclusion 88



Contents e ix

5. Situating Traditional Music within
Modernity 89

Introduction 89

Vignette: Anthems and Identity 90

Case Study #1: Mu Kkubo Ery ‘Omusaalaba 101
Basic Tenets of Kiganda Traditional Music 102
Issue of Timbre 102
Drumming 104
Issue of Interlocking Patterns 106

Case Study #2: “The Roots of Benga” 108

D. O. Misiani, the “King” of Benga 111

Conclusion: Popular versus Traditional—
“Modernity Happened!” 114

6. Cooling Down! 118
Introduction 118

Traditional Music and the Interrelation of the Arts in
East Africa 118

Glossary 124
Resources 126
Index 137



CHAPTER 1

Heating Up!
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Haba na haba, hujaza kibaba
When combined, small things make up big things

[KiSwahili proverb printed on a woman’s khanga cloth wrap]

EAST AFRICA

East Africa, often referred to as the “cradle of humanity,” is the geo-
graphic home to the Great Rift Valley cutting through the center of this
area of sub-Saharan Africa. The Rift Valley—the location for the famous
archaeological digs at Olduvai Gorge in Tanzania and in areas sur-
rounding Lake Turkana in Kenya by Louis and Mary Leakey—has pro-
duced human skulls that, once unearthed and analyzed, contributed to
an estimate of life in this area dating back over 2.5 million years. East
Africa is home to many peoples, representing all distinct language clas-
sificatory types known in Africa, although some are now isolated within
a small area within the region. Bantu and Nilotic speakers comprise the
majority of Africans in this area, but there are also several small but
flourishing pockets of Cushitic speakers.

The countries comprising the area commonly referred to as East Africa
include those in the “Horn,” coastal, central, and southern areas—
Burundi, Comoros Islands, Djibouti, Eritrea, Ethiopia, Kenya, Rwanda,
Seychelles, Somalia, Tanzania, and Uganda, and including areas of
Mozambique, Sudan, Zambia, and Malawi. For logistical reasons, this
volume cannot provide a cohesive or detailed overview of the musical
cultures of all East African countries; the rich diversity of traditions in
this part of the world precludes an in-depth or comprehensive study of
the entire geographic region. As a compromise, the musical contexts of
three historically linked countries will be discussed—Kenya, Tanzania,
and Uganda—in an attempt to approach the expressive culture of East
Africa in a meaningful and historically logical way.
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A highly developed system of trading networks penetrated East
Africa historically for centuries, creating a system of cultural influences
extending from as far east as the island of Zanzibar, linking across the
Indian Ocean to India and beyond, as well as to areas deep within Cen-
tral Africa. Spices, slaves, gold, and ivory were exported along these
trading routes. Elsewhere, hunting, fishing, herding, and farming were
historically the main contributors to local economies. In addition, many
pastoralist and migratory patterns have occurred in East Africa over
time—some voluntary, others forced. Colonial presence in the area be-
gan in the late sixteenth century with Portuguese forces that continued
until 1720. Omani Arab control influenced coastal East Africa until Ger-
many and Great Britain began their colonial rule in the nineteenth cen-
tury. German colonial rule of present-day Tanzania ended after World
War I when the League of Nations awarded mainland Tanzania—
known then as Tanganyika—as a mandate to Britain (which already
ruled Kenya and Uganda). The three countries achieved independence
in the early 1960s: Tanzania (1961), Uganda (1962), and Kenya (1963).
See Figure 1.1 for a map of East Africa.

Contemporary East Africa participates in the increasingly global
economy of today’s world. Cell phones have become ubiquitous in
many cities and towns, and the presence of Internet cafes on many street
corners greatly expands the geographic borders of Africa where Celine
Dion, the Backstreet Boys, and Britney Spears dominate the airwaves.
Traditional music performances throughout this region of the world,
however, reflect both the peoples’ participation in urban modernity and
the maintenance of rural life for many peoples (see Chapter 5 of this
volume for a more specific treatment of this idea).

A plurality of music-making styles and traditions exists within
Kenya, Tanzania, and Uganda. Along the Indian Ocean mainland coast
as well as in the coastal islands, taarab music is frequently performed,
from the southern tip of Somalia down to the coast of Mozambique.
Taarab (Taarabu in Swahili), a fusion of Arab and Indian melodies with
rich, highly nuanced Swahili poetry is performed at weddings, at cele-
brations of rites of passage, and as an accompaniment for political is-
sues and campaigns. In addition to taarab, choirs abound in East Africa.
Many churches in East Africa support multiple choirs. Politicians and
political parties rely on choirs to get their messages out to the people.
Popular choirs entertain youth in multiple contexts. Next door to the
churches, in small social clubs and larger hall venues, dance bands per-
form nightly to both large and small crowds in both rural and urban
settings, playing a variety of musics ranging from Central African



